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Thoughts on the Turkish Verses in Phanariot Poetry
Collections (1750-1821)

Julia Chatzipanagioti-Sangmeister & Matthias Kappler

1. The Phanariot poetry collections of the eighteenth century’

In 1818, the enlightened merchant Zisis Daoutis (1772-1836) published in Vienna a
small volume under the title didpopa #6ikc xoi doteio oriyovpynuaro (“Various
Moral and Humorous Verses”). This edition — typographically far from elegant — is
the first printed anthology of Modern Greek poetry. Its publication marks an impor-
tant milestone in a long tradition of handwritten collections of poems, a tradition that
seems to originate in the mid-eighteenth century, evolving for almost one hundred
years until the first four or five decades of the nineteenth century. In his short intro-
duction to the volume, Daoutis himself notes that these earlier handwritten collec-
tions served as a source from which he drew the verses he chose to include in his
anthology:

Eig Taoouov [sic], kai Bovkovpéotiov edpiokopevog Tpod ¥povav 1fom ikavadv,
€ovvago amo dtapopa KoTaoTydKio (Kowvmg Micpayid Aeyopeva) 1@V @idwov
HOV S1G(pOpO. GTLYOVPYALATA, GO TO OTOl0 ATEPATIoa [...] Vi TVTOo® doa
BAémete €ic 0 mopdv PipAGplov [...]. Av EEgvpa Tivov Grloysvdv sivol Té
mapdvTe. oTryovpynrata, 0N’ Apedktog avapépet éviadba kol To Tipo
avtdv ovopata [...]. Eyd elpon povov 10 dpyovov tiic ékddcewg. (Daoutis
1818: [5]-[6])%

These xaraotiydxia (‘booklets’) or pouoyid (mismagia), as the enlightened mer-
chant terms them, could be described as a sort of eighteenth- and nineteenth-century
notebook in which people wrote down mainly, yet not exclusively, various verses.
Quite often, these included lyrics to songs that were popular in the urban centres of
the Ottoman Empire. The verses in these handwritten collections are occasionally
accompanied by indications of the Ottoman tonal system (makam), sometimes even
the entire melody is transcribed in Byzantine notation. Generally, the language of the
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verses is Greek, though some manuscripts also contain poems in Turkish, written
however in the Greek alphabet”.

Although the lack of a bibliography of the relevant handwritten collections calls
for some caution in drawing conclusions, it could be argued that the practice of
compiling collections of verses emerged among the higher social strata of the Greek-
speaking population of the Ottoman Empire in the second half of the eighteenth
century, when the members of this social group had secured the necessary economic
ease that enabled them to acquire free time. It is precisely this development, in
which time was freed from the commitments of day-to-day life and became invested
in entertainment or educational activities, which gave rise to the creation and prolif-
eration of the urban poems and songs under consideration, as well as the practice of
compiling them into collections®.

There is no doubt that this practice was particularly popular. Libraries in Greece
and Roumania preserve at least 38 codices from the second half of the eighteenth
and the beginning of the nineteenth century, which include mismagia. The earliest
collection appears to be the one contained in manuscript 725 of the Gennadius Li-
brary, which was assembled from 1769 onwards. The handwritten collections of
verses, as evidenced by their origin and contents, were closely related to the
Phanariot environment in Constantinople and the Roumanian Principalities. This is
corroborated by the biography of those rhymesters who have been identified so far,
by the background of the owners and compilers of those collections which have been
studied, as well as by the fact that most of the surviving manuscripts are preserved in
libraries in Roumania. Recent studies focusing on the content of the verses and the
ideology they promote further confirm the relation of the manuscripts to the
Phanariot circles”.

In the last decade of the eighteenth century, along with the handwritten tradition
of verse collection, a printed tradition began taking shape as well. The beginning
was set in 1790 with Rigas Velestinlis’s work Xyoleiov t@v viehikarwv épactdv
(“The School for Delicate Lovers”), while the most prominent example is the book
"Epwtog Amoteiéouaro (“Results of Love”) by loannis Karatzas and Athanasios
Psalidas, which was published in 1792. Despite their numerous similarities, the
printed and handwritten traditions differ in several important respects.

First of all, in terms of genre, the printed editions do not constitute poetic collec-
tions, but contain literary narrative texts in prose which usually incorporate a large
number of verses, sometimes exceeding one hundred. Moreover, the ideology re-
flected in these printed editions (not only in their narrative parts but increasingly in

3 For collections of Phanariotic poems/songs in general, see Frantzi 1999: 11-13, 17-37; Kappler
1995: 359-361.

4 Frantzi 1993: 17-18; Kappler 2002: 26-30; Chatzipanagioti-Sangmeister 2005: 256-257;
Chatzipanagioti-Sangmeister 2008: 95-96.

5 Chatzipanagioti-Sangmeister 2005: 258-260, 266; Chatzipanagioti-Sangmeister 2008: 96-97,
102.
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the verses), no longer relates to the Phanariot circles but rather to the nascent Greek
bourgeoisie which was gradually adopting the fundamental values of the Enlighten-
ment®. This is also substantiated by the fact that the printed editions were published
in Vienna, which from 1780 onwards emerged as the primary place of publication of
works that expressed the spirit of the burgeoning Greek bourgeoisie and the novel
ideas of the Enlightenment.

