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Mīr ʿAlī-šīr Navāyī (d. 1501) is most often mentioned for his literary accomplish-
ments in Turkic. However, as his collection (dīvān) of ghazals composed under the 
nom-de-plume (taḫalluṣ, maḫlaṣ) Fānī (‘transitory’) clearly demonstrates, he was 
an outstanding poet in Persian as well. Though the reception history of Navayī’s 
Persian dīvān has not been written yet, contemporary sources suggest that his 
poems written in Persian were appreciated by the literary critics of his age.

Like the dīvāns of many other classical poets, Navāyī’s collection also contains 
poetic replies inspired by his contemporaries. The present article aims at analys-
ing Navāyī’s Persian ghazals composed as poetic replies to poems written by his 
friend Niẓām ad-Dīn Aḥmad who used the pen name Suhaylī. For the purposes of 
the present paper, beside the latest Tashkent and the Tehran editions of Navāyī’s 
Persian dīvān,1 seven of its manuscripts, four from Istanbul, two from Paris and 
one from Tehran,2 and three manuscripts of Suhaylī’s hitherto unpublished col-
lection of Persian poems will be used.3

Navāyī’ collection of Persian poems was compiled by the poet himself who 
made it quite clear in his treatise titled Muḥākamat al-luġatayn (‘The comparison 
of the two languages’) that he consciously chose to compose many imitation po-
ems and he selected his models very carefully:

“And there is the collection of Persian ghazals [composed] in the style of Ḫvāja 
Ḥāfiẓ, which is acknowledged as elegant and displaying talent, by all writers of 

1	 Alisher Navoiy: Devoni Foniy. In: Alisher Navoiy Mukammal asarlar to’plami. Yigirma to’mlik. Vols. 18–
20. Toshkent, Fan, 2002; ʿAlī-šīr Navāyī (Fānī): Dīvān. Ed. Rukn ad-Dīn Humāyūnfarruḫ. Tehran: 
Kitābḫāna-yi Ibn Sīnā 1342 [1963]. Humāyūnfarruḫ based his edition on a single manuscript 
which was unavailable to me.

2	 Dīvān-i Fānī. Kitābḫāna, Mūza va Markaz-i Asnād-i Majlis-i Šūrāyī Islāmī (Tehran), 1035 (T); Dī-
vān-i Fānī. Bibliothèque nationale de France (Paris), Supplément persan 1345 (P1); Dīvān-i Fānī. 
Bibliothèque nationale de France (Paris), Persan 285, ff. 123b–360b (P2); Dīvān-i Fānī. Süleyma-
niye Yazma Eser Kütüphanesi (Istanbul), Galata Mevlevihanesi 117 (GM); Dīvān-i Fānī. Süley-
maniye Yazma Eser Kütüphanesi, Hekimoğlu 632 (H) (The headings are missing from this ma-
nuscript.); Dīvān-i Fānī. Süleymaniye Yazma Eser Kütüphanesi, Lala Ismail 469 (LI); Dīvān-i Fānī. 
Süleymaniye Yazma Eser Kütüphanesi, Nuruosmaniye 3850 (N). Only one of the manuscripts is 
dated. Nuruosmaniye was copied by a scribe named Maḥmūd in Ḥājipūr (today in Bihar, India) 
in 999 [1590–1591].

3	 Dīvān-i Mavlānā Suhaylī. Süleymaniye Yazma Eser Kütüphanesi (Istanbul), Esad efendi 3422, ff. 
177b–198a; Dīvān-i Suhaylī. The Ghazi Husrev Beg Library (Sarajevo), 4108. Dīvān-i Suhaylī. Bod-
leian Library (Oxford), Elliot 102.
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texts and composers of poetry. I edited it, and it contains more than six thou-
sand couplets most of which were composed imitating the poetry of that exalted 
person. Some of them [imitate the poetry of] Šayḫ Muṣliḥ ad-Dīn Saʿdī – let his 
secrets be blessed – who has an original style of [writing] ghazals. And some 
of them [were inspired] by poems of Mīr Ḫusrav, who fans up the flames in the 
fire-temple of love and makes tears shed in the bleak home of pain, and some of 
them by the poems of the exalted person of Maḫdūm, who is the radiant sun of 
the peak of perfection.”4

The reason why poets compose poetic replies can vary and extend from prac-
ticing their poetic skills to competing with the author of an earlier text.5 A qiṭʿa 
available in Navāyī’s Persian dīvān suggests that Navāyī’s main purpose with his 
poetic replies was to pay homage to poets whom he respected.

Taṭabbuʿ  kardan-i Fānī dar ašʿār
Na az daʿ vā u na az ḫud-numāyī-st
Ču arbāb-i suḫan sāhib-dil-and
Murād-aš az dar-i dil-hā gadāyī-st6

“When Fānī imitates poems,
He does not wish to brag or to show off.
Since poets are people with a good heart,
He came with the intent to pay homage and humbly beg.”

