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Notes on Transliteration and Translations

Transliterations adhere to International Journal of Middle Eastern Studies (IJMES) guide
for Ottoman Turkish (used for Old Anatolian Turkish) and Persian. The one exception to this rule
is my use of 5 instead of 7i for <. When quoting other sources in translation, I make slight
adjustments to the transliteration style of that author or editor to maintain the consistency of this
transliteration style.

In lieu of transliteration, I use Anglicized spelling for words familiar to an English-
speaking audience (i.e., sultan) as well as modern Turkish spellings for frequently-mentioned
cities in Danismendname that exist today, such as Malatya, Sivas, Amasya, and Tokat.
Translations from Danismendname are my own unless otherwise stated. | take full responsibility

for any errors contained herein.
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Abstract

A fourteenth-century redaction of an earlier, now-lost text, Danismendname is a religious-
heroic prosimetrum narrative well known for its themes of gaza and confrontation with the
Christian Other, but vast lacunae exist in the study of this text. Its myriad poems have never
before been considered and its prose has long been denied scholarly treatment that goes beyond
its obvious preoccupation with war against the infidel.

This dissertation argues that Danismendname’s rich depictions of emotions distinguish
this text from other examples of its genre, making it a unique representative of Old Anatolian
Turkish religious-heroic prose narratives and a natural subject for the history of emotions.
Danigmendname combines both formulaic and novel language to elicit emotions. The use of
formulaic language does not preclude it from being worthy of study; rather, the narrative’s
preservation and repetition of emotion words illuminates what kinds of modes of emotional
expression were valued by the redactor, ‘Arif ‘Ali, and his emotional community in fourteenth-
century eastern Anatolia.

‘Arif ‘AlT makes explicit in his poems that he intended for Danismendname to affect the
emotions of his audience in appropriate ways at specific times. He successfully achieves this
through different literary devices, such as that of mirror characters, analysis of which allows us
to appreciate the relative psychological and emotional sophistication of this text. An examination
of “Arif ‘Al’s historical and political context allows us to speculate how Danismendname’s

depiction of kingship might in fact reflect the redactor’s contemporary political context. It also

Xiil



reveals the importance of the emotional relationship between king and warrior, which is a central
motif of the narrative.

This project’s methodological approach to the study of emotions in Danismendname
unearths the contours of the emotional community of ‘Arif ‘Alf and his audience, bringing a
long-overlooked historical subject to the fore.

Works of popular literature, especially gaza-oriented narratives like Danismendname, have been
relegated to specific, limited roles in the study of late medieval Anatolia. By historicizing and
redefining Danismendname within the literary and cultural history of the beylik period, this
project sheds new light on a familiar text and proves that Old Anatolian Turkish popular
literature can contribute to the nascent field of the history of emotions in medieval Islamic

studies.
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PROLOGUE

Beginnings, Middles, and Endings

Introduction

What follows below is a dramatis personae and a brief overview of Danismendname for
the reader’s reference.! For ease of reading, I have organized the material of the seventeen
meclises in three sections (titled Beginnings, Middles, and Endings), as the numerous conquests
and battles that form the bulk of the narrative are composed of repeating patterns, which I have

summarized into overarching themes.

Dramatis personae

Melik Ahmed Danismend  The grandson of the ruler of Malatya, the titular Melik Danismend
(“the wise™) is a pious king who with the blessing of the caliph
leads an army of Muslims to conquer Riim (Anatolia) in the name
of Islam. He is a companion of Sultan Tiirasan, the grandson of
Seyyid Battal. In the text, he is most often referred to simply by
his title “Melik” (king); this is reflected in translations.

Artitht A convert warrior and the beloved of Efromiya. The son of a
nomadic chieftain, Artih1 meets Melik Danismend in the second
meclis and converts to Islam after the king defeats him in hand-to-
hand combat. He becomes a close companion of the king and,
midway through the narrative, the husband of Efromiya.

I Necati Demir provides a detailed meclis-by-meclis summary of Danismendname in his edited edition in
Turkish. Demir, Necati. Ddnismend-ndme. Vol. 54. Sources of Oriental Languages and Literatures.
Cambridge, MA: Department of Near Eastern Languages and Civilizations, Harvard University, 2002:
10-32.



Efromiya

Sah-1 Satra

Nestor

Various popular figures/
folk saints

Various gazis

Various converts

Beginnings

A convert warrior and beloved of Arttihi. The daughter of Sattat,
the ruler of Amasya, Efromiya converts to Islam in a dream,
escapes an unwanted marriage to Nestor through her unmatched
skill in combat, and becomes a companion of Melik Danismend.
After her king and husband die, Artuh1’s servants poison her,
saying that she is too dangerous a warrior and that they cannot risk
her reverting to Christianity.

The Riim1 beg (lord) of Amasya, Sattat is the father of Efromiya.
One of the principal infidel nemeses of Melik Danismend and his
Muslim army, his repeated refusals to convert lead to his death at
his daughter’s hand.

Another Rimt lord, Nestor is an ally of Sattat and one-time
betrothed of Efromiya. Another infidel nemesis, he leads many
armies against Melik Danismend. Midway through the narrative,
he kidnaps Efromiya after her wedding to Artthi.

Characters from Battalname, such as Seyyid Battal Gazi and his
comrade in arms, ‘Abdii’l-vehhab, appear in dreams to the
principal characters of Danismendname to provide guidance,
instruction, knowledge of the future, and messages from the
Prophet. The popular figure Hizir also appears (in one notable
scene, he heals Arttihi’s arm, which was cut off in battle).

Gazis such as Siileyman bin Nu‘man, Eyyiib bin Yiinus, ‘Osman
bin Apiyya, Ahmed Serkis, Kara Tegin, and ‘Abdiirrahman appear
as messengers, captives, aids, and companions to Melik
Danigsmend, Artiihi, and Efromiya.

Several meclises introduce once-infidel characters who convert to
Islam (in dreams or in person) and take Muslim names, such as the
gazis Ahmed Serkis and “Abdiirrahman and the woman Meryem.
Exceptions to this pattern of name-changing upon conversion
include Artiihi, Efromiya, and Harkil Zahid, a Christian ascetic
who provides shelter for Melik Danismend and his companions.

The first and second meclis establish Melik Danismend’s overarching quest to conquer

Riim and introduce the principal characters involved in that quest.2 Melik Danismend leaves

2 See Chapter Three for the definition of principal character.
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Malatya with the blessing of the caliph, captures Sivas, restores the mosque of Seyyid Battal, and
makes the city his stronghold. He meets Arttih1 and learns of the young warrior’s backstory,
namely, the star-crossed relationship between him and Efromiya. Melik Danismend and Artiihi
ride to save Efromiya from her father and her would-be husband; when they attack her wedding
caravan, Efromiya fights her way out of the melée and joins them. In this encounter, two infidel
nemeses of the Muslims—Sattat and Nestor—are introduced. Once on the road with the warriors
after the battle, Efromiya reveals that she secretly converted to Islam after seeing and speaking
with the Prophet in a dream. In that dream, the Prophet also told her that she would be married to

Arttih1 and that Rum would be conquered by the Muslims.

Middles

The middle of Danismendname is comprised of the third through sixteenth meclis. They
are categorized as such not because they fall between an opening and an ending, but because of
their overlapping, intertwined nature, and their repetition. The plots of different episodes—the
conquest of a fortress, an encounter with an enemy army, the kidnapping of an enemy, or the
kidnapping of a companion of Melik Danismend—do not always tidily conclude with the end of
one section. Midway through a meclis, an episode will conclude, and a new one will begin. Thus,
with some exceptions, these chapters can be considered one broad unit with shared narrative
characteristics.

These sections are those that give Danismendname its well-established reputation as a
text preoccupied with gaza, confrontation with the Other. Battles erupt frequently across the

narrative’s pages; Melik Danismend, Artiihi, Efromiya, and the other gazis duel infidel



champions and run down enemies by the dozen. Arrows fly; maces are brandished; swords sing
through the air. Muslims are martyred or wounded; while they may be momentarily defeated in
battle or retreat, the warriors of Melik Danismend never lose the proverbial war.

Two prevailing narrative patterns dominate these episodes. In the first, Melik Danismend
sets his sights on a target and he and his men lay siege to it. The details differ from meclis to
meclis: the target may be a city, a monastery, or a fortress; the weapons that escalate the battle
may include the remarkable (a pseudo-magical dragon, powered by the witchcraft of infidel
priests and destroyed by prayers) or more commonplace (the arrival of more warriors on either
side; the retrieval of a mangonel). Violence is dramatic and commonplace. Heads roll (or, rather,
fly through the air), tidily removed from their infidel shoulders by the strike of a Muslim sword;
infidel champions are cleaved from crowns of their heads to their saddle pommels. Muslim
heroes are unhorsed and continue to fight on foot. In one episode, Muslim captives inside the
infidel city under siege are hanged in sight of Melik Danismend; in another, their hands are cut
off and thrown over the city walls to rain on the Muslim army below. Despite these setbacks,
Melik Danismend and his army invariably conquer the target.

In the second narrative pattern, an infidel army of uncountable numbers gathers and
attacks the Muslims. The infidels themselves may be familiar from previous episodes (as with
the nemeses Sattat and Nestor) or they may be newly introduced to the narrative, only to fade
away as the narrative patterns repeat. They may be Riuimis, or Georgians, or Armenians, or
Franks. Among their number is almost always a champion (pehlevan), a warrior of unparalleled
might who will face off with Melik Danismend or another of his warriors in hand-to-hand

combat. These duels that occur in the midst of battles often feature Muslim warriors (though



never Efromiya) verbally taunting the enemy before engaging in combat. In the case of Artiih1
and Efromiya, some of these duels tie into the intense rivalry they share with Sattat and Nestor—
for example, when Efromiya and her father duel in the midst of battle in the third meclis, they
share dialogue about why she converted. The duel ends with Efromiya tricking her father
(feigning kissing his hand, then striking a blow) and defeating him; the battle continues.

Within these two prevailing patterns we encounter repeated subplots. Details such as
names and places shift, but their scaffolding remains the same across the sections. The first is
conversions of infidels who then decide to help the Muslim cause. From Artiihi, the first
conversion of a named character in the text, to the sons of infidel lords (such as Panig), to women
living within fortresses who convert in dreams and fail to convert their families to save their lives
(Meryem), these conversions generally resolve in the survival of the converts while those who
refuse to convert are killed. The converts take Muslim names and occasionally wed one another.
Most fade from the narrative. Others, such as the gaz1 ‘Abdiirrahman, remain as warriors in
Melik Danismend’s army. The second subplot involves the capture of gazis by the infidel enemy
and their rescue. While Melik Danigsmend is never captured, when his companions—Artiih,
Efromiya, and other gazis—are kidnapped by the enemy and held captive, he sends other gazis
(Artuh1; Efromiya) or goes himself to rescue them.

Some episodes within them break the patterns listed above, at least momentarily. One
example 1s the ninth meclis, which begins with the joyous wedding of Arttih1 and Efromiya. But
later, Sattat and scorned Nestor attack the Muslims and seize Efromiya; a capture-rescue subplot
begins. Another example is the capture of Sattat by the Muslims. Unlike other episodes in which

infidel leaders (including Sattat), are captured, Sattat does not escape, and remains in Muslim



custody as Efromiya repeatedly entreats him to convert to Islam. His steadfast refusal ultimately
leads to his death: Melik Danismend orders the infidel lord bound to a tree and shot. The first

arrow flies from Efromiya’s bowstring.

Endings

The seventeenth and final meclis differs from the Middles not only by virtue of serving as
an ending, but because the plots of its episodes deviate sharply from previously established
patterns. The Muslims are defeated time and time again. Melik Danismend is wounded in an
ambush; when the Prophet comes to him in a dream and tells him his time has come, he bids
farewell to his warriors and dies. His wife, Giilntis Banti, weeps so much she falls ill and dies;
Artiihn and Efromiya grieve for Melik along with the king and Giilniis Banii’s son, Gazi Beg. As
Artahi and Efromiya ride across the deceased king’s domains to Malatya, city after city falls to
the infidels. The people of Malatya weep for Melik Danismend; then, they, Artahi, and Efromiya
go to see the caliph in Baghdad. Artihi and Efromiya tell the caliph of the king’s death and
stories of his conquests. In an act that echoes the beginning of Danismendname, the people of
Malatya ask the caliph for a champion to protect them from the infidels in Rim. Here is where
the narrative differs most from the Middles and Beginning: instead of tying itself self-
consciously to the legends of Battalname, it links itself to the Seljiiks of Riim: the caliph and the
Greak Seljuk ruler Togril decree that the Seljuk Siilleyman Sah will take up Melik Danismend’s
mantle. Siileyman Sah’s sister marries Melik Danismend’s son Gazi Beg. Gazi Beg then enters
the service of the Seljiiks of Rim. Soon thereafter, Artiihi falls ill and dies; his servants, afraid of

what a warrior as powerful as Efromiya might do if she reverted to Christianity, poison



Efromiya. Gazi Beg mourns Artiih1’s death and takes in Artiih1 and Efromiya’s son, Hilfat. The
remainder of the text narrates how Gazi Beg and Hilfat reconquer Riim alongside Gazi Beg’s
own son, Yagibasan, and ends with a brief summary of the Seljiks who have been enthroned

since.



INTRODUCTION

Introduction
“Her father was enraged, and put her in iron cuffs. Whether she wills it or not, they will
give her to Nestor,” he [the Riimi1] said. [...] “They will certainly take her away to
Corum tonight.” When Artiih1 heard this, he lost his senses. [...] When he returned to his
senses, he recited the poem he had sung before and wept. When Artiih1 had finished his
poem, Melik Danismend said: “Oh Artthi, for God the Almighty who created the world
from nothing, I will not rest until I have taken that girl for you.” Artiih1 fell at Melik’s
feet and Melik lifted Artiihi’s head from the ground. Then the two mounted their horses
and rode on, Melik Danismend in front and Artiih1 behind.!