Thus, the handwritten mismagia, on the one hand, and the printed editions in
which verses were incorporated into a narrative context, on the other, formed from
the last decade of the eighteenth century onwards two parallel axes in the Greek
urban poetry tradition that were clearly different in nature. The manuscripts were
created and circulated mainly in the Phanariot environment, reflecting ideologically
the experiences and the worldview of those members of Greek society who, having
gained a privileged access to the power structures of the State, constituted a part of
the social and political status quo in the Ottoman Empire. The printed editions, con-
versely, relate geographically and ideologically to the emerging Greek bourgeoisie
which, being excluded from political power, had already in the second half of the
eighteenth century begun to show a tendency towards political emancipation and to
develop a national identity.

These fundamental differences between the handwritten collections and the
printed editions seem to be manifested in the language as well — more precisely, in
the presence or absence of content in Turkish. While the manuscripts sometimes
include verses in Turkish, the printed editions use exclusively in the Greek language
with a conscious effort to avoid or eliminate any foreign elements. This tendency
becomes more pronounced over time and is particularly marked in Daoutis’s 1818
edition of Aidpopo nBixd kor aoteia oTLYOVPYHUOTO.

Though fitting within the same genre category as the handwritten collections,
Zisis Daoutis’s edition differs from them in the sense that it constitutes an anthology,
i.e. the result of a selection from a larger corpus of texts. What is more, a consider-
able part of the verses which the enlightened merchant and freemason Daoutis had
chosen to include clearly promote fundamental values of the Greek bourgeoisie and
hence differ from the handwritten collections in an ideological sense as well. There-
fore, it is hardly incidental that the poems of this particular edition are distinguished
by a more “purified” language than the verses included in other printed collections.
In the very introduction to his anthology, Daoutis associates the well-being of the
nation, the ultimate goal of every “patriotically-minded” bourgeois, with the “purifi-
cation” of the language. This is what he writes to his readers:

[[Topaxard dlovg ToVG Opoyeveis, oot €& avT@v Erovy oTyovpYHUATA, T
dAAo TL NOWOV oOyypappa, K ETOEEAEG d1d TV €midocty ToD YEVOUS, Kai d&v

6 For details on the Syoleiov 1év vighikdrov épactav, see Pistas 21994: A0'~Ey’. For Epwroc
Aroteléouara, see Ladas & Chatzidimos 1970: 132-133; Chatzipanagioti-Sangmeister 2005:
263-266.
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0élovv avTol va Ta TVTMCOoLVY d1d OTOLVONTOTE aitioy, VA Ta GTEAAOVY TPOG
guel...], &yo [...] 8ého 10 TumdVvel apéomc, S0 va un Keltoviol vekpd,
avapépov To Tipo ovopotd tov. TTANY mwdAl Tovg mopoKaA®d Vo pol T
GTEMOGLY, G0V 1O duvatov, kabapd amd Eévag AéEeic. (Daoutis 1818: [6]).

The arguments made so far clearly suggest that the presence of Turkish-language
content in Greek collections serves as a marker of their ideology and hence justify
the need for more systematic research into the role of Turkish language in Greek
corpora. Remaining for a while in the period before the Greek Revolution — a period
in which, as we have seen, the handwritten and printed urban poetry traditions co-
existed in parallel — we shall try to examine the presence and function of the Turk-
ish-language verses in the earliest mismagia discovered so far, the one contained in
manuscript 725 of the Gennadius Library of the American School of Classical Stud-
ies at Athens.

Manuscript 725, a corpus of 158 folia, consists of two clearly-defined parts
(Chatzipanagioti-Sangmeister 2002: 23-26). The first contains recipes for medicinal
mixtures and culinary dishes, while the second includes 167 poems (Chatzi-
panagioti-Sangmeister 2002: 28). In terms of both form and content, the verses
found in codex 725 constitute representative examples of Phanariot poetry. Their
thematic range covers the typical Phanariot subject matter: love poems about unre-
ciprocated love and refusal, the instability of fortune, the lack of true friendship,
satirical poems about specific persons, verses inspired by events of importance for
Constantinopolitan society, rhymes about xenitia (i.e. the hardships, isolation and
estrangement of those who are forced by economic or other constraints to work and
live in foreign lands). The texts included in the manuscript are for the most part in
Greek, although there are some verses in Turkish, written in the Greek alphabet,
which are commented upon in part II of the present paper.

2. The Turkish part of the ms. 725

2.1. The Ottoman background

Our manuscript contains twelve Turkish texts, or rather twelve texts where Turkish
is used extensively, since code-switched passages consisting of one or two lexical
items, as well as phonetically and grammatically integrated loanwords from Turkish
to Greek, are not counted here®. Apart from texts in Greek and Turkish, the manu-

7 ‘Whoever among all the fellow countrymen have poems, or any other ethical and helpful
composition for the progress of the nation, and who do not want to print them for whatever
reason, please send them to me [...]; I [...] shall print them immediately, so that they may not
lie dead, and shall refer to their honourable names. Furthermore, I again ask them to send them
to me, as far as possible, pure from foreign words.’