The editions and manuscripts of Navāyī’s Persian dīvān used for this paper con-
tain headings preceding each poem that inform the reader whether a poem is a 
javāb or an original composition (muḥtaraʿ ) and, if it belongs to the first category, 
whose ghazal served as a model. As the Tehran manuscript is thought to have 
been copied in the poet’s lifetime, this structure can reflect Navāyī’s own cun-
ning editorial strategy.7 By naming the models he made known the poetic con-
text compared to which he wished his poems to be judged, and thus he facilitated 
the interpretation of his ghazals even for readers who were not so well-versed 
in the classical poetic tradition and for whom identifying the model would have 
been a difficult task. This way he could make his poetry more enjoyable for ordi-
nary people and perhaps he also managed to widen his readership.

The chapter headings show that beside the poets he mentioned in the Muḥāka-
mat, Navāyī also composed poetic replies to ghazals composed by other poets as 
well.8 The list of authors include a contemporary and a friend of Navāyī, Suhaylī. 
4	 ʿAlī Şīr Nevāyī: Muḥākemetü’l-Luġateyn. İki dilin Muhakemesi. Ed. F. Sema Barutçu Özönder. Anka-

ra, Türk Dil Kurumu, 1996, 185–186.
5	 Cemal Kurnaz: Osmanlı Şair Okulu. Ankara, Birleşik Yayınevi, 2007, 33–58. 
6	 Dīvān-i Fānī. Kitābkhāna, Mūza va Markaz-i Asnād-i Majlis-i Šūrā-yi Islāmī 1035, 300.
7	 The entry of the digital catalogue is available online at https://dlib.ical.ir/faces/search/bib-

liographic/biblioFullView.jspx?_afPfm=1c5yelxu14 (Last accessed 29. 11. 2021).
8	 For a complete list see Ahmet Kartal: Ali Şir Nevayi’nin Farsça Şiirleri. Bilig VIII, 2003/26, 155–

156.
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Suhaylī was the pen name of Amīr Niẓām ad-Dīn Aḥmad (1444–1502) whose 
detailed biography is given in Maria Eva Subtelny’s Ph. D. dissertation of the liter-
ary life at the court of Ḥusayn Bayqara (d. 1506), a Timurid prince ruling Herat for 
more than thirty-five years (1469–1506).9 Suhaylī hailed from a family of high 
social status whose members had been in high-ranking officials in the service 
of Timurids since Timūr. He started his career at the court of the Timurid ruler, 
Abū Saʿīd (d. 1469) and continued to fill in important positions during the rule 
of his friend, Ḥusayn Bayqara. He was also a close friend of Navāyī who resigned 
from his office of the ‘keeper of the seal’ in his favour. Despite his high rank he is 
said to have been living a modest life. He was a generous patron of literature as 
Ḥusayn Vāʿiẓ Kāšifī’s Anvār-i Suhaylī (Lights of the Canopus), an important version 
of the Kalila and Dimna genre dedicated to him clearly shows.10 He studied the 
art of poetry with Šayḫ Āẕarī Ṭūsī/Isfaraynī (d. 1462) and his teacher played an 
important role in selecting an appropriate taḫalluṣ for him. The story that they 
randomly opened a book, where they noticed the word Suhayl (‘Canopus’), the 
Persian name of the brightest star in the constellation of Carina, was related to 
Davlatšāh Samarqandī (d. 1507), the author of an important biographical anthol-
ogy (taẕkira), by the poet himself. Suhaylī authored a Persian and a Turkic collec-
tion of poems and his poetry was acknowledged by contemporaries.11 

Davlatšāh terms Suhaylī’s poems pure (ṣāf), full of imagination (muḫayyal) and 
elegant (nāzuk). Navāyī, in his foreword preceding his second dīvān titled Badāyiʿ 
al-bidāya compiled by the poet himself in 1476, mentions him together with the 
classics of Turkic poetry, Luṭfī and Saḳḳāḳī and describes him with the following 
words:

Suhaylī, may Allah continuously assist him, is the foremost representative 
of youngsters clad in the garb of Persian and dressed in the shirt of Turkic, 
who sent their traveller of talent to a remote land in order to collect the most 
unique poetic ideas. He is unique because he tied hundreds of knots on the 
line of drops of poetic ideas falling from the clouds of bliss in the spring of 
Persian poetry with the fingertips of mischievous maidens and whenever he 
hastened his wind-swift horse on the field of Turkic verse he took hundreds of 
rings from the plaits of long-dead beauties of poetic elegance with the tip of 
the lance of dexterity’s knight.12

9	 Maria Eva Subtelny: The Poetic Circle at the Court of the Timurid Sultan Ḥusain Baiqara. Ph. D. disser-
tation, Harvard University, 1979, 118.

10	 For Suhaylī as a patron see Christine Van Ruymbeke: Kāshefī’s Anvār-e Sohaylī. Rewriting Kalila and 
Dimna in Timurid Herat. Leiden, Brill, 2016, 6–8.