This scene, which occurs in the second meclis (section) of the Old Anatolian Turkish? religious-

heroic epic Danismendname, depicts Artiihi, a Christian convert to Islam and boon companion of

the titular warrior-king Melik Danismend, visibly despairing at the news that his beloved

Efromiya, the daughter of the RGim ruler of Amasya, will be married off the following day.

Denied Efromiya for seven long years, Artiih1 converted to Islam and joined forces with Melik

Danigmend earlier in the narrative; he and the king set out for Amasya in order for him to be

finally reunited with his beloved. But it appears the warriors have arrived in Amasya too late:

L “[...] atast kakidi, eline ayagina demiir urdi, gerek gerekmez ol nazenin kizi cebrile Nestora veriirler,”
deédi. [...] bu géce Corumdan yaya alub giderler,” dédi. Artili ¢iin bum isitdi diisdi, ‘akl gitdi. [...] Ciin
Artialhinuy ‘akli basina geldi gérii evvelkileyin si v okuyub biraz agladi. Ciinkim Artithi si ‘vini tamam étdi,
Melik Danismend eytdi: ““Ya Artahi, ol Tayr: Hakkiciin kim bu ‘alemi yokdan var étdi, ta ol kizi seniin
ictin almaywnca dinlenmeyem, ” dedi. Artiulh Melikiiy ayagina diisdi, Melik Artihinuy basini yérden
kaldurdi dahi ikisi bile atlarina suvar olub Melik Danismend onince Artihi ardinca yola girdiler.
Meélikoff, Iréne. 1960. La geste de Melik Danismend; étude critique du Danismendname. Vol. 10-11. 2
vols. Bibliothéque archéologique et historique de I’Institut frangais d’archéologie d’Istanbul. Paris:
Dépositaire: A. Maisonneuve: 11:26-7.

2 Old Anatolian Turkish as used in this study describes the Western (Oguz) Turkic literary idiom of
Anatolia from the fourteenth to mid-fifteenth centuries. (While there is documentation of Old Anatolian
Turkish in verses by Mevlana Celaleddin Rumt and Sultan Veled at the end of the thirteenth century, it is
more accurate to locate the beginnings of this literary idiom to the fourteenth century.) This bears
articulating because, as below discussions of contemporary scholarship below make clear, scholars in the
past and the present conflate(d) works written before the establishment of the Ottoman project—or even
works written after the establishment of the Ottoman beylik but outside of its territory and with no
connection to its court(s)—with the Ottoman language and literature. Turan, Fikret. “Old Anatolian
Turkish: Syntactic Structure.” Ph.D., Harvard University, 1996: 1nl.

8



Efromiya, though she loves Arttihi in return, will be married to the fearsome Riim1 warrior
Nestor against her will. There is nothing Artiih1 can do but despair.

So, despair he does. At a loss for words, he recites a lovelorn poem that appears in full
earlier in the meclis. Upon hearing this recitation, Melik Danismend promises to not rest until he
delivers Efromiya for his companion. This inspires a second profound emotional response in
Artiihi; he falls to his king’s feet, head bowed in gratitude. The emotional stakes of the narrative
thus heightened, the men mount their horses, ride for Amasya, and soon dive into another of
Danismendname’s many formulaic, high-octane battles.

Arttihi is given to swooning and weeping; the outburst described above is neither his first
nor his last in the narrative. The depictions of his emotional expressions and those of other
characters in the narrative were no accident. In the poems that open and close the narrative’s
different sections, which until now have never been studied, ‘Arif ‘Ali—the author of this
fourteenth-century redaction—expresses his intent to affect the emotions of his audience. In the
opening poem of the thirteenth meclis, for example, he writes:

This is the story of the gazis
it will fill the hearts of listeners with joy

Let the young and old listen to this story,
the scent of love pleasantly gives life to the heart.

This story will bring pleasure and joy to listeners



and to the youth, it will give bravery.3

Here, ‘Arif ‘Alf speaks directly about his audience and the affective power he expects this “story
of the gazis” will have on them. He expects his redaction of Danismendname will “fill hearts of
listeners with joy” (dinleyeniin gonlini acar tamam) and well as “pleasure and joy” to mankind
(zevk ii sevk bagislar ademe bu s6z). To wit, ‘Arif ‘All intended for Artih1’s weeping to make his
audience feel something.

Until now, scholars have focused solely on Danismendname’s obvious preoccupations
with conquest and confrontation with the Other. I argue that the text’s rich depiction of emotions
makes it a unique representative of its genre and a natural subject for the study of emotions. ‘Arif
‘Alr’s awareness of the affective power of his redaction further affirms that Danismendname
must be studied through the lens of the history of emotions.

Bringing this new approach to Danismendname raises a number of questions. Does
Danismendname have more and more complex depictions of emotions than other representatives
of its genre? What literary devices did ‘Arif ‘Ali employ to accomplish his aim of transforming
his audience’s emotions? What do the emotions of certain characters tell us about the emotional
community of ‘Arif ‘Alf and the political reality in which he lived? This project grapples with

these questions and others as it brings new approaches to reading emotions in Danismendname

3 gaziler tevarihidur bu kelam
dinleyeniin goplini agar tamam

diylesiinler bu sozi pir u ciivan
kalba hos vériir muhabbet biiyr can

zevk ii sevk bagislar ademe bu séz

yigide veriir saca ‘at isbu s6z
Meélikoff, La geste, 1:395, 11:213.
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and pursues its aim of revealing the contours of ‘Arif ‘AlT and his audience’s emotional
community in fourteenth-century Anatolia.
kksk

Danismendname is the product of an oral tradition that was possibly written down in the
thirteenth century for the Seljiik sultan ‘izzeddin Keyka’as II (d. 1279) and which survives in
manuscripts copied from a redaction dating to the second half of the fourteenth century. It is but
one representative of a religious-heroic prose genre of late medieval Anatolia* that drew on
earlier prose epics about mythical Arab warriors on the Arabo-Byzantine frontier.5 Texts such as
Danismendname, Battalname, and Saltukname follow the exploits of the titular warrior-kings/-
saints and their respective entourages in their quests to bring Rim (Anatolia) into the abode of
Islam and gain converts.® Danismendname is best known for its prominent Christian convert

characters and its battles, and has been cited in discussions of gazi milieu in pre- and early-

4 This paper will use the term “late medieval Anatolia” or, in a nod to the work of Marshall Hodgson, “the
late middle period” to refer to the period and geography under study (roughly 12-15th centuries AD)
rather than “pre-Ottoman.” The latter is frequently found in twentieth century historiography and
continues to be used to refer to the history and literature of medieval Anatolian polities unrelated to the
Ottomans. In addition to being imprecise, its use relegates the study of this period’s history and literature
to the margins of Ottoman and Turkish studies. For further discussion, see the work of scholars on the
beylik (emirate) period of fourteenth-century Anatolia, such as Sara Nur Y1ldiz, and the Ottoman
interregnum, such as Dimitris Kastritsis. Y1ldiz, along with A.C.S. Peacock, worked on the Islamisation of
Anatolia project at the University of St Andrews, funded by the European Research Council 2012-2016
(https://www.islam-anatolia.ac.uk/). Together they edited the titles Islamic Literature and Intellectual Life
in Fourteenth- and Fifteenth-Century Anatolia (2016), Islam and Christianity in Medieval Anatolia
(2015) (both funded by the Islamisation of Anatolia project), and The Seljiiks of Anatolia: Court and
Society in the Medieval Middle East (2012). Kastritsis is the author of The Sons of Bayezid: Empire
Building and Representation in the Ottoman Civil War of 1402-13, which remains the sole monograph-
length work devoted to the Ottoman interregnum period.

5 Mélikoff, La geste, 1:55. Anetshofer, Helga. “Danismendname.” In Encyclopedia of Islam, Third
Edition, online edition. n.d. Accessed November 14, 2018.

6 Kafadar, Cemal. 1995. Between Two Worlds: The Construction of the Ottoman State. Berkeley:
University of California Press: 62, 65.
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Ottoman Anatolia.” For example, Cemal Kafadar’s Between Two Worlds: The Construction of the
Ottoman State fruitfully examined it as a part of the frontier milieu that marked the fluid border
between Byzantine and Muslim spheres in Anatolia in the late middle period of Islamic history.
Yet until quite recently, the epic had only ever been studied through the lens of discussing
later Ottoman expansion.8 Though Iréne Mélikoft made Danismendname widely accessible to
scholars through an excellent French translation and transliterated edition in 1960, it was not
until Buket Kitap¢1 Bayri’s Warriors, Martyrs, and Dervishes: Moving Frontiers, Shifting
Identities in the Land of Rome (2019) that a monograph-length work dedicated to Old Anatolian
Turkish prose epics was published, and only a chapter of this book is devoted in part to
Danismendname.® Vast lacunae characterize scholarly literature on the text. To name but a few:
scholars have yet to address the difficulties of Danismendname’s “transmission over time, place,
milieux, and media,” nor have they undertaken the task of analyzing and comparing different
aspects of the narrative in terms of “motifs, strategies, concepts, cosmology, geographic
consciousness, degrees of ‘realism,’ casts of mythical beings [...] or topographies of legendary

sites.”10 Neither have scholars turned to the techniques to examine the thorny “interface between

7 Kafadar, Between Two Worlds. Kayaalp, Pinar. “Frontier Warriors as Cultural Mediators: Shifting
Identities of Byzantine and Turkish March Fighters as Elicited from Anatolian Epic Literature.”
Mediaevistik 25 (2012): 119-30.

8 See below: Aydogan, Zeynep. “Creating an Ideal Self: Representations of Infidels in the Late Medieval
Anatolian Frontier Narratives.” The Journal of Ottoman Studies / Osmanli Arastirmalar: 40 (2012):
101-119.

9 Kitapg1 Bayri, Buket. Warriors, Martyrs, and Dervishes: Moving Frontiers, Shifting Identities in the
Land of Rome (13th-15th Centuries). Leiden: Brill, 2019.

10 Kafadar, Between Two Worlds, 64.
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orality and literary”!! in texts such as Danismendname, which were originally transmitted orally
before being fossilized in written form.

In her path-breaking article “Toward an Abbasid History of Emotions: The Case of
Slavery,” Julia Bray notes that while the field of Islamic history has witnessed a flourishing of
women’s history and gender studies, it remains dominated by political history, and “the idea that
there can be histories of everything or anything has not yet taken root.”12 Notably, Islamic
history lacks any study on the history of emotions, an approach which “seeks to explain both
why people act and what their actions mean to them.”!3 Yet Bray believes that tackling such
work in Islamic literature is essential.!4 In doing so, she draws on eminent historian of emotions
Barbara Rosenwein’s concept of “emotional communities,” which argues that emotions are not a
historical given, and are specific not only to cultures, but to different groups within a given
society.!5 Rosenwein urges other scholars to consider Zow and why emotions are different in
different societies, “insofar as [...] values, and also the objects/ideas to which those values are
attached, differ, emotions (for example, what people get angry about and how they express their
feelings) will differ as well.”1¢ By asking her sources how people in Abbasid society thought

about what it meant to be a human being, slave or free, and “how they dealt with legal, physical,

11 Kafadar, Between Two Worlds, 64.

12 Bray, Julia. “Toward an Abbasid History of Emotions: The Case of Slavery.” International Journal of
Middle East Studies 49, no. 1 (February 2017): 143.

13 Bray, Julia. “Toward an Abbasid History of Emotions,” 143.

14 Jan Plamper, “Interview with William Reddy, Barbara Rosenwein and Peter Stearns,” History and
Theory 49 (2010): 249. Bray, “Toward an Abbasid History of Emotions,” 143.

15 See Rosenwein, Barbara H. “Worrying about Emotions in History,” American Historical Review 107,
no. 3 (2002), 821-845.

16 Plamper, “The History of Emotions: An Interview,” 251.
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and psychological limits and imbalances of personal power,” Bray lays the foundations for future
studies of emotion by pointing out that “identifying and exploring emotional communities” is
something for which a large body of early and medieval Arabic sources exist.!”

Likewise, I believe that Old Anatolian Turkish sources lend themselves to the history of
emotions. Like Nicolas Trépanier’s Foodways and Daily Life in Medieval Anatolia: A New
Social History, this project adopts a new approach to familiar sources.!8 In this dissertation, |
argue that Danismendname’s depiction of emotions is unique among other texts of its genre, thus
making it a rich source for the study of emotions in Islamic literature in general and Old
Anatolian Turkish literature in particular. Like other popular literature, it relies on narrative and
linguistic formulae; these formulae, however, show a greater degree of flexibility than other texts
of its genre, especially when depicting the emotions of principal characters such as Melik
Danismend and Artiihi. Thus, a system of feeling is revealed: the expressions of emotion as
depicted in Danismendname were what contemporary interpreters of the text expected and
accepted of types of different characters.

sksksk
In order to lay the groundwork for an in-depth discussion of Danismendname, it is
necessary at the outset to discuss the origins of the text, untangle the complicated history of its
authorship, and provide historical context for the principal iterations of text. This introduction
will continue with a description of the text’s genre and literary context as well as a discussion of

how the text was received historically by Ottoman historians. This will be followed by a survey

17 Bray, “Toward an Abbasid History of Emotions,” 143, 146.

18 Trépanier, Nicolas. Foodways and Daily Life in Medieval Anatolia: A New Social History. University
of Texas Press, 2014.
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of the literature summarizing the state of the field of Old Anatolian prose epics such as
Danigmendname. This section notes how Kitape¢1 Bayr1 and scholars such as Helga Anetshofer
have begun to demonstrate that Danismendname is fertile ground for the kinds of literary
analysis that French, Middle English, and other European medievalist employ. While a thorough
survey of literature on the study of emotions goes far beyond the scope of this introduction, I
introduce Rosenwein’s work and examine how scholars of Islamic literature such as Bray and
Walter Andrews have begun to explore the history of emotions and the concept of emotional
communities. I also briefly introduce Rosenwein’s concept of emotion words and how this
project will build upon and further her methodology before providing an outline of the

dissertation’s chapters.