8 The twelve texts are included in our Appendix; the Roman numerals of the texts are used
hereafter.
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script also contains one bilingual poem in Greek and Persian (f. 105v). Although to
our knowledge this is the only Persian example, texts in Greek script and in other
languages than Greek or Turkish, namely Arabic, Roumanian and French, are well-
known from other Phanariot anthologies of the nineteenth century (lavdwpo,
Kallipawvoc Zeipiv)’.

The Turkish texts are all written with the same hand, that of the main writer (x1
according to Chatzipanagioti-Sangmeister 2002) of the whole manuscript (see
above). Another two writers have produced minor texts, but not in Turkish. Our
anonymous writer elaborated the manuscript from 1769 until at least 1795. He be-
longed to the court of Matthaios Gkikas, living in the Roumanian Prinicipalities and
in Istanbul, and was well-educated in medicine and music.

The largest part is constituted by texts with metrical-rhythmic patterns (ten out of
twelve), the most extensive texts being love songs, and specifically sark: (IL, 11T, IV);
followed by a fragment of a gazel (VI), probably also used in music in the beste or
semai part of the Ottoman concert cycle (this is evident because of the formal
deficiency of the composition, typical for the musical use of this genre). The other
metrically-organized texts are two single distichs (beytr I and aphorism V), and two
mani (VIII and IX), popular quatrains, one of them (IX) being a poetical dialogue, as
well as another quatrain in mani-form (XII). The last metrical text, probably again a
song, is a Greek-Turkish bilingual poem (X). The only two texts without a metrical
pattern are a proverb (VII) and an inscription (XI); the latter we will comment on
below more in detail.

The main part of the Turkish corpus consisting of musical forms (the sarkis, the
gazel and distich I), is part of the Ottoman musical and poetical tradition. The manu-
script tradition of Ottoman Turkish musical texts (without notes) goes back to the
seventh century (Ungoér 1981: xxvii). A musical collection of this kind is called giifte
mecmuast (mecmua being the etymon of the Greek Phanariot piopayég or
petlpovddec, commonly used to denominate this kind of poetry and music collec-
tion). The Ottoman Turkish production of printed anthologies begins in 1852 (Ungor
1981: xviii), i.e. more than twenty years after the first Ottoman Greek printed
anthologies (the first one being Evtépay, in 1830)'°. Although none of the texts of
our manuscript appears in the printed Ottoman Greek anthologies of the nineteenth
century, at least one of them (II) is a well-known sark: still present in the classical
Turkish musical repertoire (Ungoér 1981: 520). This could also be the case with other
texts, but since the Turkish texts, except one (IV), of our manuscript lack any
indication of the makam system, it is quite difficult to trace them back to the

9 For bibliographical hints, see Kappler 2002: 33 (Arabic in [Havowpa), Kappler 2002: 35
(Roumanian in Kaldipwvog Zeipinv); furthermore for Arabic in Greek letters, see Khoury 1977,
for Phanariot poems containing French in Greek characters, see Kappler 1998.

10 On the printed Ottoman-Greek anthologies of the nineteenth century, see Behar 1994, Behar
2002 (from the musicological point of view), Stathi 1997 (textual observations about one
specific mismagia), Kappler 2002 (edition and linguistic analysis of all Turkish texts in Greek
characters contained in the anthologies).
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classical repertoire of the mecmua, always ordered by makam. Interestingly, also one
Greek song (f. 73r, makam ¢argah) bears an Ottoman makam indication, which is
very common in other contemporary manuscript and printed Ottoman Greek an-
thologies (such as "Epwtog Amoteiéouara) or in printed anthologies of the nineteenth
century (such as Ilavdwpa).

Another link to the mainstream Ottoman Turkish tradition is the mahlas (pen-
name of the poet / giifteci) Tanburi in two of the sarki (II and III), i.e. Tanburi
Mustafa Cavus (reportedly in sark: II and supposedly in sark: III). Tanburl Mustafa
Cavus (?7—1745?) was a very productive composer and giiffeci at the Sultan’s court,
especially during the “Tulip Period” under Sultan Ahmed III and his brilliant Grand
Vizir Damad Ibrahim Pasa. He is also the author of a mecmua (1733; see Oztuna
1990: 7677 and 580). His works, though not this one, are frequently to be found in
the printed Ottoman Greek anthologies of the nineteenth century (see Kappler 2002:
62 and 68, and respective texts).