11	 Davlatšāh Samarqandī: Taẕkirat aš-šuʿarā. Ed. Muḥammad Ramażānī. Tehran, Ḥāvar, 1366 [1987], 
378.

12	 Tahir Üzgör: Türkçe Dîvân Dîbâçeleri. Ankara, Kültür Bakanlığı, 1990, 64–65.

orpheus noster 2022.4.indd   77orpheus noster 2022.4.indd   77 2022.11.18.   9:49:232022.11.18.   9:49:23



Vol. 14, no. 4, 2022

78

Suhaylī’s Turkic and Persian poetry was appreciated by subsequent genera-
tions of literary critics and readers as well and his poems were incorporated 
into the canon of classical poetry as several later sources indicate. One of his 
ghazals without its opening couplet appears on a calligraphic panel prepared 
by a well-known calligrapher of his age, Mīr ʿAlī Haravī (d. ca. 1550), perhaps in 
the 1520s–1530s.13 Laṭīfī, the author of a mid-16th century Ottoman taẕkira claims 
that Suhaylī and Navāyī sent their poems to eminent Ottoman poets who com-
posed poetic replies to them. He described these poems with the words difficult 
to understand (muġlaḳ) and full of imagination (muḫayyal). Two of Suhaylī’s im-
itation poems are included in Tuḥfat al-ḥabīb (‘The gift to a friend’), a collection 
of paraphrase networks compiled by Faḫrī Haravī (d. after 1566), who translated 
Navāyī’s bibliographical anthology titled Majālis an-nafāʾis (‘Congregations of the 
refined ones’) into Persian.14

An entry on him appears in three 18th century biographical anthologies, Vāliḥ 
Dāġistān’s (d. 1756) Riyāż aš-šuʿarā (‘Gardens of poets’),15 Luṭf ʿAlī Beg Āẕar’s (d. af-
ter 1785) Ātaškadah (‘Firetemple’)16 and ʿAlī Ibrāhīm Ḫalīl’s (d. 1793) Suḥūf-i Ibrāhīm 
(‘Scrolls of Abraham’),17 which shows that his poetry was still remembered in late 
Mughal India and two poetic anthologies suggest that his poems were read in the 
Western part of the Persianate world until the late 19th century.18

Neither Suhaylī’s Persian nor his Turkic poems have been published. While 
nothing is known about the fate of his Turkic dīvān, several copies of his Persian 
collection of poems were preserved.19 An independent copy is kept in the collec-
tion the Bodleian Library in Oxford. The volume was copied by Sulṭān Muḥam-
mad Ḫāndān, a famous master calligrapher active in Herat in the late 15th–early 
16th century, which suggests that this manuscript might have been copied dur-
13	 Stuart Cary Welch–Annemarie Schimmel–Marie Lukens Swietochowski–Wheeler M. Thackston: The 

Emperors’ Album: Images of Mughal India. New York: The Metropolitan Museum of Art, 1987, 214. 
An image of the panel is available online at https://www.metmuseum.org/art/collection/
search/451294 (Last accessed on 21. 12. 2021).

14	 Faḫrī Haravī: Tuḥfat al-ḥabīb. Kitābkhāna, Mūza va Markaz-i Asnād-i Majlis-i Šūrā-yi Islāmī 7027, 
7, 58–59.

15	 Vāliḥ Dāġistānī: Riyāż aš-šuʿarā. II. Ed. Muḥsin Nājī Nasrābādī. Tehran, Asāṭīr, 1384 [2005–2006], 
973.

16	 Luṭf ʿAlī Beg Āẕar Begdili: Ātaškada-yi Āẕar. Tehran, Muḥammad ʿAlī ʿIlmī, 1335 [1956–1957],15.
17	 Ḫalīl: Suḥūf-i Ibrāhīm. Staatsbibliothek zu Berlin. Preussischer Kulturbesitz Ms. or. fol 711, f. 

177a.
18	 Mecmūʿa-i Devāvīn. Istanbul Üniversitesi Kütüphanesi Nadir Eserler Bölümü FY277, 314b. This 

manuscript was commissioned by a person called Ḥabīb Isfahānī and the volume was copied 
in 1892 in Istanbul by Mīrzā Āḳā Ḫān Kirmānī. It contains a ghazal by Suhaylī. The other 
manuscript contains a qasida (Mecmūʿa-i eşʿ ār. Istanbul Üniversitesi Kütüphanesi Nadir Eserler 
Bölümü FY1151, ff. 14b–15b).

19	 Only four copies of the full dīvān is mentiond in the main text. However, a fifth one is reported 
to be kept in the library of the Academy’s Oriental Institute in Dushanbe in Tajikistan. For a 
reference see Alisher Navoiy: Majolis un-nafois. Ed. Suyima G’anieva. (Alisher Navoiy Mukammal 
asarlar to’plami, XV.) Tashkent, Fan, 1997, 234.
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ing Suhaylī’s lifetime.20 The literary value attributed to Suhaylī’s poetry by his 
contemporaries is well attested by a nicely executed copy prepared by Sulṭān 
ʿAlī Mašhadī, another celebrated calligrapher of this period. Unfortunately, the 
volume, which, according to a note dated 16 Jumādā as-sānī 1105 [29 April 1694], 
once consisted of forty-two folios, was dispersed and only a few leaves of it are 
known today.21