The Origins and Historical Context of Danismendname

Here, I untangle the complicated questions of origin and authorship of the text and
introduce the surviving manuscripts of Danismendname. Nicolas Trépanier writes that an oral
text is an “evolving organism whose life, lasting longer than the consciousness of any single
individual transmitter, sometimes spanned several centuries before it was fossilized.”19
Danismendname is certainly one such evolving organism. We can trace its evolution over three

stages.

Origins of the Tradition

19 Trepanier, , Foodways and Daily Life in Medieval Anatolia, 15.
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Danismendname was born out of a compilation of oral traditions related to both the Arab
(Strat Dhat al-Himma) and Byzantine (Digenes Akritis) traditions at some point in the late
twelfth century.2® As no evidence survives from this period, there remains little to say on this first
stage of the narrative’s development.

These oral traditions were committed to written form in the mid-thirteenth century. No
manuscripts survive from this stage of the narrative’s development; scholars generally rely on
what the author of the fourteenth-century redaction had to say of his source and on the account of
sixteenth-century Ottoman intellectual and historian Gelibolu Mustafa ‘Ali. According to these
sources, a certain Mevlana Ibn ‘Ala wrote a prose work based on the oral legends of Melik
Danigmend.2! It is not clear if this possible work was written in Persian or Turkish; given the
literary context of the twelfth century, the former is more likely. The Paris manuscript of
Danismendname mentions the patronage of ‘Izzeddin Keyka'@is twice, as do the Istanbul and St.
Petersburg manuscripts; one such example indicates it was also meant to be performed before
that ruler (raviler séyle rivayet éderler kim Melik Danismend kissasin Sah-i ‘Izzeddin katinda
soyle haberler vérdiler).22 Mustafa ‘All gives 642/1245-6 as the date of the text’s composition,
but this is the accession date of ‘Izzeddin Keyka’iis. Mélikoff and Necati Demir problematize
this date. Mélikoff argues it is possible that Mustafa ‘Alf, having seen the name ‘Izzeddin

Keyka'iis mentioned in the manuscript of ‘Arif ‘Ali, relied on conjecture and reproduced the

20 Anetshofer, Helga. “Danismendname.” In Encyclopedia of Islam, Third Edition, online edition. n.d.
Accessed November 14, 2018.

21 MélikofT lists mentions of Ibn ‘Ala in the Istanbul and Leningrad (St. Petersburg) manuscripts
Meélikoff, La geste, 1:55n3.

22 Mélikoff, La geste, 1:55n3. Kissa-i Melik Ddnismend (Turc 317). 1360. Paris: Bibliothéque Nationale

de France, f. 124A, f. 149A. Note that the BnF catalogue lists the date of the text’s original composition,
not the date given by the manuscript copyist, which is 1577.
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accession date of that sultan (there being no other date of composition given for the older lost
manuscript).23 Mélikoff notes further problems with Mustafa ‘Ali’s claims regarding the dating
and dedication of the fourteenth-century redaction, which will be discussed below.

Recently, A.C.S. Peacock problematized what was once considered common knowledge
about this stage of the narrative’s development. In a chapter on the emergence of Turkish as a
literary language in Mongol Anatolia in Islam, Literature and Society in Mongol Anatolia (2019),
Peacock seeks to provide nuance to scholarly claims regarding the oldest texts written in Turkish
in Anatolia. He rightly corrects those who date ‘Arif ‘Alf’s fourteenth-century redaction to
1245-6 (see above). He points out that while Ibn ‘Ala may indeed have composed or compiled an
epic on Melik Danismend for ‘Izzeddin Keyka'is, it is possible this means “simply that
individual stories were circulated and written down at the Seljuq court, not the whole
composition.”24 Finally, he notes that Mustafa ‘Alf “explicitly” states that the earliest version of
this text was “written in Persian, which was then adapted into Turkish by Ala Beg Munshi
(possibly identical with the Ibn ‘Ala of the Danismendname’s text).”2S His argument is intended
to refute those who claim this missing thirteenth-century text is one of the oldest examples of
Old Anatolian Turkish writing, but it provides us with a more nuanced appreciation of how little

we can know about Ibn ‘Ala’s version, if indeed it existed at all.26

23 Moreover, Mélikoff notes that Mustafa ‘Alf gives conflicting information about ‘Arif ‘Alf and Ibn ‘Ala
in Mirkatii’l-Cihad and his later Kiinhii’l-ahbar. See below. M¢élikoff, La geste, I: 56, 57. Anetshofer,
Helga. “Danigsmendname.” In Encyclopedia of Islam, Third Edition, online edition. n.d. Accessed
November 14, 2018.

24 Peacock, A. C. S. Islam, Literature and Society in Mongol Anatolia. Cambridge Studies in Islamic
Civilization. Cambridge: Cambridge University Press, 2019: 154. See below for discussion of Peacock’s

use of the term Mongol Anatolia.

25 Peacock, Mongol Anatolia, 154.

26 Anetshofer, Helga. EI5. “Epic Literature in Old Anatolian Turkish and Ottoman Turkish.”
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That being said, we learn slightly more about this second stage in Danismendname’s
development in the final poem of the fourteenth-century redaction. ‘Arif ‘Alf writes that he
found an old manuscript written in an idiom that was to him so archaic “one would say it was not
Turkish.”27 He notes that the text was written in summary, without divisions or poetry that he
found aesthetically pleasing. In dividing the chapter into eighteen sections, embellishing the
story with poems, and “changing it to roses,” ‘Arif ‘Alf wrote to restore it “as it will be
remembered.”28

It is indeed ‘Arif ‘AlT’s redaction of Danismendname that is remembered today. When he
acquired a copy of the text in 1588 in Niksar,2° Mustafa ‘Al (d. 1600) identified the author of the
text as the garrison commander (dizdar) of the castle of Tokat30 and dated the manuscript to
762/1360-1.31 He later wrote his own redaction of the work, called Mirkatii’l-cihad, in 1589.32
Mustafa ‘Alr’s use of Danismendname as a historical source caused a domino effect of
misinformation about the historical Danismend dynasty. This text—as will be discussed in

greater depth below—is not faithful to this historical record of the Danismendids. It moved the

27 eskimis evraki ey canum cani/soylekim okunmaga kabil degiil/goren ani dér ki bu Tiirkt degiil.
Meélikoff, La geste, 11:289.

28 dinleyenler ta safa bola ani/yadigar étdiim diizetdiim hem ani. Mélikoft, La geste, 11:290.

29 Anetshofer, “Danismendname.” In Encyclopedia of Islam, Third Edition, online edition. n.d. Accessed
November 14, 2018.

30 Anetshofer, Helga. “The Hero Dons a Talismanic Shirt for Battle: Magic Objects Aiding the Warrior in
a Turkish Epic Romance.” Journal of Near Eastern Studies 77, no. 2 (2018): 180. Peacock, Mongol
Anatolia, 154. “Diz-dar.” Steingass, Francis Joseph. 4 Comprehensive Persian-English dictionary,
including the Arabic words and phrases to be met with in Persian literature. London: Routledge & K.
Paul, 1892: 518.

31 Anetshofer, “The Hero Dons a Talismanic Shirt for Battle,” 180.

32 Anetshofer, Helga. “Danismendname.” EI3.
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lifespan of the scion of the dynasty forward by about a hundred years and imagined a final defeat
of Melik Danigsmend and a marriage uniting the eponymous hero’s son with the Seljiik family.33
Given that there is no mention of the Ottomans in the prose—and the Ottomans occupied Tokat
in 1392—Mélikoff believes it is possible to accept the date provided by Mustafa ‘Ali.34 The
prose also makes no mention of a patron.35

Four of the extant copies of this fourteenth-century redaction were edited and translated
into French by Mélikoff in 1960.3¢ M¢likoft’s edition forms the foundation of this project. In
addition to a highly reliable translation and lengthy critical introduction, this edition primarily
relies on the Bibliothéque Nationale de France’s Turc 317, the oldest of the surviving
manuscripts. The scribe who copied this Paris manuscript names himself as Hact Ahmed and
gives the date of the copy in a chronogram as 1577, twelve years after Mustafa ‘Ali claims to
have discovered the original text in Niksar.37 Mélikoff is careful to point out places where she
identifies the copyist’s editorial hand (the mentions of the Ottoman sultan Bayezid I and his son
Emir Siileyman in the epilogue poem, for example38), but these places are few and far between. I

also use Necati Demir’s 2002 edited edition for reference, especially the glossary.

Historical Context

33 Mélikoff, La geste, 1:55.
34 Mélikoff, La geste, 1:59.
35 Mélikoff, La geste, 1:61.
36 Paris, Istanbul, Leningrad (St. Petersburg), Ankara. Mélikoff, Iréne. “Danishmendids,” EL.
37 Mélikoft, La geste, 1:58.

38 Mélikoff, La geste, 1:61.
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Ottoman historians who were interested in the eponymous founder of the Danismendid
dynasty turned to legendary sources such as Danismendname as a historical source. Yet the
chronology and events of the text deviate significantly from what evidence the historical record
(primarily Greek, Syriac, and Arabic chronicles) offers about the Danismendids themselves, so
much so that Kitapg¢1 Bayri calls it “a confusing mishmash of disjointed events and historical
figures with some actual historical facts interjected.”? Sixteenth-century historians Mustafa ‘Al
and Cenabi treated Danismendname as a historical document; later Ottoman historians repeated
the error, including Abt’l-"Abbas al-Karamani, Katib Celebi, Miineccimbasi, and Hezarfen.40
Therefore, Mélikoff writes, Western Orientalists who later made use of the aforementioned
histories repeated these accounts of the Danismendids, despite the fact that the Emir Danigsmend
appears in chronicle accounts of the First Crusade, contradicting the chronology of
Danismendname.*! The legend and history of Danismend and his progeny have melded together,
giving rise to what Mélikoff calls “an imbroglio of historical facts” that is difficult—if not
impossible—to unravel (though not uncommon for the text’s genre). Pancaroglu’s use of
numismatics and Mélikoff and Kesik’s use of myriad chronicles shed light on this obscure
period, but much remains unknown. Like Mélikoff, I believe an awareness of this historical
context can enrich our understanding of Danismendname, as it locates the composition of this

redaction in a political period and geography that has recently garnered attention from scholars

39 Mélikoff, La geste, 1:55. Kitap¢1 Bayri, Warriors, Martyrs, and Dervishes, 89.
40 Mélikoff, La geste, 74-75. Kesik, Danismendliler, 14.
41 Mélikoff, Iréne. “Danishmendids.” Encyclopedia of Islam, Second Edition. n.d. Accessed May 5, 2019.

She cites the chronicles of Matthew of Edessa, Michael the Syrian, Anna Komnena, William of Tyre, and
Ibn al-Athir, among others.
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such as Kitap¢1 Bayri, A.C.S. Peacock, Sara Nur Yildiz, and Jiirgen Paul.42 Moreover, connecting
‘Arif ‘Al and his redaction of Danismendname to their historical context will deepen our later
examination of the emotional community of which ‘Arif ‘Alf and his audience were a part. To
further that aim, I present a sketch of the following three periods: first, the narrative is believed
to have first appeared as an oral tradition during the period of the Danigsmendids (last quarter of
eleventh century until 1178). Second, it was hypothetically committed to paper at some point
during the reign of the Seljik sultan ‘Izzeddin Keyka'iis II (d. 1279), or at the very latest, before
the end of the reign of his brother and successor, Riikneddin Kili¢ “Alt Arslan IV, in 1265.43
Third, it was redacted and embellished by Arif “Alf of Tokat in the middle of the fourteenth
century.

Each of these periods presents its own questions and provides scholars with
methodological hurdles and lacunae in the relevant secondary literature. In the last fifteen years,
research has uncovered much about the political, social, and intellectual milieux of the latter two
periods. Sara Nur Yildiz’s 2006 PhD dissertation on the politics of Seljik Anatolia under Mongol
rule shed light on the tumultuous reigns of ‘Izzeddin Keyka'iis II and Riikneddin Kilig¢ ‘Al
Arslan 1V; edited volumes and monographs that employ new, diverse methodologies have

changed how scholars understand the political chaos and rich intellectual life of fourteenth-

42 The latter’s work on the Persian chronicle ‘Aziz ibn Ardashir Astarabadi’s Bazm o Razm (Fighting and
Carousing; while Paul suggests the alliterative alternative Battle and Bottle to preserve “the phonetic
wordplay of the title,” Battle and Banquet or Feasting and Fighting are more faithful to the definition of
the term bazm) uses material from chronicle to sketch a portrait of central Anatolia at the time of Kadt
Burhaneddin’s seizure of power in 1381, not long after the composition of Danismendname in 1360/61.
This could add to what little knowledge we have about ‘Arif ‘Ali. See Chapter Four’s discussion of power
and political legitimacy in Eretna. Paul, Jiirgen. “A Landscape of Fortresses.” In Turko-Mongol Rulers,
Cities and City Life, edited by David Durand-Guédy, volume 31:317—45. Brill’s Inner Asian Library;
Leiden: Brill, 2013: 319.

43 Kitap¢1 Bayri, Warriors, Martyrs, and Dervishes, 277. Mélikoff, La geste, 1:59-60.
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century Anatolia.#* A brief discussion of the history of the three periods of Danismendname’s
development, with a focus on the final period, lays the necessary groundwork for in-depth

analysis of the text and later discussions of ‘Arif ‘Alf and his audience’s emotional community.

The Danismendids

While the history of the Danismendids is useful for understanding Danismendname, the
narrative itself wanders so far from the historical record that knowledge of the events of the
historical emir’s life and of his successors becomes secondary. Scholars such as Mélikoff,
Kafadar, and Kitap¢1 Bayr1 would agree that the text has far more to say about the cultures of the
people who committed it to paper than about the Danismendids themselves.45 Briefly discussing
the short-lived dynasty allows us to fully appreciate the manner in which Danismendname
deviates from the historical record.