However, not only from the point of view of musical form and authorship, but
also considering the literary contents, our texts clearly belong to the Ottoman Turk-
ish tradition. This can be seen especially in sark: III, which is a folk song describing
a male public dancer, kdgek, very common in eighteenth and nineteenth century
lyrics. Other evidence for this are the mystical-Islamic themes in the gazel-fragment
(VD) and in sark: IV. The texts are thus integrated into an urban and often courtly
lyric tradition, sometimes even with Islamic religious undertones, and the language
of the texts does not usually show up dialectal variation. The only exceptions are
typically the two mani (VI and IX), a composition stemming from the folk
tradition to be found in all areas with Turkic population, and, in our case, both in
South-Eastern Europe and Anatolia. It is, in fact, not a coincidence that only in these
poems we encounter dialectal forms (yikmazikan; VIIL.2, endim; 1X.4, yidi, kize;
IX.4), typical for Western and Central Anatolian, or even Black Sea, dialects''. From
the literary point of view the second mani (IX) is particularly interesting, since it
presents the popular form of a poetical dialogue (named deyis in Anatolia, and
catisma in Cyprus), where two persons in a question-answer mode exchange
improvised verses in the strophical mani-form (Goksu 1996: xx; Gok¢eoglu 2002: 8,
66).

The only text not pertaining either to the urban Ottoman Turkish context of Is-
tanbul, or to the Anatolian Turkish folk tradition, is obviously the bilingual song (X).
Mixing up languages, first of all Greek and Turkish, in playful songs seems to have
been a very popular tradition in Ottoman Greek society; specimens of this kind can

11 Forms with -tkan occur in many Karamanlidika texts, and are frequent in most Turkish dialects
(Balkans, Anatolia, Cyprus), see Kappler 2002: 169; en-: for the form in other Greek Ottoman
anthologies and its occurrence in Central Anatolia, see Kappler 2002: 109; yidi: for the raising
of /e/ in /y/-surroundings in Trabzon dialects, see Brendemoen 2002: 55-56, but also in Central
Anatolian dialects (Korkmaz 1994: 34); kize: for develarization of /1/, especially in kiz, for
Black Sea dialects, see Brendemoen 2002: 68.
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be found in the contemporary Phanariot manuscript tradition as well as in the printed
anthologies of the following century (Kappler 2002: 29 and Kappler 1998). As in
other texts of this tradition, our bilingual song switches in parallel between two
codes, language and rhyme/metre, given that two lines of each strophe rhyme ac-
cordingly to the language used, and that the metre of the Turkish lines is of eight
syllables, while that of the Greek lines is of seven syllables. Counting together the
metre of the two languages, the result is a “composite” dekapendesyllavo, the tradi-
tional 15-syllable metre of Greek folk poetry, divided according to code/language.
As can be seen in the text itself, the themes are developped from one language to the
other, there is an evident semantic convergence between the two segments.

2.2. The relation between Turkish and Greek texts

At this point, we have to raise an important question: what is the position of the
Turkish texts in the framework of the whole manuscript? Where are the Turkish
texts positioned and do they have any semantic or formal relation to the main Greek
corpus?

First of all it seems that the manuscript has been written chronologically and that,
for this reason, there is no thematic order in the disposition of the texts. From the
point of view of the contents it is evident that both the Turkish and Greek poems
treat themes of a usually unrequited, unhappy and cruel love, typical for the Ottoman
lyric tradition, but also for the Phanariot verses of that period.

Accordingly, it seems at first glance that generally speaking there is no direct re-
lation between the two corpora written in the two different languages, but that the
disposition of the Turkish texts in the main body is rather arbitrary. Upon closer
analysis, however, we may observe that the Turkish texts are always embedded in a
context loosely related to the Greek body: love songs with love songs, philosophical
poems with philosophical texts etc.

Perhaps the most interesting link between the Greek and Turkish parts is the in-
scription (XI) which up to now we did not consider in our description because it
seemingly falls out of the main lyric body of the manuscript. As we shall see, the
text reveals additional information on the place of composition of the manuscript,
and about the writer himself. As the Greek title (“1788 adyovotov €’, 6 Tithog OTTOD
EPGAON €ig O KOppEVo TO KEPUAL TOD pokopitov ceEp dnuntpn okavaPi| €ig o
puraumt yoopayodv’) explains, the text reproduces the inscription on the execution
place of the Phanariot Dimitrios Skanavis, decapitated for treason during the Turk-
ish-Russian war (Amantos 1955-1956). Skanavis was executed at the Sublime Porte
(Bab-i Hiimayun) in Istanbul on August 5, 1788, the same day of the note of our
writer, evidence that the manuscript was actually written in Istanbul (Chatzi-
panagioti-Sangmeister 2002: 27). The original official transcription was obviously in
Arabic characters, and linguistic analysis of the transcription into Greek characters
reveals the presence of orthographic features which could only occur if the text was
transcribed from the Arabic alphabet, namely the writings idiip and gendiisine
(whereas the writing tertiip for tertib seems to be an over-correction). This provides
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possible evidence that the main writer of the manuscript, who also produced this
text, was familiar with the Arabic alphabet, although of course we cannot exclude
that the original inscription was read to him by another person. The important link to
the main corpus of the manuscript is given by a Greek poem on the death of
Dimitrios Skanavis, following the Turkish inscription (f. 116v—117r), composed by
the writer himself (as he states in the title annotation) on August 7, 1788, i.e. two
days after Skanavis’ execution (“1788, avyovcotov {’ émon adt 1 pwkpd pPnudada
map €pod tod apabods”).