The copy of the Gazi Husrev-Begova Biblioteka (Sarajevo, Bosnia-Herzegovina) 
is undated, the name of the copyist and the place of copying are not known.22 A 
short notice on 6a indicates that the manuscript once belonged to the library of 
Karagöz Muḥammed Bey in Mostar. A copy of Suhaylī’s dīvān is preserved in an 
undated collected volume copied sometime in the early 16th century in Ottoman 
Istanbul.23 The collection also contains dīvāns of poets most of whom, such as 
Yavuz Sulṭān Selīm (d. 1520), Šayḫ Āẕarī, Hātifī (d. 1521), Ahlī (d. 1535), etc. were 
his contemporaries.24 The copy in the Khudabaksh Library (Patna, India), which 
is termed an abstract in the printed catalogue, is also part of a collective vol-
ume.25 This volume also contains the dīvāns of poets contemporary to Suhaylī, 
such as Muḥammad Ṣāliḥ (d. 1535), Ahlī, Āṣafī, Riyāżī (d. before 1490), Sayfī, Ban-
nāʾī (d. 1512), Hilālī (d. 1529), etc. The context of the two collective volumes sug-
gests that in the eyes of the Ottoman and the unknown editor Suhaylī belonged 
to the important poets active at the turn of the 15th and 16th centuries.

Scattered poems by Suhaylī were preserved in various poetry collections (ma-
jmūʿas) two of which have already been mentioned. A third majmūʿa containing 
quatrains and versified riddles by Suhaylī is described in the catalogue of Persian 
manuscripts preserved in the holdings of the Bodleian Library. The manuscript 
was copied in 1583.26

20	 Dīvān-i Suhaylī. Ms. Elliot 102. Edward Sachau–Hermann Ethé: Catalogue of the Persian, Turkish, 
Hindûstânî and Pustû Manuscripts in the Bodleian Library. I. Oxford, Clarendon Press, 1889, 638–639.

21	 A folio of the manuscript is preserved in the collection of the Smithsonian Institution. For 
a description see Glenn D. Lowry–Milo Cleveland Beach: An Annotated and Illustrated Checklist of 
the Vever Collection. Washington and Seattle, University of Washington Press, 1988, 252. The 
description and an image of the folio is available online at https://asia.si.edu/object/S1986.357/. 
(Last accessed on 21. 12. 2021). A page from an unspecified copy of Suhaylī’s dīvān appeared on 
the poster of the exhibition Clouds and Gold Dust: Decorated Papers from the Ettinghausen Collection 
held in the Metropolitan Museum (New York) in 2018–2019. An image is available online at https://www.
metmuseum.org/exhibitions/listings/2018/clouds-and-gold-dust (Last accessed on 21. 12. 2021).

22	 Dīvān-i Suhaylī. Gazi Husrev-Begova Biblioteka, 4108. For a description see Katalog arbskih, turs-
kih, perzijskih i bosanskih rukopisa. IV. Ed. Fehim Nametak. London–Sarajevo, Al Furqān–Rijaset 
Islamske zajednice u BiH, 1998, 408.

23	 Dīvān-i Suhaylī. In Mecmuʿa-i Devāvīn. Süleymaniye Yazma Eser Kütüphanesi, Esad Efendi 3422, 
ff. 177b–197b.

24	 For a detailed description of the collection see Benedek Péri: The Persian Dīvān of Yavuz Sulṭān 
Selīm. A Critical Edition. Budapest, ELKH, 2021, 52–53.

25	 Maulavi Abdul Muqtadir: Supplement to the Catalogue of the Persian Manuscripts in the Oriental Public 
Library at Bankipore. Patna, Government of Bihar and Orissa, 1932, 146–147.

26	 Sachau–Ethé: Catalogue, 639.
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According to Navāyī, Suhaylī also composed a narrative poem on the Leylā 
and Majnūn theme in Persian, which seems to have survived in a unique copy 
kept in the Bodleian Library today.27

Coming back to Navāyī’s javābs inspired by Suhaylī’s ghazals, it is difficult to 
ascertain how many of them were selected as a model by Navāyī because the 
headings does not seem to agree in the manuscripts and editions used for the 
present paper. 