The Danismendids were a Turkish dynasty extant in east- and north-central Anatolia
1071-1178 AD. Among the earliest Turkish principalities established in Anatolia, their territories
were centered around Tokat, Amasya, Corum, and later Kayseri, Sivas, and Malatya.4¢ The
origins of the dynasty’s founder, the emir Giimiistekin Danismend, are obscure: he appeared in

northern Cappadocia sometime after the death of Siileyman b. Kutulmus in 1085 CE and became

44 See also, Peacock and Yildiz, eds., Islamic Literature and Intellectual Life in Fourteenth- and
Fifteenth-Century Anatolia; Trépanier, Foodways and Daily Life in Medieval Anatolia: A New Social
History; Peacock, Mongol Anatolia.

45 Kitapg1 Bayri, Warriors, Martyrs, and Dervishes, 27n18.

46 Pancaroglu, Oya. “The Itinerant Dragon-Slayer: Forging Paths of Image and Identity in Medieval
Anatolia.” Gesta 43, no. 2 (2004): 156.
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involved in the events of the First Crusade.4” The Danismendids were able to maintain power in
the “constantly shifting social and military circumstances” and “demographically turbulent”
post-Manzikert Anatolia, forging ephemeral alliances and fighting relentless battles with
Byzantines, Armenians, the Seljiks of Rum, and the Franks of the First Crusade.* They became
increasingly decentralized through the century of their rule until, in the late twelfth century
(1178), Malatya was conquered by the forces of the Seljuks of Rtim, the Danismendids’ foremost

rivals.4? This effectively ended the Danigsmendids’ rule.

The Rum Seljiiks

According to Mustafa ‘Al it was in this period that the first iteration of Danismendname
was composed. It was possible that this compiler was Ibn “Ala’ (see above). That text, if it ever
existed, is now lost.  The period immediately preceding ‘1zzeddin Keyka iis II’s accession in
1246 saw immense upheaval in the Seljuk political system after their defeat by the Mongols at
the battle of Kosedag in 1243. The delicate power-sharing relationship between the sultans and

their amirs—essential for political stability in the Seljuk system—cracked under the immense

47 Mélikoff, Iréne. “Danishmendids.” EI2.
48 Pancaroglu, “The Itinerant Dragon-Slayer,” 156.

49 Pancaroglu, “The Itinerant Dragon-Slayer,” 156.
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stress of the imposition of Mongol authority.>0 Additionally, the Seljuk court itself and its
succession struggle caught in the crosshairs of a greater competition between Gliyiik and Batu:
Batu supported the accession of the recently deceased Kaykhusraw II’s eldest son, ‘Izzeddin
Keyka'us II, and—given the fact the new sultan was eleven years old—appointed as hakim, or
governor, the vizier Shams al-Din al-Isfahani, who emerged as the de-facto ruler of the Seljuk
polity.>! Rather than banish the two younger princes, al-Isfahani placed them as sultans on either
side of ‘Izzeddin Keyka'iis II. This and other decisions by al-Isfahani exacerbated political
instability.52

I hypothesize that the tumultuous political atmosphere of the aftermath of the battle of
Kosedag (1243), the simultaneous reign of three underage kings from 1246-56, and the flight of

‘Izzeddin Keyka'iis II to Byzantium33 might have influenced the depiction of Melik Danismend

50 Few studies of the Seljuks fully appreciate the importance and political legacy of Mongol rule. Sara
Nur Yildiz’s 2006 PhD dissertation makes an immense contribution to the field of Seljik studies by
incorporating Mongol sources in her discussion of thirteenth-century Anatolia. She corrects many of the
errors and assumptions made by earlier historians of the Seljiiks, who were either driven by ideological
concerns (Ibrahim Kafesoglu, Osman Turan) or were limited in their use of sources (Claude Cahen).
Much can be said of how twentieth-century historiography on the Anatolian Seljiks was founded on and
driven by a nationalistic brand of Turkish scholarship that 1) teleologically cast the Seljiks as ethnically
pure Turkish precursors to the modern state of Turkey, 2) presented an ethno-nationalist paradigm that
placed Turks in conflict with Iranians, and 3) portrayed Iranians as willing collaborators of the Mongols
and Turks as fighting for freedom; however, given the constraints of this project, this is not the forum to
replicate a discussion that has been addressed in depth elsewhere. Let it suffice to say that recent literature
demonstrates how historians, archaeologists, art historians, and literary historians have turned to myriad
methodologies to create a more nuanced understanding of the Seljuks. Yildiz, Sara Nur. “Mongol Rule in
Thirteenth-Century Seljuk Anatolia: The Politics of Conquest and History Writing, 1243-1282.”
University of Chicago, 2006. See also Peacock’s introduction to Mongol Anatolia.

1 Yildiz, “Mongol Rule in Thirteenth-Century Seljuk Anatolia,” 164.
52 Y1ldiz, “Mongol Rule in Thirteenth-Century Seljuk Anatolia,” 165.

53 Lewis, Franklin. Rumi: Past and Present, East and West: The Life, Teaching and Poetry of Jalal al-Din
Rumi. Rev. pbk. ed. Oxford, England: Oneworld, 2008: 278,
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that I examine in Chapter Four. But without an extant manuscript, it is difficult to say much

beyond conjecture on the matter.

The beylik period

The beylik, or emirate, period of late medieval Anatolian history is roughly defined as a
period in the fourteenth and early fifteenth centuries when the Anatolian political scene was
dominated by short-lived polities which fluctuated in size and number as they competed with,
conquered, and subsumed their geographic rivals, only to disintegrate and be subsumed
themselves a generation or two later. The most famous of these was founded by a certain ‘Osman
in the northwest of Anatolia, but the rise of his dynasty and the expansion of its territory is not a
concern of this project. Rather, we shall look farther east.

The political history of eastern Anatolia—and indeed, western Asia—in the period
between the collapse of the Ilkhanate (ca. 1258-1335) and the rise of the Ottoman and Safavid
states in the fifteenth and sixteenth centuries remains an understudied and little understood
portion of history.>* Before eastern Anatolia would become a peripheral region in the fifteenth
century, borderlands sandwiched between Ottoman and Safavid territories, it and Azerbaijan

formed an essential part of an Ilkhanate regional system.55 After the Ilkhanate began to

54 Y1ldiz, Sara Nur. “Post-Mongol Pastoral Polities in Eastern Anatolia During the Late Middle Ages.” In
At the Crossroads of Empires: 14th - 15th Century Eastern Anatolia. Proceedings of the International
Symposium Held in Istanbul, 4th - 6th May 2007, 27-48. Varia Anatolica 25. Istanbul: Institut Francais
d’Etudes Anatoliennes-Georges Dumézil, 2012: 27.

33 Yildiz, “Post-Mongol Pastoral Polities,” 27.
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disintegrate after 1335, the political history of this region was dominated by the struggle of a
series of pastorally-based Mongol successor states to maintain control over the region.5¢

A.C.S. Peacock rightfully points out that “the dominant role of the Ilkhanate in Anatolia”
in the late thirteenth and fourteenth centuries “is swept under the carpet by much scholarship,
especially, though not exclusively, in Turkey.”57 Rather than referring to this period of late
medieval Anatolian history as Ilkhanid or Mongol, the majority of scholars use the term beylik.
Peacock prefers not to; he champions the term Mongol Anatolia.>® While I continue to use the
term beylik, Mongol Anatolia is a useful frame of reference, as it better contextualizes eastern
Anatolia within the Ilkhanid regional and political system.

According to Mustafa ‘Alf, ‘Arif ‘Al was the garrison commander of Tokat, which, at the
time of Danigsmendname’s composition, was a part of the beylik of Eretna in eastern Anatolia.
Mustafa ‘Ali’s account is the only source that attests to ‘Arif ‘Ali’s occupation and city of
residence. Because of this, it is important to critically examine the explicit connection that
Mustafa ‘Alf draws between ‘Arif ‘Alf and Tokat. However, the text of Danismendname itself
may provide clues that ‘Arif ‘AlT was familiar with the region that in the fourteenth century
comprised the Eretnid beylik. Mélikoff hypothesizes that ‘Arif ‘Alf “transposed” the action of
the legend of Melik Danismend to places that were “familiar” to him, namely, the region of the
Yesil Irmak and its tributaries.>® Indeed, the territory conquered by the fictional king in the

redaction is remarkably similar to the extent of Eretnid territory under ‘Alaeddin Eretna (see

36 Yildiz, “Post-Mongol Pastoral Polities,” 27.
57 Peacock, Mongol Anatolia, 13.

58 Peacock, Mongol Anatolia, 13.

59 Mélikoff, La geste, 1:64.
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below). I believe it is possible to make the conjecture that if “Arif ‘Al was not, as Mustafa ‘Al
claims, garrison commander or even a resident of Tokat, ‘Arif ‘Ali choosing this region, its
cities, and its topography as the stage on which to set his retelling of the legend of Melik
Danigmend might point to the fact that he was a resident of the region.

With this caveat in mind, in Chapter Four, I take Eretna as an example that demonstrates
the political trends endemic in post-Chinggisid central and eastern Anatolia in the mid-fourteenth
century, namely, the political instability and renegotiation of political legitimacy that may have
influenced Danismendname’s depiction of its titular king. Here, I summarize the political history
of Eretna relevant to those arguments.

Eretna was founded by an Ilkhanid governor of Uighur origins of the same name (alt:
Eratna) who declared effective independence.®® Eretna was the first of a series of Mongol
governors in Anatolia to succeed in establishing an independent principality; his state, which
lasted from 1327-1381, was “a direct heir to Ilkhanid political, administrative and economic
structures.”®! He refused to recognize the authority of Chobanid Hasan-i Kiicheck in 1336, thus
angering the ruling Chobanids.®? Though defeated in 1340, Eretna retook his territories from the
Chobanids in 1343. He secured an alliance with the Mamliuks, later declared himself an
independent ruler in central Anatolia, and adopted the title Sultan ‘Alaeddin Eretna.®3 From

1341-2, Eretna proclaimed himself “the just sultan” and “the great sultan” in building

60 A.C.S. Peacock, “Ahmad of Nigde’s al-Walad al-Shafiq and the Seljuk Past,” Anatolian Studies 54
(2004): 95-107: 97-8.

61'Y1ldiz, “Post-Mongol Pastoral Polities,” 34.
62 Y1ldiz, “Post-Mongol Pastoral Polities,” 34.

63 Y1ldiz, “Post-Mongol Pastoral Polities,” 34. Peacock, Mongol Anatolia, 61-2.
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inscriptions and on Uighur coinage.®4 Peacock writes that “this innovation can be seen as
replicating the more general breakdown in the concept of Chinggisid legitimacy in the 1340s;
rulers who had till then had sheltered behind the pretence they were ruling on behalf of a
Chinggisid now sought other forms of legitimacy.”®5 The rule of his beylik, based around Sivas
and Kayseri, soon spread to include the provinces of Erzurum, Carki-Karahisar, Niksar, Tokat,
Amasya, Samsun, Ankara, Aksaray, Develi-Karahisar, and Nigde—a territory similar to the area
ruled by the fictional Melik Danigmend.6¢

Mustafa ‘Al dates ‘Arif ‘AlT’s redaction of Danismendname to 1360-1, situating it within
a politically tumultuous period of this dynasty’s relatively short-lived reign. Sultan ‘Alaeddin
Eretna’s three sons struggled for the throne in 1352, resulting in instability and a loss of control
over the polity’s outlying territories. Unfortunately, Peacock writes that “the period between the
end of Agsara’i’s Musamarat al-Akhbar in 723/1323 and the collapse of the Eretnid state in
783/1381 is especially poorly documented;” moreover, the focus of the chronicles that do exist
“is almost exclusively on political history, meaning that the insights they offer into broader
processes of social change are limited.”¢7 This topic is expanded upon in Chapter Four.

In 1381, the coup d’état of judge and vizier Kadi Burhaneddin Ahmed brought Eretna’s

dynasty to an end. The last of Eretna’s line, who was a child of seven, died, and Kadi

o4 Peacock, Mongol Anatolia, 62, 184.

65 See Chapter Four. Peacock, Mongol Anatolia, 62, 62n136, 62n137. Wing, Patrick. The Jalayirids:
Dpynastic State Formation in the Mongol Middle East. Edinburgh: Edinburgh University Press, 2016.
Gode, Kemal. Eratnalilar, 1327-1381. Vol. sa. 153. Tirk Tarih Kurumu yayinlari. VII. dizi ; Ankara: Tiirk
Tarih Kurumu Basimevi, 2000: 295-96: 64.

66 Gode, Eratnalilar, 295-96. Yildiz, “Post-Mongol Pastoral Polities,” 34.

67 Peacock, Mongol Anatolia, 16. Musamarat al-Akhbar was a chronicle of Mongol rule in Anatolia,
written for the Ilkhanid governor Timurtash in 1323.
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Burhaneddin seized power and the title of sultan.®8 Tokat became the site of a battle where Kadi
Burhaneddin clashed with the ruler of Amasya, Hac1 Sadgeldi, a rival who had also supplanted

an Eretnid ruler.®

Genre
Religious-Heroic Narrative

Danismendname has been variously referred to as heroic epic, heroic narrative, mytho-
history, gazi epic, heroic and/or historical epic, a romance, and religious-heroic narrative.”0 |
shall use the latter descriptor, for it reflects the fact that while Danismendname is frequently
classified alongside what Yorgos Dedes calls the “wonder tales” Battalname and Saltukname,
and certainly shares many characteristics with and was in explicit conversation with the former
(see Chapter Two), there is a notable lack of the supernatural contained therein.”! While popular
folk saints appear in dreams and visions times of dire need in dreams and, occasionally, in
corporeal form to heal wounded warriors,’? unlike Battalname and Saltukname, Danigsmendname

does not feature resurrections (Battdalname), jinn (Saltukname), witches (Battalname), speaking

68 Mélikoff, La geste, 1:61-2.
69 Mélikoff, La geste, 1:62.

70 Anetshofer, “Danismendname,” EI3. Kafadar, Between Two Worlds, 62. Hagen, Gottfried. “Heroes and
Saints in Anatolian Turkish Literature.” Oriente Moderno 89, no. 2 (2009): 349-61: 335. Reichl, Karl.
“Medieval Turkish Epic and Popular Narrative.” In Medieval Oral Literature, edited by Karl Reichl, 681—
700. Berlin: De Gruyter, 2012: 686.

