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350 YUNUS EMRE — YUNUS a-KATIB an-MUGHANNI

its initial phase. Furthermore. oral transmission of the
poems through the centuries is certain to be respon-
sible for a considerable number of the ‘arad faults
found in the mss.

The ‘ariid metre Yinus Emre used by far most fre-
quently is asli redjes (mustaf Uun-mustef Uun-mustaf dun-
Of the svllabic lengths of parmak hisabi, |

mustaf lun).
he used almost all, including such rare lengths as 10
and 12 syllables. He used aural rhyme, without regard
for total accord (Turkish gef rhyming with Arabic
mubtadi, for example). Apart from one short methnew?
of 28 verses, all the poems in the Diwan have the
rhyme scheme of the ghazel [see Turks. 4.]. The lengths
of these poems also corresponds to the usual lengths
of the ghazel {only a few poems have more than 15
verses and one has 45). A considerable number of
these are totally or partially musammat, that is, have
“inner rhyme” (the rhyme scheme aa, xa, xa, etc.
thereby becoming xaxa [the first verse is usually with-
out “inner rhyme”], bbba, ccca, etc.). The musammat
poems are mostly in the above aslt redjez metre con-
sisting of 16 syllables and are often metrically faulty;
such a faulty verse is practically indistinguishable from
a quatrain with lines of 8 syllables composed accord-
ing to parmak hisabl. The genres of poetry found in
the Diwan are predominantly the #ahi (respectively the
nefes {g.v]) and the nuwuk (didactic mystical poem).
However, there are a few examples of other genres
such as the minddjal (supplication addressed to God),
the nat (eulogy, especially of Muhammad), the mi7rads-
name [see MI'RAD]], the shathiype [see SHATH], etc.

Yunus Emre’s poems are in Old Anatolian Turkish.
He expresses himself simply and directly, in the idiom
of the common people, using similes, metaphors,
expressions, sayings, etc. that are familiar to them.
His use of Arabic and Persian words is restricted
enough not to have hindered the (at least superficial)
comprehension of the bulk of his Diwan. Frequently,
an Arabic or Perstan word is used in close proxim-
ity to its Turkish synonym. Yanus Emre contributed
to the forming of a Turkish mystical vocabulary based
on the classic SGfi terms. The Diwan contains quo-
tations from the Kur’an, the hadith [g.0.], the sayings
of Sifis and allusions to Indo-Persian and Greek
mythology and to folk tales.

The most recurrent theme in Yinus Emre’s Diwan
is mystic love. Yet he is no recluse and the condi-
tions of everyday life are reflected in his poems. His
mostly easily understandable religious and moral advice
is couched in lyrical language of heartfelt sincerity
and often great intensity of feeling. His poetry was
of central importance in the dissemnination of Suff
teachings in Anatolia, influenced the #ekke poetry of
the following centuries, and played an initiative role
in the application of the ‘ariid metric system to Turkish.
The intense religious and humane feeling in his poetry
has not lost its appeal today. It is not therefore sur-
prising that his «ghis continue to be sung at events
of a religious nature or that in 1946 Adnan Saygun
composed his Yunus Emre oratoryosu using some of Yiinus
Emre’s poems as its libretto.

2. The Risalet el-nushiyye, a Turkish methnew? of 600
verses with a moralising didactic message, was com-
posed in 707/1307-8. After an introductory section
of thirteen verses in the metre ramal (faUatun-failatun-
Jalun), there is a short section in prose followed by
the main text composed in the metre hazadi (mafaTlun-
mafa‘ilun-fa‘alun). This methnew? shows a mastery of the
rhetoric device of feshkhis (anthropomorphism), but it
does not possess the lyrical quality of the poems in
the Diwan.

Bibliography: For a comprehensive bibliography.
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YUNUS aL-KATIB ai-MUGHANNI, Abi Sulay-
man Yanus b, Sulayman b. Kurd b. S_hahnyar well-
known musician and writer on music in the
first half of the 2nd/8th century.

He was the son of a jurist (fakih) of Persian ori-
gin and a mawla of the family of al-Zubayr b. al-
‘Awwam (Kuraysh). Yiinus was born and grew up in
Medina. He entered the local diwén as a scribe, hence
his surname al-Katib. Early in life, however, he was
attracted by music, and he is said to have taken lessons
mainly from Ma‘bad [g.v.], but also from Ibn Suraydj,
Ibn Muhriz, al-Gharid [g.z.], and Muhammad b.
‘Abbad al-Katib. He was also a gifted poet. Whilst on
a visit to Syria during the reign of Hisham (105-25/
724-43) his fame in music brought him the patron-
age of the amir al-Walid b. Yazid. This event forms
the basis of a highly-coloured story in the 684th and
685th nights of the Al layla wa-layla. Returning to
Medina, Ytnus provoked ascandal by composing his
Layanh, a cycle of seven songs extolling Zaynab, a
niece of the Successor (7abi7) ‘Abd al-Rahman b. al-
Harith al-Makhziimi., On the accession of al-Walid
b. Yazid in 125/743, Yinus was summoned to the
Damascus court where he was treated with “high hon-
our and munificence”. He was still alive under the
early ‘Abbasids. Having lost his voice he gave singing
lessons by using chironomic signs. His best-known pupil
was Siyat (d. 169/785), a teacher of Ibrahim al-Mawsilt
[g.2.]. Hence a musical tradition and, at the same time,
a literary isndd connects the masters Ma‘bad, Yiinus al-
Katib, Sivit, Ibrahim al-Mawsili, and Ishak al-MawsilT
[g.0.). Yanus died, around 147/765, at over eighty and
possibly in Baghdad.

As a composer, Yanus has a place among the great
musicians of the classical era, as we know from the
high esteem accorded his songs. They were even imi-
tated by later musicians, in a so-called “Zayanib style”
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