Rukn ad-Dīn Humāyūnfarruḫ’s edition based on a single manuscript contains 
two ghazals which, according to the headings were modelled on poems by Suhay-
lī. The first of these poems relies on the metre hazaj-i musamman-i aḫrab-i makfūf-i 
maḥẕūf (- - . | . - - . | . - - . | . - -), the rhyme -am and the radīf ū-rā and the second 
one uses the metre mujtass-i musamman-i maḫbūn (. - . - | . . - - | . - . - | . . - or - -), 
the rhyme -ān and the radīf dīdan.28 A footnote in the Tashkent edition, which 
is part of the twenty-volume edition of Navāyī’s works, informs the reader that 
Navāyī called Suhaylī yār-i ʿazīz (‘dear friend’) and composed three poetic replies 
modelled on ghazals by Suhaylī. It is somewhat confusing that there are four 
ghazals included in the volume that are preceded by the heading taṭabbuʿ -i yār-i 
ʿazīz ([‘In imitation of a dear friend’]) and only one of them explicitly says that 
it was inspired by Suhaylī’s ghazal.29 One of the four poems, the ghazal using 
the radīf -ū-rā has already been mentioned. The one in the Tashkent edition that 
mentions Suhaylī’s name in the heading (Taṭabbuʿ -i yār-i ʿazīz Suhaylī, ‘In imitation 
of the dear friend, Suhaylī’)30 relies on the metre hazaj-i musamman-i sālim (. - - - | 
. - - - | . - - - | . - - -), the rhyme -as and the radīf mā-rā. The remaining two are a 
ghazal using the metre mujtass-i musamman-i maḫbūn (. - . - | . . - - | . - . - | . . - or - -), 
the rhyme -īn and the radīf mā-rā and a poem composed using the metre hazaj-i 
musamman-i aḫrab-i makfūf-i maḥẕūf (- - . | . - - . | . - - . | . - -), the rhyme -ar and the 
radīf hā. The two editions of Navāyī’s dīvān thus contain altogether five javābs 
that are allegedly modelled on ghazals by Suhaylī. 

Tatabbuʿ -i yār-i ʿ azīz (‘In imitation of a dear friend’) is the heading that precedes 
the poem relying on the radīf -ū-rā in one of the Paris manuscripts (P1); the head-
ing is missing from the other one (P2).31 The Tehran manuscript and three of the 
Istanbul manuscripts (GM, LI, N)32 very explicitly name Suhaylī as the author of 
the model poem.33

27	 Sachau–Ethé: Catalogue, 639.
28	 Amīr Niẓām ad-Dīn ʿAlī-šīr Navāyī: Dīvān-i Fānī. Ed. Rukn ad-Dīn Humāyūnfarruḫ. Tehran, 

Asāṭīr, 1375 [1996], 83, 262–263.
29	 Alisher Navoiy: Devoni Foniy. Vol. 1. Ed. Hamid Sulaymon–Khojimurod Tojiev–S. Rafiddinov. 

(Alisher Navoiy: Mukammal Asarlar To’plami. XVIII.) Tashkent, Fan, 2002, 18, 21, 47, 52.
30	 Navoiy: Devoni Foniy, 1:21.
31	 Dīvān-i Fānī, Suppl. pers. 1345, f. 10a; Dīvān-i Fānī, Persan 285, ff. 173b–174a;
32	 Dīvān- Fānī, Galata Mevlevihanesi, f. 32a; Dīvān- Fānī, Lala Ismail, f. 11b; Dīvān- Fānī, Nuruosma-

niye, ff. 39a–b.
33	 Dīvān-i Fānī, Majlis 1035, 21.
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The ghazal with the radīf dīdan is preceded by various headings in the man-
uscript tradition. P2, GM, LI, N states that it was modelled on a ghazal by Jāmī 
(Taṭabbuʿ -i Maḫdūmī), P1 claims that the model poem was composed by Ḥāfiẓ 
(Taṭabbuʿ -i Ḫvāja). and the Tehran manuscript attributes the model poem to Su-
haylī (Tatabbuʿ -i Suhaylī).34 It is true that Jāmī has a poem using the same poetic 
framework but there are no intertextual allusions between the model text and 
its alleged imitation.35 Ḥāfiẓ does not seem to have such a poem and neither the 
Sarajevo nor the Istanbul manuscript of Suhaylī’s dīvān contain such a poem.

The ghazal relying on the rhyme -as and the radīf mā-rā is clearly shown as a 
javāb inspired by Suhaylī’s ghazal in P1, GM, LI, N and does not have a heading 
in P2 and H.36 The case of the Tehran manuscript is a bit confusing because the 
ghazal is preceded by the heading ayżan lahu (also from him) and as such, it is the 
sixth poem in the line of javābs bearing the same heading.37 These poems are 
preceded by a ghazal that, according to the heading was inspired by a poem at-
tributed to Amīr Ḫusrav Dihlavī (d. 1325), which would suggest that all these po-
etic replies were inspired by Husrav’s works. However, this is not the case because 
a poem using the same framework is found in all three copies of Suhaylī‘s dīvān,38 
and the opening couplet (maṭlaʿ ) of the poem is also included in Davlatšāh’s entry 
on Suhaylī, which all suggest that Navāyī’s javāb was truly meant as a poetic reply 
to Suhaylī’s ghazal.

The poem with the rhyme -īn and the radīf mā-rā is not available in Humāyūn-
farruḫ’s edition and it is also missing from LI and N. However, it is there in the 
Tashkent edition preceded by the heading taṭabbuʿ -i yār-i ʿazīz,39 and the same 
heading is found in P1.40 GM has taṭabbuʿ -i Mīr Suhaylī.41 The poem does not have 
a heading in P2 and H.42 In the Tehran manuscript it comes after the poem de-
scribed above and it is also introduced by the same heading, ayżan lahu suggest-
ing that the model for this ghazal was also composed by Amīr Ḫusrav.43 Never-
theless, the four volume Lahore edition of Ḫusrav’s ghazals does not include such 

34	 Dīvān-i Fānī, Persan 285, f. 298a; Dīvān-i Fānī, Suppl. pers. 1345, ff. 112b–113a; Dīvān- Fānī, Galata 
Mevlevihanesi, f. 117a; Dīvān- Fānī, Lala Ismail, f. 109a; Dīvān- Fānī, Nuruosmaniye, f. 139a; Dī-
vān-i Fānī, Majlis 1035, 230. 