71 “Unlike the other two works, the Danismendname does not contain supernatural elements, such as
dragons, witches, or the working of miracles.” Anetshofer, “Danismendname,” EI3.

72 When Artuhi is captured by the enemy and is suffering the loss of an arm and hand, the wall of his cell
cracks and a man with a long white beard dressed in green appears through the wall. The stranger
miraculously heals Artiih1 (Artubunuy eli diiriist oldr). When Artuhi asks who he is, the stranger says “I am
Hizir, whom God commanded to come to you and cure your wounds.” Mélikoff, La geste, 11:54.
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animals (Battalname), or wondrous megafauna (giant crabs in Saltukname). The only instance of
a dragon is in fact the magical creation of enemy priests.”> Melik Danismend does not so much
slay the dragon as dispel it with prayers at the urging of a vision of the deceased companion of

Seyyid Battal, ‘Abdii’l-vehhab Gazi.

Romance or Not?

As is clear from the anecdote that opened this introduction, Danismendname features a
romantic subplot between two convert companions of Melik Danismend, Arttih1 and Efromiya.
Unlike Battalname, where Seyyid Battal’s romances and acquisition of wives are fleeting and
largely inconsequential to the episodic plot, the relationship between Arttihi and Efromiya not

only drives Artiihi to convert, but kidnappings of one character or the other inspire many of the

73 Pancaroglu writes that “Malik [sic] Danishmend, armed with a pointed lance and mounted on a horse,
subdues and kills the dragon.” (Pancaroglu, “The Itinerant Dragon-Slayer,” 157.) I take issue with
Pancaroglu’s argument on two counts. First, the article interprets the appearance of a dragon in
Danismendname as proof that dragons were important to the Danismendids. This blatantly disregards the
fact the ‘Arif ‘Alf’s redaction is attributed in part to the fourteenth century, in part to the thirteenth
century, and that—as [ have demonstrated above—it does not have any meaningful historical connection
to the Danismendid dynasty. Second, the article cherrypicks the text egregiously: it takes the appearance
of a dragon at face value, strongly implying in its language that Melik Danigsmend faces a mythological
creature, charging it down on horseback as would Saint George. In fact, after praying to Hizir, Melik
Danismend sees a vision of the warrior ‘Abdii’l-vehhab Gazi, who says not to be afraid of the dragon for
it is “magic made by the priests” (ya Melik Danismend-i Gazi, ol ezdehddan korkmag:l kim sihirdiir, ol
riihbanlar éderler). ‘ Abdii’l-vehhab Gazi instructs Melik Danismend to recite a prayer to Hizr, as this
will destroy the magic ([...] ol du ‘a@’i deyre karsu okuyub iifiiresin, ol cazilik batil ola). The next morning,
Melik Danismend dons a talismanic shirt, mounts his horse, and then recites the prayer of Hizir before the
dragon, thus destroying it ([...] hemandem Melik Danismend Hizir Peygamber du ‘dswin eline alub okudl,
ezdehadan yana iifiirdi, hemandem ol ezdeha mahv oldi). Later, he goes inside the monastery he and his
men were attacking and finds priests with a contraption that looks like a red-hot metal cross (that was
perhaps animating the dragon) that astonishes him (Hemankim demiirden salib kipkizil oldi, ol ii¢ riihban
ol dem gendiilerin ol salib iistine pertab kildilar, ii¢i dahun yanub kiil oldilar. Ciinkim Melik Danismend-i
Gazi bu yayadan ol sihirdan olan ezdehay: ibtal édiib derhal deyr kapusina érdi, kapuyr kopards, icerii
girdiler, ol ii¢ riihban nisan bulmadilar. Andan ol havuz katina geldiler, ol ulu salibki od i¢inde
kizarmigdi, ol hali gériib ‘acebe kaldilar). Contrary to Pancaroglu’s article, the text of Danismendname
clearly indicates that the dragon was not real and that the priests were magicians who created it from
magic (as emphasized by “ol siliirdan olan ezdeha” and by the title of the meclis itself, “Melik Danigmend
nice feth éder ki anda ii¢ riihban varidi sahirlar idi”); the true enemy in this confrontation were the
priests and their magic. Mélikoff, La geste, 11:73; 75; 77.
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chase plots that extend over several meclises, leaving the audience on dramatic clifthangers.
Does this make Danismendname a romance as well? While this romantic relationship is certainly
important to the narrative in ways that differ from Battalname, 1 would argue no. While I agree
with Karl Reichl’s assertion that, as with medieval European literature, “‘epic’ and ‘romance’ are
two terms which cannot be sharply differentiated in the case of Turkish oral literature,” I also
agree with the consensus that an epic is “primarily heroic in outlook,” whereas a romance is
“focused on love adventures.”’* Danismendname’s narrative structure is “additive,” that is, the
succession of its episodes echoes “the ever-continuing quests and adventures of the medieval

Arthurian knight, even if the objects of the quests are quite different.”7>

Prose Epic?

While most scholars describe Danismendname as a “prose epic,” I would like issue a brief
corrective. This text—unlike Battalname and Saltukname—is an example of prosimetrum, that
is, a mixture of verse and prose that constituted a large part of popular narrative.’¢ Persian
literary historian Julia Rubanovich, writing on the prosimetric Persian dastan, or popular
romance, writes that in medieval Persian literature, prosimetrum was utilized across genres
(historiographic works, story collections, Sufi writings, etc.), and that “these verse inserts

exercised a gamut of functions in relation to the message conveyed by the prose text—

74 Reichl, “Medieval Turkish Epic,” 683
75 Reichl, “Medieval Turkish Epic,” 683.

76 Reichl, “Medieval Turkish Epic,” 683.
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illustrating, exemplifying, legitimizing.”’” Rubanovich writes that while the verse insertions
characteristic of prosimetrum became common in artistic prose (nathr-i fanni) in the twelfth and
early thirteenth centuries, Persian dastans from this period are “almost completely lacking” verse
insertions.’® Her article argues that prosimetrum became the form of choice for the Persian
dastan in the fifteenth century. Danigmendname owes much to the Persian tradition linguistically
and thematically. This is also true to of its verse insertions. Mélikoff writes that ‘Arif ‘Al’Ts
verses were likely inspired by the Shahnameh and Shi‘ite and Bektasi mysticism, and that
thematic and narrative parallels can be drawn to the Persian ddastans, such as Darabnameh and
Samak-e ‘Ayyar.”® Danigmendname’s prosimetric form, however, calls to mind another
comparison: Reichl writes that “although the prosimetric dastan is undeniably a younger form
than the epic in verse, it is nevertheless a long-established form in Turkic literature as The Book
of Dede Korkut shows. The verse in this cycle of tales is of such irregularity that it is highly
improbably that the tales are a ‘decadent’ form of original verse epics. One rather has the
impression that the verse passages ‘rise out’ of the prose.”80

Not all poems in Danismendname are created equal, so to speak. While other scholars have

glossed over the presence of verse in this text altogether, I demonstrate for the first time that

77 Rubanovichh, Julia. “Aspects of medieval intertextuality: verse insertions in Persian prose Dastans.”
Jerusalem Studies in Arabic and Islam 32 (2006) 247-268.

78 Dastans are ‘“voluminous narratives, often either anonymous or of spurious authorship, which relate the
exploits of their eponymous heroes, feeling mingling epic-heroic, religious, romantic and ‘picaresque’
elements,” the composition and transmission of which “are closely linked to the institution of professional
or semi-professional storytellers” and rough equivalents in genre and register to Danismendname.
Rubanovich, “Aspects of medieval intertextuality,” 247-8.

79 Anetshofer, “Danismendname,” EI3. Mélikoff, La geste, 1:66-70, 165.
80 Reichl, Karl. “The Mixture of Verse and Prose in Turkic Oral Epic Poetry.” In Prosimetrum:

Crosscultural Perspectives on Narrative in Prose and Verse, edited by Joseph Harris and Karl. Reichl,
321-43. Woodbridge, Suffolk: D.S. Brewer, 1997: 342.
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there are three different categories of poems in Danismendname. The first group of poems are
what I term Introductory/Concluding verses; the second, Stock verses that are fixed formulaic in
nature; and third, Narrative verses, which display flexible formulae.8!

Introductory/Concluding verses are those which open and close meclises. Many of the
Introductory verses invite the listener to remember the events of the previous meclis and may
provide a taste of what is in store in the meclis at hand (for example, that which introduces the
ninth meclis, in which Arttih1 and Efromiya are married). They may also be composed of fixed
formulae encomium of the Prophet. Concluding verses frequently beseech the listener to return
the following day for the next meclis, promising more adventures or dropping slyly winking
references to the fact that the previous meclis left the audience in the middle of an episode (and
therefore, on a clifthanger). Such verses are also examples of fixed formulae themselves: orally-
transmitted popular narratives, when committed to paper, often conclude sessions with
invitations to their audiences to return for the next session, promising an enjoyable listening
experience. Examples of both Introductory and Concluding verses and their function in the
narrative are discussed at length in Chapter Three.

Stock verses are not tied to the narrative of the prose that surrounds them; they may include
praise of the Prophet at appropriate times as dictated by the narrative, for example, but they do
not add to the audience’s understanding of plot events or character emotion in a given scene or

episode.

81 [ capitalize these terms for clarity, as introductory, concluding, stock, and narrative (in the lowercase)
are terms frequently used elsewhere in this project with different meaning. For definition of flexible
formula, see Chapter Two.
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As their name suggests, Narrative verses extend the narration of an episode from prose
through verses and into prose again. Whether they narrate Melik Danismend, Arttihi, and
Efromiya riding into battle or depict Melik preparing to confront a dragon made of infidel
priests’ magic by donning a talismanic shirt, these Narrative verses’ defining characteristic is that
they are not separate from the narrative. They continue and are a part of the narrative. In this,
they are notably different from Stock poems. Because they carry plot actions, they are
inseparable parts of scenes and episode; when they deepen the character emotions represented in
a scene, they support the emotional plot running through that scene and open windows into those
characters’ interior lives. Any study of Danismendname—especially one focusing on the history

of emotions—would be remiss to not include Narrative poems.

Popular Literature
It has been well established that Danismendname is an example of popular literature. This
project borrows its definition of the term popular literature from William L. Hanaway, who
describes it in contrast with polite literature by focusing on linguistic style as well as content.
Popular literature is characterized by:
[...] a simple style, largely unadorned by the rhetorical devices and stylistic conventions
of polite literature. Its language is more natural and close to that of everyday speech,
fewer Arabic words are used than in polite literature of the same period, and the syntax is
less complicated. It deals with romantic stories derived from older epics and the stories

are not told as fables or allegories. Its emphasis is on action not ideas. It is full of popular
religious and secular lore anachronisms superstitions and folklore.82

82 Hanaway, William Lippincott. “Persian Popular Romances Before the Safavid Period.” Ph.D.,
Columbia University, 1970: 16-17.
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This being said, Hanaway also acknowledges that the distinction between polite and popular
literature “lacks an absolutely sharp dividing line”; for “neither exists in isolation from the
other.”83 Thus, while we can draw conclusions from the fact that Danismendname bears the
characteristics of popular literature and was perhaps, in either its thirteenth-century iteration or
fourteenth-century redaction, intended for a popular audience, this does not preclude
Danismendname from ever having reached elite audiences, whether in its written form or in
performance (though Reichl and Mélikoff note that judging from variations in the manuscripts,
the former is perhaps more likely84). Rubanovich writes that
literary-historical testimonies, as well as inner evidence of the texts themselves, make it
clear that medieval dastans were meant for consumption by addressees with diverse
literary-linguistic competence as well as of variegated social standing; the latter fact is
well reflected in the varied quality of dastan manuscripts ranging from unassuming cheap
copies, at times with slipshod writing and spelling mistakes, to sumptuously illustrated
manuscripts produced in royal ateliers.85
Pasha M. Khan echoes Rubanovich in his dissertation “The Broken Spell: The Romance Genre
in Late Mughal India,” stressing that scholarly dichotomy between popular literature produced

for non- or semi-elite audiences and poetry written for elite audiences in courts is often a false

one.86 This stance is echoed by Peacock in Mongol Anatolia, where he writes that texts described

83 Hanaway, ‘“Persian Popular Romances,” 18.

84 Reichl writes, that Danismendname “as it is transmitted in manuscript form has clearly had a written
textual history. The variations in the manuscripts, to judge from the examples given, show a certain
latitude in phrasing, but, considering that the extracts are in prose, the different manuscript texts resemble
one another sufficiently to suggest a basically written transmission.” Reichl, “Medieval Turkish Epic,”
686. Mélikoff, La geste, 1:175-76.