2.3. General conclusions and relation of the corpus to “Karamanlidika studies”

Considering this poem (as well as another one on f. 30r, reportedly of his own hand),
we can presume that our writer was a hellenophone; however the Turkish texts he
transcribes in his “diary” are nearly free of mistakes, which points to a very good
knowledge of Turkish, if not to Greek-Turkish bilinguality. If we also consider his
good Greek orthography (Chatzipanagioti-Sangmeister 2002: 27) and his knowledge
of music and medicine, and, possibly, his ability to read Ottoman Turkish texts in
the Arabic alphabet, we get the picture of a well-educated Phanariot from a high
societal layer, probably a clerk of the Ottoman administration. As far as his mother-
tongue is concerned, the manuscript seems not to contain enough information. The
framework language, and also the language in which personal annotations are made,
is Greek, as is the target language in most of the subsequently printed anthologies.
Although a few of the books printed during the nineteenth and early twentieth cen-
tury are expressly addressed to a Turkophone target readership (such as I'evi Zopki
and Tovpktlé T'evi Zapxi [both Istanbul 1876], Avatdéd Tovpkirepi [Istanbul 1896],
or Xavevdé [Samsun 1914]; see Kappler 2002: 6, fn. 6), most of them are used pri-
marily by Hellenophones, although they contain Turkish texts, too. But even some
of the anthologists of the books with Greek-speaking targets, such as Ioannis Zogra-
fos Keyvelis, are reportedly Turkophones, and we cannot exclude that many of the
anonymous scribes of the seventeenth- and eighteenth-century manuscript tradition
had, like our writer, a Turkophone Orthodox background as well. However, this
manuscript is one example within the whole, enormous tradition of these mecmuades
in general which were integrated into the everyday urban context of Istanbul, and are
an important source for the socio-cultural and anthropological research concerning
the Phanariots, and evidence for their intermediary role between the Ottoman Turk-
ish and the Ottoman Greek societies and cultures.

Another question is whether, and how, this kind of text can be considered as
“Karamanlidika” or not. What can be said for sure is that the linguistic, historical
and philological analysis of the Turkish texts contained in these anthologies shows
the close ties of the Phanariots with Ottoman Turkish cultural traditions and con-
texts; the few texts of Anatolian origin do not justify a direct link to the Turkophone
“Karamanlidika” tradition of Asia Minor, but rather point to an indirect influence
and confluence of various cultural forms of expression into the melting pot of the
Ottoman capital. But at the same time these texts, like other specimens of “Turkish
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literature in Greek alphabet” (the definition of “Karamanlidika” according to Balta
1997-1998: 132-133), show that the corpus of “Karamanlidika” considerably ex-
ceeds the Anatolian sphere and the linguistic borders of the Anatolian varieties of
Turkish, or, even worse, of a non-existant, imaginary “Karamanli language” (cf.
Kappler 2006). Thanks to this kind of text, future research will have to reflect about
the contents and definition of “Karamanlidika” from the vantage point of the multi-
faceted literary and linguistic forms under which this important cultural phenomenon
appears.
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Appendix: the Turkish texts of the manuscript Gen. 725

I. Beyt'”
Gy v€ LOVOKLOOA OAOVP SIATTEP LoV OTTETI
GiutéT mip depdé OYphp yrepEK

Ah ne miigkiil olur dilber muhabeti
akibet bir derde ograr gerek.

‘Ah, how hard it is to be in love with a heart-captivating beauty:
as a result it must end up in grief!’

IL. Sarki"

[1.] & kil védip pmod ykiovlehik xEm 6EVOE,
askivilay PHEST OAHOVSEN YKIOVA GEVOE.

olppd catlhip, oppd Betlhip oeip EyAépip

UreY1al eecM umol proyAopid yKiovA mepmé tCavipt.

Souvid 60100 YK10VLEL OAGA, pUmevipl OAGA YKEVE YKIOVYVIOVH BAPCEVIE.

A kiz nedir bu giizelik hep sende,
askinilan mest olmugem giilsende.

Sirma sachm, sirma veclim seyr eylerim'
beyaz fesli bag baglams giil pembe canim".

Diinya dolu giizel olsa, benim olsa gene giyniim var sende'.

4

‘Hey girl, what is that beauty all about you?

In the garden I must have become inebriated falling in love with you!
I look at my beloved with silver hair and silver face,

my rosy rose has blossomed with a white fez.
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Even if the world was full of beauties, and all were mine, my heart would still be

with you!’

12 f.20r. The text bears the date “1774 poiov o™ (01.05.1774).