35	 ʿAbd ar-Raḥmān Jāmī: Dīvān-i Jāmī. Jild-i avval. Fātiḥat aš-šabāb. Ed. ʿAlāḫān Āfṣaḥzād. Tehran, 
Mīras-i Maktūb, 1378 [1999], 694.

36	 Dīvān-i Fānī, Suppl. pers. 1345, ff. 2b–3a; Dīvān- Fānī, Galata Mevlevihanesi, ff. 25b–26a; Dī-
vān- Fānī, Lala Ismail, ff. 3b–4a; Dīvān- Fānī, Nuruosmaniye, ff. 3a–b; Dīvān-i Fānī, Persan 285, f. 
168b–169a; Dīvān- Fānī, Hekimoğlu, ff. 31a–b.

37	 Dīvān-i Fānī, Majlis 1035, 6–7.
38	 Dīvān-i Suhaylī. Ms. Elliot 102, ff. 4b–5a; Dīvān-i Suhaylī. Gazi Husrev-Begova Biblioteka, 4108, f. 

5a; Dīvān-i Suhaylī, Esad Efendi 3422, f. 178b; Davlatšāh: Taẕkirat aš-šuʿarā, 380.
39	 Navoiy, Devoni Foniy, 18.
40	 Dīvān-i Fānī, Suppl. pers. 1345, ff. 11a–11b.
41	 Dīvān-i Fānī, Galata Mevlevihanesi, f. 30a.
42	 Dīvān-i Fānī, Persan 285, 164a; Dīvān-i Fānī, Hekimoğlu, f. 35a.
43	 Dīvān-i Fānī, Majlis 1035, 7.
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a poem,44 and none of the copies of Suhaylī’s dīvān contains a poem using this 
poetic framework.

The ghazal relying on the rhyme -ar and the radīf -hā is introduced by the 
heading taṭabbuʿ -i yār-i ʿazīz in both printed editions.45 It has the same heading in 
P1, GM, LI and T, and it stands without a heading in P2.46 N has taṭabbuʿ -i Suhaylī.47 
The model poem is available in the Oxford copy of Suhaylī’s dīvān.48 The last four 
couplets are included in the Sarajevo manuscript as well but are missing from the 
Istanbul copy.49

To the list of Navāyī’s javābs that might have been inspired by a ghazal by 
Suhaylī, the poem using the metre hazaj-i musamman-i sālim (. - - - | . - - - | . - - - | 
. - - - ), the rhyme-ār and the radīf afkan should be added because in GM, LI and NO 
it is preceded by the heading taṭabbuʿ -i Suhaylī.50 The model poem is attributed to 
Ḥāfiẓ in Humāyūnfarruḫ’s edition and T.51 In P1 it has the heading taṭabbuʿ -i yār-i 
ʿazīz,52 and the heading in P2 and the Tashkent edition claims that the poem is 
an original composition (muḥtaraʿ ).53 However, Ḥāfiẓ does not seem to have com-
posed a ghazal with the above mentioned poetic framework and the poem is not 
available in any known copy of Suhaylī’s dīvān.

Navāyī’s Persian dīvān has not yet received the scholarly attention it would 
deserve as only a handful of writings have hitherto appeared dealing with the 
topic. Riccardo Zipoli seems to have been one of the first scholars to “discover” 
Navāyī’s poetic replies. He analysed two of Navāyī’s javābs inspired by two poems 
in one of his articles published in 1993, one written by the great master of Persian 
ghazals, Ḥāfiẓ (d. 1390) and the other by ʿAbd ar-Raḥmān Jāmī (d. 1492), a close 
friend of Navāyī.54 The author of the present article published two studies devot-
ed to various aspects of Navāyī’s Persian imitation poems. One gives a detailed 
account on how Navāyī’s Persian dīvān inspired the Ottoman Sultan Yavuz Selīm 
I. (1512–1520). and the other one discusses Navāyī’s reply to the first ghazal of 

44	 Amīr Ḫusrav: Kulliyāt-i ġazaliyāt-i Ḥusrav. I. Ed. Iqbāl Ṣalāḥ ad-Dīn. Lahore, Pīkījīz Limiṭid, 1972. 
45	 Navāyī: Dīvān-i Fānī, 81; Navoiy: Devoni Foniy, 47.
46	 Dīvān-i Fānī, Suppl. pers. 1345, 9a; Dīvān-i Fānī, Galata Mevlevihanesi, f. 31a; Dīvān-i Fānī, Lala 