85 Rubanovich, “Aspects of medieval intertextuality,” 251n14.

86 Khan, Pasha Mohamad. “The Broken Spell: The Romance Genre in Late Mughal India.” Ph.D.,
Columbia University, 2013: 17.
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as “popular” should not be inferred to have been necessarily aimed at certain social classes, for
“the distinction between an elite and non-elite culture could be highly fluid in the pre-modern

Islamic world.””87

The Study of Old Anatolian Turkish Texts

In the past, too often Old Anatolian Turkish texts were not seen as contributions to
Islamic civilization, but rather as “witnesses to a purer stage in the development of Turkic
language in Anatolia,” philological resources mined for their archaic linguistic characteristics of
Turkish preserved in them rather than examined for their literary merits, which were deemed
“outdated” or otherwise not worthy of study.88 While scholars during the early years of the
Turkish Republic, such as Mehmet Fuad Kopriilii (1890-1966), Abdiilbaki Golpinarli (1900-82),
and Pertev Naili Boratav (1907-98), fruitfully drew on the disciplines of folklore and literary
history to analyze Old Anatolian Turkish texts, Reichl adds that in the decades that followed, the
study of medieval Turkish texts would become an ideological matter: “as the earliest examples of
medieval Anatolian texts written in Turkish, these texts became attractive sources for nationalist

literary and historical circles, a trend best revealed in the Turkist revival of the 1940s.”89

87 Peacock, Mongol Anatolia, 188

88 Kuru, Selim. 2016. “Portrait of a Shaykh as Author in the Fourteenth-Century Anatolia: Giilsehri and
his Falaknama.” In Islamic Literature and Intellectual Life in Fourteenth- and Fifteenth-Century
Anatolia, edited by Sara Nur Yildiz. edited by A.C.S. Peacock, Band 34:173-96. Istanbuler Texte Und
Studien,. Wiirzburg: Ergon Verlag in Kommission: 178.

89 Oztiirkmen, Arzu. “Orality and Performance in Late Medieval Turkish Texts: Epic Tales,

Hagiographies, and Chronicles.” Text and Performance Quarterly Vol. 29, No. 4, October 2009, pp.
327-345: 328.
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This continues to have an impact on the field of Old Anatolian Turkish literary studies.
A.C.S. Peacock and Sara Nur Yildiz note that editions of these texts tend to be masters or
doctoral theses produced in Turkish universities that remain unpublished and inaccessible (and of
arguably uneven quality).%0 As a result, a full picture of the literary and intellectual history of the
period has yet to come into focus; in the words of Yildiz, the study of the literature of late
medieval Anatolia remains “something of a black hole in terms of research.”! This is despite the
fact that fourteenth-century Anatolia was characterized by a proliferation of literary and
historical texts which Kuru believes “implies the presence of conditions for intellectual
conversation, networks of patronage, [and] textual production and transmission.”®2 The
advancements achieved by volumes such as Islamic Literature and Intellectual Life in
Fourteenth- and Fifteenth-Century Anatolia have begun to ameliorate this gap in the literature,
but it is clear that much remains to be done.

One reason for this marginalization is the literary/historical divide that existed in
scholarship in the twentieth century and that continues to exist. Until Between Two Worlds was
published in 1995, Cemal Kafadar writes that “sharp boundaries” divided historical and literary-

historical scholarship in Ottoman and Turkish studies.” As evidenced by the “mistrust” of

90 Peacock and Yildiz, “Introduction” in Islamic Literature and Intellectual Life, 19, 22. One can
speculate that the attention of this particular type of scholarship has contributed to the “unfashionable”
status of Old Anatolian Turkish poetry and prose in the field of Ottoman literary studies.

91 Goshgarian, Rachel E. 2013. “Opening and Closing: Coexistence and Competition in Associations
Based on Futuwwa in Late Medieval Anatolian Cities.” British Journal of Middle Eastern Studies 40 (1):
36-52: 25. Yildiz, “Introduction,” Islamic Literature and Intellectual Life in Fourteenth- and Fifteenth-
Century Anatolia, 19, 22.

92 Kuru, “Portrait of a Shaykh,” 174-5.

93 Kafadar, Between Two Worlds, 64.
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medieval historians of literary texts in the European medieval studies contexts, these boundaries
persist into the present. Danismendname, as an epic depicting the fictionalized exploits of a
historical figure, spans this divide, and thus divides scholars. While historian Muharrem Kesik
argues in Danismendliler (1058-1178): Orta Anadolu’nun Fatihleri (2017) that the text can be
mined for historical fact, no historians have since taken him up on the suggestion.94 Perhaps this
is because Danismendname exhibits the work of a heavy editorial hand when it comes to the
facts of the life of the titular king: in addition to changing the century in which the Danismendids
were in power and rewriting their eventual absorption into the Seljiik dynasty, the epic displays
—albeit on a far smaller scale—the occasional fantastic flourish that made Dedes call
Battalname a “wonder tale.”%5 Whatever the reason, Kesik also chooses not to follow his own
advice: the overwhelming majority of the source material used in his study are Arabic, Persian,
Byzantine, and Armenian chronicles, and, as a result, does not add much to scholars’
understanding of the Danismendid polity beyond more detailed political history.

While Peacock rightfully bemoans the fact that while individual beyliks have often
received political history monograph treatment in Turkish (though rarely in Western languages),
“these are seldom integrated into a broader study of Anatolia, meaning each beylik is seen in

isolation from the others,”9¢ great strides have been made in recent years in the study of the

94 Kesik situates his argument in opposition to early twentieth-century historian Miikrimin Halil Yinag,
who decried Danismendname as “hurafeler kitabi,” or a book of superstitions, the contents of which were
completely fabricated. Kesik, Muharrem. Ddnismendliler (1085-1178): Orta Anadolu’nun fatihleri. 1.
basim. Istanbul: Bilge Kiiltiir Sanat, 2017: 15.

95 Dedes, Yorgos. Battalname: Introduction, English Translation, Turkish Transcription, Commentary and
Fascimile. Vol. 33-34. 2 vols. Sources of Oriental Languages and Literatures 33. Cambridge, MA:
Department of Near Eastern Languages and Civilizations, Harvard University, 1996: 1.

96 Peacock, Mongol Anatolia, 14-15.
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Turkish, Persian, and Arabic literature of late medieval Anatolia.®7 That being said, as for the
genre of prose narrative in general and Danismendname in particular, much remains to be
explored. Necati Demir published the aforementioned edited edition with commentary in 2002.
Between then and the publication of Kitapg¢1 Bayri’s Warriors, Martyrs, and Saints in 2019, a
handful of articles published over the last ten years have laid the groundwork for further
research. Gottfried Hagen’s “Heroes and Saints in Anatolian Turkish Literature” argued that
Danismendname, like Battalname, Ebumiislimname, Saltukname, is actually part of a broader
group of “heroic” texts that includes The Book of Dede Korkut, and should be examined by
scholars of oral epics as such.?8 Zeynep Aydogan’s “Creating an Ideal Self: Representations of
Infidels in the Late Medieval Anatolian Frontier Narratives” examined Danismendndame and
Battalname as texts which provide an understanding of how people on the Muslim-Christian
frontier of medieval Anatolia conceptualized their political and cultural surroundings in “a period
marked by a high degree of physical mobility and ethnic fluidity,” a period in which the
boundary between self and other was re-negotiated through conversion and conquest.?® Pinar
Kayaalp undertook a similar argument in comparing Melik Danismend to the eponymous Greek

hero of Basileius Digenes Akritas in “Frontier Warriors as Cultural Mediators: Shifting Identities

97 See essays by Sara Nur Yildiz, Zeynep Oktay, Sevket Kiiglikhiiseyin, Dimitris Kastritsis, and others in
Islamic Literature and Intellectual Life in Fourteenth- and Fifteenth-Century Anatolia.

98 Hagen, Gottfried. “Heroes and Saints in Anatolian Turkish Literature.” Oriente Moderno 89, no. 2
(2009): 355.

99 Aydogan, Zeynep. “Creating an Ideal Self: Representations of Infidels in the Late Medieval Anatolian
Frontier Narratives.” The Journal of Ottoman Studies / Osmanli Arastirmalari 40 (2012): 104.
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of Byzantine and Turkish March Fighters as Elicited from Anatolian Epic Literature,” but the
article’s many inaccuracies reduce its contribution to the field.100

These articles are unified by their interest in Danismendname alongside Battalname, The
Book of Dede Korkut, and Digenes Akritas as a source for understanding either a “heroic age” or
identity in a politically and culturally fluid historical landscape. I posit that Danigmendname has
much more to offer scholars beyond its obvious preoccupations with gaza and conquest.

In a paper presented at the 2015 MESA Annual Meeting, Anetshofer challenged
Me¢élikoft’s representation of Efromiya, the warrior paramour of Arttihi, as an emancipated
Amazon-like figure.!0! Rather, Anetshofer’s close readings of the text reveal that Efromiya,
while powerful on the battlefield, is ultimately submissive to her husband and her king.102
According to Anetshofer, Efromiya is depicted in the narrative as an exotic Other, not unlike the
Saracen warriors of roughly contemporary European romances: her status as a convert
(highlighted by her Christian name, which unlike those of other converts in the text, never
changes) is a tool used to emphasize the superiority of Islam over Christianity. Her article “The
Hero Dons a Talismanic Shirt for Battle: Magical Objects Aiding the Warrior in a Turkish Epic
Romance” compares mentions of talismanic battle shirts in Danismendname (the earliest extant
literary reference to a talismanic shirt) to a corresponding passage in Mustafa ‘Al’s

aforementioned sixteenth-century redaction of the narrative, Mirkatii'I-Cihad, and then analyzes

100 Kayaalp, “Frontier Warriors as Cultural Mediators,” notably translations on page 125.

101 Mélikoff, La geste, 1:129.

102 Anetshofer, Helga. “How Equal Are Female Converts? The Case of the Medieval Warrior Heroine
Efromiya.” MESA Annual Meeting. Denver, CO, 2015. 1-2.
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these in light of talismanic shirts in the inventory of the Topkap1 Palace library from 1502-3.103
Her work asks new questions of Danismendname, pushing its inquiry beyond the concerns of
earlier studies, which were primarily focused on frontier politics, identity, and culture. Most
important for the present study, her analysis of Efromiya’s representation in the narrative
demonstrated that Danismendname was ripe for the kinds of literary analysis that French, Middle
English, and other Western European medievalist employ.

As mentioned above, Kitap¢1 Bayr1’s Warriors, Martyrs, and Dervishes: Moving
Frontiers, Shifting Identities in the Land of Rome represents a significant contribution to the
field. In analyzing Danismendname, Battalname, and Saltukname in addition to contemporary
Byzantine texts, Kitap¢i Bayr1 aims to understand perceptions of the land of Riim, its changing
political and cultural frontiers, and the shifts in identity of the people inhabiting that space.104
She takes great care to accurately situate each of the Old Anatolian Turkish texts within their
respective historical and political context, which is in itself an excellent contribution.

Kuru writes that very few Anatolian Turkish texts “have been examined within their
social and historical contexts;” rather, they are treated as evidence of “a purer stage in the
development of Turkic language in Anatolia and subjected to research in order to identify
biographical information about their authors or study the linguistic characteristics of Turkish
preserved in them.”105 This holds true for Danismendname. Few studies examine

Danismendname and other representatives of its genre, in the words of Nazl1 ipek Cora, as an

103 Anetshofer, “The Hero Dons a Talismanic Shirt,” 175-93.
104 Kitap¢i1 Bayri, Warriors, Martyrs, and Dervishes, 3.

105 Kuru, “Portrait of a Shaykh,” 178.
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exercise in cultural history—rather than mining the text “for factual information or to cross-
check [...] data”—are still few and far between.106 Fewer still are those that privilege its prose
and especially poetry: with the exception of M¢élikoff’s introduction of her edited edition, which
dissects lexical characteristics of the text but not the literary style of the prose itself, no in-depth
study has been made of the prosimetrum of Danismendname. Moreover, though Mélikoff’s
translation made Danismendname widely accessible to scholars, her lengthy introduction to La
Geste de Melik Danismend remains the sole in-depth study on the text.

This project amends this gap in the literature. By privileging in-depth literary analysis of
Danismendname’s prose and poetry, it is among the first works to center Danismendname and
other representatives of its genre as subjects of literary historical study. By embracing and
expanding upon Rosenwein’s framework of emotional communities and her methodology, this
project breaks new ground in Ottoman and Turkish studies: it will ask new questions of
Danismendname and apply literary analyses that have hitherto been denied it and other Old

Anatolian Turkish texts.

Literature Review
The editors of Emotions in Medieval Arthurian Literature: Body, Mind, Voice position
their volume as “a beginning, an opening move in the literary study of emotion in the medieval

period, and the editors hope it will stimulate debate, suggest new applications, and awaken new

106 Cora, Nazl1 Ipek. ““The Story Has It’: Prose, Gender, and Space in the Early Modern Ottoman World.”
Ph.D., University of Chicago, 2018: 37.
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interest in emotions.”107 Similarly, it is hoped that the conclusions reached by this project will
inspire other scholars of Ottoman and Turkish studies to ask new questions of and reexamine the
wealth of surviving Old Anatolian Turkish literature in a new light.

The idea of “emotional communities” put forth in Rosenwein’s classic article “Worrying
about Emotions in History”’108 and her book Emotional Communities in the Early Middle Ages
has had an immense impact. Thanks to her work, the study of emotions is a burgeoning field.!0
To delve into all the recent work in the field of European medieval studies—Middle English,
French, Dutch, and Icelandic, among others—touched by her influence goes beyond the scope of
this introduction, and indeed, beyond the scope of this project. Chapter One presents a thorough
definition of the term emotional community as it is used in this project. Here, I instead focus on
how the idea of emotional communities has begun to break into the study of Islamic history and
literature.

The work of Julia Bray, namely her article “Toward an Abbasid History of Emotions: The
Case of Slavery,” has already been discussed above. Additionally, Her “Ya‘qub b. al-Rabi‘ Read
by al-Mutanabbi and al-Mubarrad: A Contribution to an Abbasid History of Emotions” furthers
her project.!10 It takes cues from Walter Andrews’s work (see below) as she proposes the goals

she envisions for an Abbasid history of emotions: understanding and talking about the emotional

107 Brandsma, Frank, Carolyne Larrington, and Corinne J. Saunders, eds. Emotions in Medieval Arthurian
Literature: Body, Mind, Voice. Vol. LXXXIII. Arthurian Studies,. Cambridge: D.S. Brewer, 2015: 10.