13 f. 73v. The first strophe of this sark: is contained in the modern Turkish anthology Ungor
(1981: 520), reporting also the musical tonality (makam) Isfahan Aksak, and the author
(giifteci) of the text, Tanburi Mustafa Cavus (?—17457?). The poet’s pseudonym (mahlas)
Tanburi is contained, as usual, in the last strophe of the present sarki. Variants in Ungor’s

edition are marked as “U” in the following footnotes.
14 U: sirma sagl zeréfeti seyreyle
15 U: beyaz fese bas baglhyor giilpenbe
16 U: genegéyniimvarsende
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[2.] xép V€ yKryoév yiopaciylop pmeyevoip,
oePAPE L pmoYAE pehék pevevdt,
réu yavipow, yéu tavipcty cepnén £tiv.

0 peyumaoct yap oAotlax ivavoi tlavip.
dovvid dorov yKiov...

Her ne giysen yarastyor beyendim,
sevilmez mi boyle melek menendi?

Hem hamimsin, hem canimsin sebep etin.
O mehbast yar olacak inandi canim.
Diinya ...

‘Whatever you wear, it suits you, I like it;

how can one not love such an angel?

You are a lady; you are my life, and the reason of it!

That moon-face believed that it will be the beloved friend, my dear!
Even if the world...’

[3.] xrovtlovutlextév povoodipfap oePueyé
HOVGKIOVA OX0Up 6Oypa 10000 YKIOpUEYE.
YkEAGEVIVAE iyt EUav 10 L.
pméAkt previp povpadip Pap ompeyé tlavip.
dovvid dorov yK1ovC. ..

Kiiciicekten miisadim var sevmeye,
miiskiil olur sogra yiizii gormeye.

Gel seninle aht-i eman idelim.

Belki benim muradim var épmeye canim.
Diinya ...

‘While still a child I am allowed to love you,
after it will be hard even to see your face.
Come on, let’s make a pact of peace!
Perhaps I desire to kiss you, my love!

Even if the world...’

[4.] ykeptlék OAS00U Gava aGik OpKIudEY [?] dadE,
ykoldév unpdxpa previ, yakpo ki€ oevoe.
Tapmovpwiv Epkiapi fép covAtaviie pepyralvé
UTOVAUTOVA UTEVOE YKIOVAGEVOE TLaViL.
dovvid doAo¥ YKIOVLEA. ..
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Gergek oldum sana asik ...kimden [?] dade,
gozden brakma beni, yakma kiz sen de.
Tamburi’nin efkari var sultan ile feryazine,
biilbiil bende giilsende canim.

Diinya ...

‘I really fell in love with you [...],

don’t let me fall from your favor, don’t hurt me, girl!

Tanburi’s only thoughts are to wail because of the beloved sultana,
being like the nightingale a slave in the garden, my love!

Even if the world...’

IIL Sarki'’/

[1.] 0YA€ yki00lEN oePhpélut
Kovtlé yKiovASovp captipdlut
PEVTOPIVE OTA OASOVLL
puroyAé tCfav capipndln
66LovUL Y10K YOVGVOUVE
uméve 0A800N (ovApoUVE
UEPYOUET KIA pmavé Bt

Oyle giizel sevilmez mi,
gonce giildiir sarilmaz mi?
Reftarine mail oldum,
boyle civan sarilmaz ni?
Soziim yok hiisniine,

bend oldum Ziilfiine,
merhamet kil bana vay.

‘How can one not love such a beauty?

It is a blossoming rose, how can one not embrace it?
I am inclined to his graceful walking,

how can one not embrace such a young boy?

I have no words for his beauty,

I was seized by his locks,

have mercy on me, alas!’
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17 f. 74r. The last strophe of the present sark: contains the pseudonym (mahlas) Tanburl which
points to the poet Tanburi Mustafa Cavus (?—1745?), cf. previous sark:. It is neither listed in the
modern anthologies, nor in Oztuna 1990, and thus could represent an unedited composition of
the famous composer. Of course the mahlas could theoretically also refer to another “Tanburi”.

The song is a ko¢cekge about a male dancer.
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[2.] tCornapeoiv GAip EAE
YKIPEP POEG YKIOVAE YKIOVAE
yKovlerepdév TEK YKIOVLEAD L
O0A0Vp pevtlAE movp PepPeré
colo0U Y1O0K YOUGVOLVE...

Calparesin alir ele,
girer raksa giile giile.
Giizelerden pek giizeldir,
olur menclis piir vervele.
Soziim yok ...

‘He puts his castanets on his hands,

and begins to dance with laughs and cheers.
He is more beautiful than the beautifuls,

on this party full of gaiety!

I have no words...’

[3.] ykiovZEL oyvép ovcovMAe
UTPpdEY KIMGp GvipuAev [?7]
¥ém ykovleép uneoté itlovv
pmov yadiyidp Gapki itovv
colo0U Y1OK YOUGVOLVE...

Giizel ognar usul ilen,
birden kilar anim ilen [ ?].
Hep giizeler beste iciin,
bu yadiyar sarku igiin.
Soziim yok ...

‘He dances beautifully with the rhythm,
suddenly he performs with [...]

All the beauties for the composition,
for this memorable song!

I have no words ...’

[4.] pmé 600 yovovodikev Edoi
Seyi6pép oevi Sovvial
Tapmovpviv valapeti
¥&vil 30v6TOON POy GePdol
colo0U Y1OK YOUGVOLVE...
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Bak bu hiisniiylen edai,
deyismem seni diinyai.
Tamburi’nin nazareti
heniz diistiim bu sevdai.
Soziim yok ...