Ismail, ff. 10a–b; Dīvān-i Fānī, Majlis 1035, 18; Dīvān-i Fānī, Persan 285, ff. 172a–172b.
47	 Dīvān-i Fānī, Nuruosmaniye, ff. 37b–38a.
48	 Dīvān-i Suhaylī. Elliot 102, ff. 12a–b.
49	 Dīvān-i Suhaylī. Gazi Husrev-Begova Biblioteka, 4108, f. 7a.
50	 Dīvān- Fānī, Galata Mevlevihanesi, f. 117b; Dīvān- Fānī, Lala Ismail, f. 109a; Dīvān- Fānī, Nuruos-

maniye, ff. 139a.
51	 Navāyī: Dīvān-i Fānī, 162–163; Dīvān- Fānī, Majlis, 230–231
52	 Dīvān-i Fānī, Suppl. pers. 1345, 113a.
53	 Alisher Navoiy: Devoni Foniy. Vol. 2. Ed. Hamid Sulaymon–Khojimurod Tojiev–S. Rafiddinov. 

(Alisher Navoiy: Mukammal Asarlar To’plami. XIX.) Tashkent, Fan, 2002, 187; Dīvān-i Fānī, Pers-
an 285, f. 298b.

54	 Riccardo Zipoli: The Technique of the Ğavāb. Replies by Nawāʾī to Ḥāfiẓ and Ğāmī. Venezia, Cafoscari-
na, 1993, 27, 49.
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Ḥāfiẓ.55 A. Hilal Kalkandelen published the Turkish translation of all the ghazals 
included in Humāyūnfarruḫ’s edition in 2018.56 The same year Franklin Lewis 
dedicated much space to Navāyī’s imitation poems in one of his articles,57 and 
Marc Toutant also examined Navāyī’s javāb inspired by the first ghazal of Ḥāfiẓ 
in a well-written analysis that appeared in print in 2020.58

As it has been mentioned earlier, only two of Suhaylī’s model poems that are 
thought to have inspired Navāyī appear in all three manuscripts of Suhaylī’s 
dīvān used for this paper. One of them is the following ghazal composed using the 
metre hazaj-i musamman-i sālim, the rhyme -as and the radīf mā-rā. 

Navāyī’s poem consists of eight couplets in Humāyūnfarruḫ’s version, and it has 
an additional couplet in the Tashkent edition, which reflects the manuscript tra-
dition much better. Except for the eight rhyming words used by both poets there 
are no textual parallels between the two texts. 

Suhaylī’s ghazal is written in a mood dwelling on the ephemeral nature of hu-
man life and human relations and thus it reminds the reader of the style of Saʿdī’s 
didactic (hakīmāna) ghazals. Navāyī’s poem,61 on the other hand, is composed in 
(rindāna) mood. Evoking the style of the ghazals of Ḥāfiẓ, describing an unortho-

55	 Péri, Benedek: The influence of Mīr ʿAlī-šīr Navāyī’s Persian poetry on the ghazals of the Otto-
man sultan Selim I (1512–1520). In: Alisher Navoiy ve XXI. asr. Toshkent, Tamaddun, 2017, 74–80; 
Péri, Benedek: Mīr ʻAlī-Šīr Navāyī and the first ghazal of Hāfiz. In: Alisher Navoiy ve XXI. asr 
mavzuidagi Respublika ilmiy-nazariy anjumani materiallari. Ed. Shuhrat Sirojiddinov. Toshkent, 
Turon-Iqbol, 2018, 176–183.

56	 A. Hilal Kalkandelen: Ali Şîr Nevâî ve Farsça Gazelleri. Ankara: Araştırma Yayınları, 2018.
57	 Franklin Lewis: To Round and Rondeau the Canon. In: Jāmī in Regional Contexts. The Reception of 

ʿAbd al-Raḥmān Jāmī’s Works in the Islamic World, ca. 9th/15th–14th/20th Century. Ed. Thibaut d’Hu-
bert–Alexandre Papas. Leiden, Brill, 2018, 463–567.

58	 Marc Toutant: Imitational Poetry a Pious Hermeneutics? Jami and Fani’s Rewritings of Hafez’s 
Opening Ghazal. In: The Timurid Century. The Idea of Iran Vol. 9. Ed. Charles Melville. London, I. B. 
Tauris, 2020, 97–120.

59	 Esad, Sarajevo: 
60	 Sarajevo: چون
61	 Navāyī: Dīvān-i Fānī, 5; Navoiy: Devoni Foniy, 21.
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dox way of the spiritual quest to experience the presence of God, its key motifs 
are wine and wine-drinking. The only elements that can be perhaps interpreted 
as intertextual allusions to Suhaylī’s ghazal are the two rhyming words, havas 
‘desire’ and bas ‘enough’ in the first couplet. Navāyī’s javāb to Suhaylī’s ghazal 
is clearly an emulation poem using only the basic poetic framework, that is the 
metre, rhyme and radīf combination of Suhaylī’s poem, which was evidently not 
applied by earlier poets and as such it is clearly a peculiar characteristic of Su-
haylī’s ghazal.62

As it has been referred to earlier the other ghazal of Suhaylī that quite cer-
tainly inspired Navāyī, is available in its entirety only in the Oxford manuscript. 