108 Rosenwein, “Worrying about Emotions in History,” 821-845. Rosenwein, Barbara H. Emotional
Communities in the Early Middle Ages. Ithaca, N.Y.: Cornell University Press, 2006. See in particular pp.
20-29. Plamper, “The History of Emotions: An Interview,” 250-51.

109 Plamper, “The History of Emotions: An Interview,” 237.

110 Bray, Julia. “Ya‘qub b. Al-Rabi‘ Read by Al-Mutanabbi and Al-Mubarrad: A Contribution to an
Abbasid History of Emotions.” Journal of Abbasid Studies 4 (2017): 1-34.
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life of Abbasid society, and identifying emotional communities within that society. Bray believes
Islamic literature is ripe for the kinds of questions the study of the history of emotions provides.
“Where to begin?” she asks. Scholars of Islamic literature interested in the history of emotions
face a dearth of scholarly literature that specifically pertains to their field, and an abundance of
literary sources on which to work (a somewhat unusual turn of events for those working on the
early and middle periods of Islamicate history). Where ought one begin?

In his essay “Ottoman Love: Preface to a Theory of Emotional Ecology,” in A History of
Emotions, 1200-1800, Walter Andrews draws the themes of his The Age of Beloveds: Love and
the Beloved in Early-Modern Ottoman and European Culture and Society to “demonstrate how
an emotional vocabulary made up not only of words, but also images, music, and symbols as
well as decoration, landscaping, ceremonies, and rituals is compiled over time” forms a
foundation for understanding and expressing “the emotional content of a wide range of social
relationships, from sexuality to religion, patronage to friendship and family life” in an early
modern Ottoman context.!!! He focuses on love as a central organizing and meaning producing
concept in Ottoman society.!12

Andrews believes that there are two possible methodological approaches to the history of
emotions. The first looks at theories of emotions, and the second considers “traces of the

emotional lives of past people by examining and interpreting the many varied artifacts of their

I Andrews, Walter G. “Ottoman Love: Preface to a Theory of Emotional Ecology.” In 4 History of
Emotions, 1200-1800, edited by Jonas. Liliequist, no. 2:21-48. Studies for the International Society for
Cultural History; London: Pickering & Chatto Ltd, 2012. See also Andrews, Walter G., and Mehmet
Kalpakli. The Age of Beloveds: Love and the Beloved in Early-Modern Ottoman and European Culture
and Society. Durham [N.C.].

112 ] jliequist, Jonas. A History of Emotions, 1200-1800. Vol. no. 2. Studies for the International Society
for Cultural History. London: Pickering & Chatto Ltd, 2012: 1-2.
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cultures and actions.”!13 He suggests that evidence gained from a literary and cultural approach
to sources can be organized to produce what he calls “productive models for understanding and
talking about the emotional life” of Ottoman society.!!4 His work demonstrates that the idea of
love in early modern Ottoman culture and society can describe (and possibly constitute) a central
feature of what he calls an Ottoman emotional ecology, and that its emotional language—the
language of a broad emotional community—developed as an emotional script in the long
sixteenth century. His work is a clear nod to the concept of emotional communities put forth by
Rosenwein.!15

Andrews’s analytical framework and his concept of an Ottoman emotional ecology
breaks new ground in Ottoman literary studies. The impact of his and Bray’s work represent
what Liliequist calls a decentering (to borrow a term from Natalie Zemon Davis) of the history
of emotions, which hitherto have been dominated by Western/European perspectives.!16
Liliequist believes the history of emotions must broaden its geographic scope, an aim that the
present intends to further.

Bray believes that following the affective turn in European medieval studies will only
enrich the study of Islamicate history and literature. While we must be careful in applying
approaches conceived of by European medievalists and informed by a Western perspective to

texts produced in Islamicate historical and cultural milieux, Bray and Andrews have

113 Andrews, “Ottoman Love,” 21.
114 Andrews, “Ottoman Love,” 21.
115 Andrews, “Ottoman Love,” 24.

116 Liliequist, “Introduction,” 2.
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demonstrated that European medievalist methodologies can be successfully translated to the
Abbasid and early modern Ottoman contexts. Scholars such as Marion Holmes Katz, Karen
Moukheiber, Karen Bauer, and Helen Blatherwick further the study of emotions in Islamic
studies with articles in a special issue of Cultural History titled Arabic Emotions: From the
Qur’an to the Popular Epic. Rosenwein introduces these articles as “tantalizing glimpses” at the
forms and uses of emotions in Arabic sources from the Islamic middle period.!!7 This issue is
indeed a tantalizing glimpse at how rich Islamic sources are for the study of emotions—the
articles open new doors through which young scholars can pass through, armed with new
questions and methodologies.

The application of methodologies from one area of cultural studies to another will never
be a perfect one-to-one translation; thus, for example, it is possible to look at Anne Baden-
Daintree’s examination of grief in “Kingship and the Intimacy of Grief in the Alliterative Morte
Arthure,” where men “often express grief and sorrow at bereavement with extravagant tears and
gestures, there is a marked distinction between behaviors appropriate to the domestic setting and
those which might be expressed publicly,” we can apply her methods to analyzing Melik
Danismend’s grief insofar as we do not forget the influence of Islamic (especially Persian)
literary tradition, genre, narrative and linguistic formulae, and the impact these have on texts

such as Danismendname.!13

117 Rosenwein, Barbara H. “Prologue.” Cultural History 8, no. 2 (October 1, 2019): 131-36: 131.

118 Baden-Daintree, Anne. “Kingship and the Intimacy of Grief in the Alliterative Morte Arthure.” In
Emotions in Medieval Arthurian Literature: Body, Mind, Voice, edited by Frank Brandsma, Carolyne
Larrington, and Corinne J. Saunders, LXXXIII:87-104. Arthurian Studies,. Cambridge: D.S. Brewer,
2015: 87.
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Valerie Traub begins her article in Islamicate Sexualities by asking whether scholars
should consider the past a foreign country. The purpose of posing such a question is to emphasize
the need for scholars to “be shaken out of a false sense of familiarity with the past.”11 Her
argument urges scholars to interrogate their implicit biases while reading primary sources.!20 Just
as it is applicable to the study of sexualities in the past, the healthy dose of “culture shock” Traub
prescribes is useful for the study of medieval emotions. European medievalists emphasize how
even the word “emotion” must be problematized by scholars, as the term did not have its modern
meaning in the medieval period.!2! Certainly, Andrew Lynch points out, many modern names for
“emotions” are found in medieval texts (for example, love, hatred, fear, pity, anger, envy, and
joy) and appear to have been considered operative in daily life, but it is important to remember
that “they may well have meant something different in the very different material and conceptual
realms medieval people inhabited.”122 Lynch’s cautionary words are echoed by Nazli Ipek Cora,
who recognizes that avoiding “reflecting one’s own set of values or expectations onto a distant
Ottoman past” is quite difficult for scholars reading early modern Ottoman prose fiction

stories.123

119 Traub, Valerie. “The Past Is a Foreign Country? The Times and Spaces of Islamicate Sexuality
Studies.” In Islamicate Sexualities: Translations across Temporal Geographies of Desire, edited by
Kathryn Babayan and Afsaneh Najmabadi, 1-40. Cambridge, Mass.: Center for Middle Eastern Studies of
Harvard University, 2008: 1.

120 Traub, “The Past is a Foreign Country?”, 1.

121 Lynch, Andrew. ““What Cheer?” Emotion and Action in the Arthurian World.” In Emotions in
Medieval Arthurian Literature: Body, Mind, Voice, edited by Frank Brandsma, Carolyne Larrington, and
Corinne J. Saunders, LXXXIII:47—63. Arthurian Studies. Cambridge: D.S. Brewer, 2015: 48.

122 Lynch, “Emotion and Action in the Arthurian World,” 48.

123 Cora, ““The Story Has It,”” 41.
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If we agree—as the above scholars do, be it implicitly or explicitly—that the past is a
foreign country, then by extension, we must be aware of the fact that the words and concepts
used by people in the past to describe emotion may be foreign to us. In order to grapple with this
hurdle, I adapt the emotion words methodology put forth by Barbara Rosenwein in her article
“Emotion words.”124 (A thorough examination of this methodology can be found in Chapter One,
but the following serves as a brief introduction.) In that article, Rosenwein puts forth a loose
definition of emotions as well as the term emotion word. To conceptualize and define the former,
she writes that it is best for the historian to define emotions as a mental construction,
“recognizing that the chief way we in Western cultures think about and express them—and have
done so in the past—is through words.”125 Words used to express or depict emotion are emotion
words. Emotion words are themselves worthy of historical study, for they provide a rich
framework via which scholars may build a picture of an emotional community of the past.
Rosenwein continues:

Historians have two choices, it seems to me: to work like Ekman—borrowing modern

emotion words and assuming their validity for all time; or to discover the emotions of the

past through the words that people then used and considered emotions. It should be
obvious that the first alternative is fatally presentist. But how may we actually
accomplish the second? [...] But I would argue that it must make use of the terms at
hand, even while (as we see in the case of the word “emotion”) itself it transforms the
ways in which people think about their emotions--and thus how we feel and express
them. And, even though I grant that it may often be true that “toute énonciation est lourde
d'une dimension affective, ‘portée’ par le style,” as Crapanzano goes on to say, I think it

impossible to determine what that affective dimension is unless there are words—from
the historical time period we are studying—to describe it. 126

124 Rosenwein, Barbara H. “Emotion words.” In Le sujet des émotions au moyen dge, edited by Piroska
Nagy and Damien. Boquet, 93—106. Bibliothéque historique et littéraire. Paris: Beauchesne, 2008.

125 Rosenwein, “Emotion words,” 93.

126 Rosenwein, “Emotion words,” 96-7. Crapanzano, Vincent. “Réflexions sur une anthropologie des
émotions.” Terrain. Anthropologie & sciences humaines, no. 22 (March 1, 1994): 109-17.
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She proposes a methodology in which one creates a list of emotion words from the historical
time period one studies in order to understand what affective dimension they had. As the basis
for her methodology she takes a list of emotions that Cicero, an emotions theorist, compiled in
the first century C.E.127 Rosenwein argues that Cicero, through his discussion of specific
emotions, “a systematic, though open-ended, overview of the emotions” that were first, a
significant segment of “the repertory of emotion words that Cicero knew,” and second, “an
attempt on his part to shape his contemporary emotional vocabulary.””128 While Rosenwein states
this list of emotion words is naturally the most relevant to historians of the late Roman Republic,
she also argues that the emotion words on Cicero’s list “remained in use—albeit often with
changed meanings—in the Early Middle Ages.”!29 It is through modifying this list that she
generates a list of emotion words for the study of the Early Middle Ages. Rosenwein speculates
that scholars of the late Roman Republic could use an associative method!30 by which they could
study Cicero’s list of emotion words to examine “the emotional community of Cicero and his
associates, seeing which emotion words were used by them most frequently and in what
contexts, and similarly noting which emotion words were marginalized by them.”!3!

Scholars of the history of emotions in Islamic literature have no such list to build off of,

much less a list relevant to Old Anatolian Turkish, a vernacular that in the fourteenth century was

127 Rosenwein, “Emotion words,” 97.
128 Rosenwein, “Emotion words,” 98.
129 Rosenwein, “Emotion words,” 99.

130 Rosenwein, Barbara H. “Thinking Historically about Medieval Emotions.” History Compass 8, no. 8
(2010): 828-42: 833.

131 Rosenwein, “Emotion words,” 99.
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still “considered inadequate in some learned circles for conveying complex concepts and subtle
arguments” vis a vis Arabic or Persian.!32 It one of this project’s aims to derive a list of
contemporary emotional vocabulary from Danismendname for the study of ‘Arif ‘Alf and his

milieu in mid-fourteenth-century central Anatolia. This can be found in the Appendix.

Chapters

Chapter One introduces definitions of emotional community, emotion word, words of
implied emotion, and emotional plot. In doing so, it articulates my project’s methodological
approach to reading emotions in Danismendname.

Chapter Two introduces narrative and linguistic formulae in Danismendname. It draws on
examples from Danismendname and Battalname to demonstrate how fixed formulae in the genre
of Old Anatolian Turkish religious-heroic epics function and differ in comparison to examples of
flexible formulae from Danismendname. 1 argue that Danismendname is a uniquely rich source
for the history of emotions in fourteenth-century Anatolia because of the flexibility of its
narrative and linguistic formulae, notably in scenes where characters are depicted as
experiencing profound emotion.

Chapter Three looks at never-before studied poems in the fourteenth-century Old Anatolian
Turkish redaction of the popular epic Danismendndame to reveal how its author employed novel
and sophisticated literary devices to sway his audience’s emotions in certain ways at specific
times. I argue that the principal way ‘Arif ‘Alf accomplished this was through mirror characters,

literary devices which serve as “go-betweens” between text and audience by demonstrating and

132 Y11diz and Peacock, “Introduction,” 31.
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appealing to the emotions the audience should be feeling and when. The use of mirror characters
in Old Anatolian Turkish popular literature was not static; rather, their uses differs across
manuscripts. This illuminates the relative emotional sophistication of a text hitherto overlooked
for literary analysis. Drawing on the theories of Rosenwein and Frank Brandsma, I argue that
mirror characters reflect the contemporary emotional vocabulary of a text’s author, thus
illuminating their emotional community.

Chapter Four analyzes the representations of the grief and virtuous anger of Melik
Danismend in light of his position as king, how that role was depicted in the text, and the
historical context of the redaction. It discusses how representations of Melik Danismend’s most
heightened emotions—namely grief and virtuous anger—can be read as answering a striking
question, one that for gazis in late medieval Anatolia was a question of great consequence: how
should a king mourn the men who fight for him? While other aspects of the depiction of Melik
Danigmend as the ideal king in Danismendname are notably incongruous with the period in
which the text was redacted, close reading of the king’s emotions demonstrates that to ‘Arif ‘Al
and his audience, an ideal king was one whose relationship with his warriors was an emotional as

well as political one.
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CHAPTER ONE
Terms and Methods for Reading Emotions in Danismendname
Introduction

This chapter presents definitions of the terms emotional community, emotion words,
words of implied emotion, and emotional plots. In doing so, it articulates my methodological
approach to the study of emotions in Danismendname.