‘Look, this manner, his beauty!

I would not exchange you for the whole world!
Tamburi overlooking says:

I just fell in love with him!

I have no words ...’

IV. Sarki'®

8001 iotépoev GALGy YETED.

{6k loTépoey 1TadéT yeTép.

WA IoTEPOEY KEVAAT YETEP.

vaotydt iotépoeyv aALGy YETED.

oD loTépaey dypét yeTép.

€067 T0TC OAPOVE VOUPL YOVOODEY.

GA Ovo¥ TaGIVa YKiy KOVPTOVA TEAADEY.

Dost istersen, Allah yeter,

15k istersen, ibadet yeter,

mal istersen kenaat yeter,
nasihat istersen, Allah yeter.
Edep tac olmus nur-1 hudaden,

al onu basina giy, kurtul beladen.

‘If you want a friend, God is enough,

if you want love, worshipping is enough,

if you want wealth, contentment is enough,

if you want advice, God is enough,

if you want hope, the Paradise is enough.

Modesty became the crown from the divine light,

take it, put it on your head and you will be saved from misfortune!’

V. Aphorism"’
ivér tohivip, ypxip ouetvop,
GOVKI0UT AKIAMVOLP, oepiaT Gp1pivolp

18 f. 75r. The rhythm (usul) is marked as arak (4pdx), the makam could be sultani (?). Poem
related to Islamic mystical tradition; cf. VI. gazel.
19 f.75r
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Inat cahilindir, hirlur ahmeindir
sukiit akilindir, seriat arifindir.

‘Obstinacy belongs to the ignorant, quarrel to the stupid,
silence to the intelligent, law to the wise.’

VI Gazel®
coyovvdovu depPic OASOVL,
VveUE YKEPEK AP UTEVIL;

Y1IOKTOLP AGAQ YA TOLOUYILL,
dovvid itCovv Kidp pmevip.

YéAE poAin y1O0yovodda,
Kovoyotip Bap pmevipl.

YOpaAey KaloviAay
UOAE LIVVET ETAEUELL.
Soyundum dervis oldum,

neme gerek ar benim?

Yoktur asla ham tamahim,
diinya iciin kar benim.

Hele malim yogusa da,
kanahatim var benim.

Haram ilen kazan ilen,
male minnet eylemem.
‘I put my clothes off and became a dervish,

why should shame bother me?

I never have desire or avarice,
nor do I seek profit for the worldly.

Even if I don’t have property,
I have contentment.

20 f.79v
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With forbidden things or with gains,
I don’t go after wealth.’

VIL Proverb*

Deléyhev YKIOVAESEY,
XET AT yeMp xit oVoT YEAUEL

Feleyilen giilesen,
hep alt gelir hig iist gelmez.

‘Who fights with the destiny,
comes always down, never up [= is always defeated and never wins].’

VIIL Mani”

AEMUL Y16p pmod oePdad,
umot depdi pmov cePdad,
Kovlovp oevi ogfe,
kalavdip pmod oePdat.

AEMU pmo¥ ogfda pmevi,
oV 3EPT Umov 6EPOE pmevi,
pmevi SayAdp yucpalikoy,
YIKTL umov ePdd pmevi.

Lelim yar bu sevdai,
bu derdi bu sevdai,
kuzum seni seveli,
kazandim bu sevdai.

Lelim bu sevda beni,
bu dert bu sevda beni,

beni daglar yikmazikan,
yiktt bu sevda beni.

‘Lalala, friend, this love,
this grief, this love,

my sweetheart, since I love you
I earned this love.

21 f.80r
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22 f. 80v. The poem bears the Greek title “pavédeg tovpkikol” (‘Turkish manis’).
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Lalala, this love,

this grief, this love,

although the mountains did not throw me down,
this love did!”

IX. Mani (catiyma)®
KETEV YYOUAEK GAAO1P,
Y1ov(dé pmeyAEp GALGSLp,
oePépoev umip kit oép,
GALvpopue KoAaotp.

KETEV YYOUAEK GAAGO1P,
TQpTé preyAEp aAadip,
oePépoev Umip ykeMv G€P,
KEAGp oSk pmehddip.

KETEV YYOUAEK O1LOEdP,
tCupté pmeylép youldédp,
OviKi yyeliv oefdip,

doyl ykioyvoop KiLdadip.

Kayladay €vaip 6ovlE,
000 pmayhedip veprile,
ydryid ylpée iy,

pmip éhd ykiolhov Kigé.

Keten gomlek aladir,
viizde beyler aladir,
seversen bir kiz sev,
alinmanus kaladir.

Keten gomlek alladur,
cifte begler aladr,
seversen bir gelin sev,
kizlar baska beladir.

Keten gomlek dizdedir,
cifte begler yiizdedir,
on iki gelin sevdim,
dahi goyniim kizdadr.