The model poem and its javāb share several common features.63 Both consist of 
seven couplets, both of them are composed in amorous (ʿāšiqāna) mood, they use 
the same metre, rhyme, radīf combination and out of the eight rhyming words 
six are the same. Though Navāyī’s poetic reply to this ghazal is also an emulation 
poem, unlike the previous one it contains several intertextual allusions to its 
model. Beside including the same pair of rhyming words in the first couplet, šarar 
‘sparkle’ and asar ‘mark’, it also contains the nouns ātaš ‘fire’ and sīna ‘bosom’, 
which being important keywords, are also present in Suhaylī’s poem. Moreover, 
the rhyming word šarar is connected to sīna in both poems and the key notions 
of ‘blood’ (ḫūn) and ‘liver’ ( jigar) appearing in both second couplets are similarly 
attached to one another.

As it has been mentioned earlier, both Navāyī javābs are emulation poems, 
which means that they do not wish to reproduce either their models or any of 
their constituting elements. Suhaylī’s ghazals serve only as starting points for 
Navāyī to compose original poems. These ghazals are poetic replies only in a 
technical sense: they use the same metre, rhyme and radīf combination as their 
model. The scarcity or the lack of intertextual allusions highlights the intimate 
nature of these poetic replies. Javābs are usually meant to show a poet’s talent 

62	 Sarajevo: 
63	 For Navāyī’s poem see Navāyī: Dīvān-i Fānī, 13; Navoiy: Devoni Foniy, 48.
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and skill and thus they tend to compete with their model. The intertextual al-
lusions in competitive javābs serve several purposes. They constantly evoke the 
model and thus they guarantee that the discourse between the poetic reply and 
its model is continuous. They also keep reminding the audience of the model and 
thus facilitate the interpretation and the evaluation of the javāb. 

Navāyī’s poetic replies are in accordance with his qitʿa quoted earlier as they 
are clearly not competitive javābs. They were composed perhaps as tokens of 
friendship showing Navāyī’s affection towards Suhaylī and his poetry. Since both 
the author of the replies and the addressee of these javābs were clearly aware 
of the purpose of the poems, there was no need to include more intertextual 
allusions in Navāyī’s emulation poems. The sheer fact that Suhaylī’s poems were 
good enough to inspire an acknowledged poet, who selected his models mainly 
from among the poems of the classics of ghazal poetry, Amīr Ḫusrav, Jāmī and 
Ḥāfiẓ, can be interpreted as a sign of respect.

Appendix
Navāyī’s poetic replies to Suhaylī’s ghazals

orpheus noster 2022.4.indd   85orpheus noster 2022.4.indd   85 2022.11.18.   9:49:292022.11.18.   9:49:29



Vol. 14, no. 4, 2022Vol. 14, no. 4, 2022

86

Abstract

Though imitation had always been an acknowledged process of poetic creation, and as 
such it had played an important role in the Persian classical poetic tradition, the popu-
larity of composing poetic replies (javābs) to well-known or otherwise interesting ghazals 
significantly grew in the 15th century.  Many of Mīr Aʿlī-šīr Navāyī’s (d. 1501) Persian ghaz-
als are poetic replies inspired by poets whom he respected. Two of these are javābs written 
to the ghazals of his contemporary Niẓām ad-Dīn Aḥmad ‘Suhaylī’. Based on unpublished 
manuscripts of Navāyī’s and Suhaylī’s collections of poems, the present article examines 
these two imitation ghazals and their models.

It can be said that though all the poetic replies of Navāyī preceded by the heading tatab-
buʿ -i yār-i ʿazīz are javābs were earlier suggested to have been inspired by ghazals com-
posed by Suhaylī, only two of the model poems were found in the unpublished manuscripts 
of Suhaylī’s dīvān. The comparative analysis of the model poems and the poetic replies 
suggests that Navāyī’s javābs were composed to express the author’s respect to his friend 
whom he considered a talented poet. 

Keywords
Timurid poetry, ghazal, javāb, Navāyī, Suhaylī

Rezümé

Az imitáció, mint a költői alkotás elismert módszere mindig is jelen volt és fon-
tos szerepet játszott a klasszikus perzsa költészeti hagyományban, ám a gazelek 
ihlette költői válaszok (javāb) írása a 15. században a korábbiaknál is nagyobb 
népszerűségre tett szert. Mīr ʿAlī-šīr Navāyī (megh. 1501) perzsa gazeljei közül 
számosat általa nagy tiszteletben tartott költők verse ihletett. Javābjai közül ket-
tő kortársa, Niẓām ad-Dīn Aḥmad ‘Suhaylī’ gazeljeire szerzett költői válasz. A ta-
nulmány eddig kiadatlan kéziratok alapján vizsgálja meg a gazel parafrázisokat 
és a modellül szolgáló költeményeket.

Kulcsszavak:
Timurida költészet, gazel, javāb, Navāyī, Suhaylī
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