23 f. 82r. These mani are organized like a poetical dialogue (¢atisma) between two persons, typical
for the Anatolian tradition, but also used in cities like Istanbul (see above).
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Kayadan endim diize,
su bagledim nerkize,
yidi yil hizmet itim,
bir ela gozlii kize.

‘The linen shirt is variegated,

the moles on the face are spotted.
If you love, so love a girl,

before they are all taken!

The linen shirt is variegated,
the double mole is spotted.
If you love, so love a bride,
girls are only a calamity!

The linen shirt is on the knees,
the double mole is on the face.

I loved twelve brides,

but my heart is still with the girl!

I went down from the rocks to the valley,
I watered the narcissus.

I served seven years

a blue-eyed girl!’

X. Bilingual song™*
[1.] [85V] Epévdp véEdp pmov yalém;
ta&parip védp atlém;

ywti vé yivels dg pov;
£t0 adwa £x0pog pHov;

Efendim nedir bu gazep?
Taksiratim nedir acep?

‘What’s this anger, efendi?

What’s my fault, I wonder?

Why, light of my eyes, will you become
my enemy without any reason?’

24 ff. 85v—86r. The song is dated “1780 Tavovdpiog 1o’ (11.01.1780).
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[2.] umév 01€déV umepi KOLAOLV,
Umov 16TIoKAA pmavd (ovAoOLL.
16 Enabeg 16 Eevperg,

yioti v pé Tondevels;

Ben oteden beri kulun,
bu istiskal bana zuliim.

‘I am ever your slave,

your intolerance is a torment to me!
You learned it, you know it!

Why should you torment me?’

[3.] vitléump pmov tlepareptiv,
pnida tlovppovp okevilehepiv.
diywc moodg altia,

véym toonV Tandeia

Nice bir bu cefalerin,
bila ciirmiim skencelerin.

‘How many cruelties you do!

I have no guilt, and you torture me!
Without so much reason,

I shall have so much torment!’

[4.] caumit OAc0VV Yidp YKIOLVOAYILL,
GApa voydk yepé ayip.

Kot un pé Bavotmoelg,

KU Ad1Ka pLE OKOTMOOEL.

Sabit olsun yar giinahim,
alma nahak yere ahim.

‘Prove my sin, beloved

and don’t take my breath away unfairly!
And don’t put me to death,

don’t kill me unjustly!’

[5.] [86r] {fpa pmod TCavdp dayravudd,
KA pepyopét & oeApval.

TOVAGKL LLOV AVTTHGOV,

KU OAlyov gdGmAayyviioov.
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Zira bu candir dayanmaz,
kil merhamet a selv-i naz.

‘Since my soul does not endure,
have pity, coquettish cypress!
My love, pity on me,

and a little mercy!’

[6.] kéApadl TakeTip counpe,
EQEVOLL YKEN KEPEN EYAL.
Tpéx® 616 EAedC GOV,

v oxAafog €516 Gov.

Kalmadi taketim sabre,
efendim gel kerem eyle.

‘No strength is left to be patient,
come on and be kind to me!

I take refuge in your beneficence,
like a slave of yours!’

[7.] Stiumeprepdé ceAPvalip,
KOUoOA £yAE pmov viyalip.
Ko 60¢ mapnyopiov,
€ AOYO LoV Kooy,

Dilberlerde selv-i nazim,
kabul eyle bu niyazim.

‘Coquettish cypress of all beloveds,
accept this supplication!

And give some consolation

to what I say!’

XI. Inscription™

239

tlevéT pekldv GovAtdv povetapd v Cepovivéd pookdp kpodiyie ittydr idovm
yKevdovowvé cakil kpodryi moyeci Bepdipév. yaivi Sivi SePrét Smunrpnt oépt

paxtovidip tlelasi TepTovT GAOLVHODGTOVP

25 f. 116v. See comment above.
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Cenet-mekan Sultan Mustafa Han zemaninda Moskov Kraliyle ittihat idiip gendiisine
Sakiz Kral[lJig1 payesi verdiren hain-i din-i devlet Dimitrii ser-i maktuidir cezast
tertiip olunmustur

‘The decapitation of the traitor of religion and state Dimitris has been executed as
punishment for having collaborated, during the reign of Sultan Mustafa, may He rest
in peace, with the King [sic!] of Moscow and being rewarded with the Kingdom of
Chios.’

XII. Playful song (tiirkii?)*

ogipév masi OAS0V yKeRE

Copryové OAO0D Eré

guvi

Klovtlodk dayi kakipoe, vE Tavdip Kokip vE kemé.

Seymen bast oldu gebe,
zarbhane oldu ebe,
emini

kiiciik dahi kalirse,

ne tandir kalir ne kebe.

‘[The wife of ?] the Chief Keeper of Hounds>’ got pregnant,
the mint was the midwife,

... [Emine?]

even if it remains small,

no fandir is left and no kebe™.’

26 f. 149v. There are some obscure points in the meaning of the text.

27 Military rank in the Imperial Army

28 tandir is a sort of table with a pan of coals, on which a large felt carpet (kebe) is thrown over in
order to warm the feet.