The history of emotions, while a burgeoning field within medieval studies, has until
recently been almost exclusively dominated by scholars who focus on Western European texts.
Like Karen Bauer, Walter Andrews, Julia Bray, and other Islamicists who have studied emotions
(in the Qur’an, Ottoman love poetry, and Abbasid belles-lettres, respectively), I understand that
scholars of Islamic civilization and literature interested in the history of emotion must adapt
existing methods and articulate new, different methodologies in order to take into account the
different historical, cultural, literary contexts of their subjects of study. While one-to-one
translations of analytical approaches born in Western European medieval or modern literary
contexts are not perfectly possible for the Islamic context, adaptations are.

I have sculpted my approach to reading emotions in Danismendname by adapting the
analytical methods of eminent historians of emotions such as Barbara Rosenwein. Even when I
draw inspiration from the approaches of other Islamicists, such as Karen Bauer, I have tailored
their methods according to the demands of Danismendname’s specific historical and literary
context. In doing so, I orient the reader in methodologies that will be applied in Chapters Two,

Three, and Four. Throughout my project, these methodologies will demonstrate that it is possible
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to create and/or adapt approaches to the study of emotions specifically tailored for the sources
and historical context of fourteenth-century Anatolia.

By asking such questions of long-overlooked sources, I hope to open the door to further
studies examining the history of emotions in late medieval Anatolia, an endeavor that is
especially valuable given the relative parity of sources for this geography and period. Like
Nicolas Trépanier, whose innovative approach to fourteenth- and fifteenth-century texts in
Foodways and Daily Life in Medieval Anatolia inspired the present project, such studies could
ask new questions of surviving late medieval Anatolian sources and open new, unexplored

windows into this rich period of Islamic history.

Emotional Communities and their Contemporary Emotional Vocabulary
In Rosenwein’s words, an emotional community is the same as social community (that of
the family, a neighborhood, a guild, a parish, etc.), but the scholar examining them seeks:
to uncover systems of feeling: what these communities (and the individuals within them)
define and assess as valuable or harmful to them; the evaluations that they make about
others’ emotions; the nature of the affective bonds between people that they recognize;
and the modes of emotional expression that they expect, encourage, tolerate, and
deplore.!
For example, a group of people on a crowded street does not an emotional community make, but
rather, an emotional community is “a group in which people have a common stake, interests,

values, and goals.”? Thus it often is with a social community, Rosenwein admits. But she adds

that an emotional community may also be “a textual community,” that is, one “created and

I Rosenwein, “Worrying about Emotions in History,” 842.

2 Rosenwein, Emotional communities, 24.
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reinforced by ideologies, teachings, and common presuppositions.”? Rosenwein writes that
emotional communities rely on what Foucault called a common “discourse,” that is, “shared
vocabularies and ways of thinking that have a controlling function, a disciplining function.” In
order to discover and analyze these communities, Rosenwein reads texts while “noting all the
words, gestures, and cries that signify feelings—or the absence of feelings.”5 I bring this
approach to bear on Danismendname, keeping in mind the influences of Persian literary canon
on the narrative’s linguistic choices, fixed formulae, and modes of emotional expression. The
shared vocabulary aspect of an emotional community is at the core of my analysis in this project.
The Introduction described recent advances in the study of fourteenth- and fifteenth-
century literary and intellectual life in Anatolia. Few of these studies explicitly eastern Anatolia.
My project is the first to explicitly tie ‘Arif ‘AlT’s redaction of Danismendname to the
complicated political milieu of eastern Anatolia in the fourteenth century. In doing so, I aim
uncover the contours of ‘Arif ‘Ali’s emotional community as best can be done with the sources at
our disposal. By elucidating the contemporary emotional vocabulary of ‘Arif ‘Ali, we sharpen
our understanding of the emotional community of author and audience. One method for scholars
to create a taxonomy of the contemporary emotional vocabulary of an emotional community is

through the study of emotion words.

Emotion Words

3 Rosenwein, Emotional communities, 25, 25n92. She cites Brian Stock, The Implications of Literacy:
Written Language and Models of Interpretation in the Eleventh and Twelfth Centuries (Princeton, N.J,
1983).

4 Rosenwein, Emotional communities, 26.

5 Rosenwein, Emotional communities, 26.
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The Introduction presented an overview of how Rosenwein defines emotion words, that
is, words used to express or depict emotion. She posits that emotion words are themselves a
worthwhile subject of historical study. The framework that they provide allows scholars to sketch
a portrait of emotional communities in the past.

For the purposes of this project, I specify that I analyze the emotions in Danismendname
as representations of emotions, that is, discursive events that appear, per Ann Marie Rasmussen,
as “1) observations, descriptions, and expressions of emotions by characters and narrators; (2)
vocalizations, actions, and gestures that communicate emotions; and (3) physical changes such as
blushing, fainting, and trembling.”¢ I conceive of these representations of emotion as practices,
which allows us to understand them as “emerging from [...] conditional social context” that has
“cultural and historical specificity.”” The study of emotions in Islamic literature—much less
Ottoman and Old Anatolian Turkish studies—is still in its infancy. It is because of this that,
throughout this project, I have used the term representation of character emotions or
representation of emotions. Fictive literature like Danismendname does not theorize emotion,
rather, it depicts it.8 I emphasize representation here because, as Helen Blatherwick rightly points
out, it is still necessary to understand and articulate how emotions are “conceptualized,

configured, and represented” in medieval Islamic literature “as a basis for more theoretical,

6 Rasmussen, Ann Marie. “Emotions, Gender, and Lordship in Medieval Literature: Clovis’s Grief,
Tristan’s Anger, and Kriemhild’s Restless Corpse.” In Codierungen von Emotionen im Mittelalter
(Emotions and sensibilities in the Middle Ages), edited by Steven Carl Jaeger and Ingrid. Kasten, 174-89.
Berlin: De Gruyter, 2003: 175.

7 Scheer, Monique. “Are Emotions a Kind of Practice (And Is That What Makes Them Have A History)?
A Bourdieuian Approach to Understanding Emotion.” History and Theory, May 2012, Vol. 15, No. 2, pp.
193-220.

8 Rikhardsdottir, Sif. “Medieval Emotionality: The Feeling Subject in Medieval Literature.” Comparative
Literature 69, no. 1 (March 1, 2017): 74-90: 77.
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analytical work.”® Foundational descriptive work lays vital groundwork for later analysis, both in
this project and future studies. This is especially true because while representations of emotions
perform “cultural work,” ultimately, they “can be said to function more as a rhetorical tool than
as a meaningful representation of how the emotional community in which the story was told
thought men and women actually behaved.”10

How should historians analyze emotion words in historical texts? As mentioned in the
Introduction, Rosenwein writes that scholars should strive to “discover the emotions of the past
through the words that people then used and considered emotions.”!! Her proposed methodology
for discovering the emotions of the past involves searching documents for repertories of emotion
words—that is, the contemporary emotional vocabulary of a particular emotional community. In
her article “Emotion Words,” she presents the example of emotion words found in texts by
Cicero.!2 While Rosenwein states the list of emotion words she then creates from Cicero’s texts
is naturally the most relevant to historians of the late Roman Republic, she also argues that the
emotion words on Cicero’s list “remained in use—albeit often with changed meanings—in the
Early Middle Ages.”!3 It is through modifying this list that she generates a list of emotion words

for the study of the Early Middle Ages.

9 Blatherwick, Helen. ““And the Light in His Eyes Grew Dark’: The Representation of Anger in an
Egyptian Popular Epic.” Cultural History 8, no. 2 (October 1, 2019): 227.

10 Blatherwick, “The Representation of Anger,” 242-3. Rasmussen, “Emotions, Gender, and Lordship,”
176.

11 Rosenwein, “Emotion words,” 96-7.
12 Rosenwein, “Emotion Words,” 98.

13 Rosenwein, “Emotion words,” 99.
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Methodologically, this list is critical for Rosenwein. She writes that the contours of
emotional communities can be revealed through analysis of this list of emotion words that
compose a contemporary emotional vocabulary of an emotional community. Which emotion
words were used frequently? In what contexts? Which emotion words were not used often by
members of that emotional community?!4 This analytical framework is why emotion words as a
subject of study are critical for uncovering emotional communities: these emotive indicia
“indicate the field of potential emotions, and social valuations attached to those emotions,” for
the words and their definitions are historically and culturally contingent.!>

This project adopts much of the above. Within the context of analyzing Danismendname,
I define an emotion word as a single word or phrase that explicitly indicates an emotion felt (by a
character). A compiled a list of emotion words drawn from the text of Danismendndame can be
found in the Appendix.!¢ These words are drawn exclusively from Danismendname, as my goal
is to shed light on the emotional community of an author and his audience in a time and place for
which we have few sources.

Roseinwein’s fundamental approach to emotion words can be summarized as follows: if
an emotion word appears frequently, one can assume it has particular importance to the writer;

likewise, if an emotion word that is otherwise prevalent is absent from a text, “the silence itself is

14 Rosenwein, “Emotion words,” 99.

15 Arnold, John H. “Inside and Outside the Medieval Laity: Some Reflections on the History of
Emotions.” In European Religious Cultures: Essays Offered to Christopher Brooke on the Occasion of
His Eightieth Birthday, edited by Christopher Brooke and Miri Rubin, 105-28. London: Institute of
Historical Research, 2008: 106. Arnold cites Rosenwein, Emotional Communities, 191-203.
Rikhardsdottir, “Medieval Emotionalities,” 77.

16 Because the Paris manuscripts, the oldest known manuscript of Danismendname, forms the backbone
of Mélikoff edition, I primarily rely on that text. Any references to Demir’s edited edition, which draws
on other manuscripts in addition to the Paris manuscript, will be explicitly noted.
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significant.”!? In Generations of Feeling: A History of Emotions, 600-1700, Rosenwein terms
these groups of significant emotive indicia “emotional sequences.”!8 With regards to emotional
sequences, my approach differs from Rosenwein due to the nature of my source. Namely, to limit
the scope of my project and keep its focus on uncovering one specific emotional community (and
one that suffers from a paucity of sources, to boot), I have chosen not to compile this project’s
list of emotion words from any text other than Danismendname. Therefore, my approach toward
considering a word’s potential absence differs from Rosenwein’s: I generally do not draw
hypotheses on a particular emotion word’s absence from the narrative because all my emotion
words are drawn from the narrative. Additional context for the presence of emotion words in
‘Arif ‘AlT’s redaction of Danismendname is occasionally provided by reference to Battalname.!®
The easiest way for one to conceptualize emotion words is to examine them in action. Let
us now turn to a scene from Danismendname that is replete with emotion words and which
demonstrates my approach to the text. This excerpt is drawn from the first meeting of the titular
Melik Danismend and the Christian convert who becomes his fellow warrior and companion,
Artthi. In this scene, the traveling king comes across a deserted campsite on a bucolic plain. He
rests there. Soon, the owner of the campsite returns—a fearsome young infidel warrior who
challenges Melik. They fight, but one cannot best the other. Finally, the two men rest, and the

Christian

17 Rosenwein, Emotional communities, 195.

18 Rosenwein, Barbara H. Generations of Feeling: A History of Emotions, 600-1700. Cambridge, United
Kingdom: Cambridge University Press, 2016: 8.

19 While Danismendname is in conversation with Battalname in particular, this project seeks to uncover
the emotional community of a specific time and place to which Battalname is not explicitly connected.
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[...] sat on the ground and ate and drank with relish, lay down, slept, and after a while
woke and took his lute in his hand. He played it and sang, and lamented (¢agird: zari
kilub) as he sang this poem:

Help! For tired and ill am L.

Help! For base among men was I,
Help! In the hands of love I am weak and helpless ( ‘wsk elinde zar kaldum).

Help! For while I was on the way to that fairy-girl,
Confused and troubled am I (sergeste vii efkar kaldum).

Help! For the night passed, and people played,
And still, like the stars, despair do | (kevakib gibi ben bi zar kaldum).

Help! For all have reached the sight of their beloved
and I still yearn without seeing (ben iis miistak ii bt dizar kaldum).

Help! For all have reached their beloveds,
and only I am pitiful and without his beloved (ben bi¢are ii bt yar kaldum).

If I die before I reached you,

With the sorrow of waiting for the end of days, weep shall I! (kiyamet hasretiyle
zar kaldum)
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He sang this poem while playing his lute and wept pitifully (zar kilub aglardr) as he did
50.20

The passage contains words or phrases that constitute emotion words as defined by this project,
such as to cry, to despair, and to weep. A full list of the emotion words that can be found in this
excerpt include: aglamak (to weep), bicare (helpless), bi dil kalmak (to be without a heart, i.e., to
be lovesick, melancholy, sad, dejected), bi dizar kalmak (to be without one’s beloved), b7 yar
kalmak (to be without one’s beloved), bi zar olmak (to despair), ¢cagirmak (to cry out), zar
kalmak (to wail), and zart kilmak (to weep or mourn).

By analyzing the prevalence or repetition of certain emotion words, scholars can come to
basic conclusions such as the following. In Danismendname, sadness, longing, and/or grieving
are expressed in part through demonstrative wailing and weeping, as in the case of the emotion
words aglamak (to weep), cagirmak (to cry out), and zari kilmak (to weep). (Though this

analysis is not exempt from discussions of fixed and flexible formulae that exist in Islamic

20 pirazdan turigeldi, tanburasin eline aldi, ¢aldi, ¢agirdy zart kilub bu si ‘vi soyledi:
Meded ki bi dil ii bt yar kaldum
meded ki hasta ii bimar kaldum

meded ki halk icinde hor oldum
meded ki ‘isk elinde zar kaldum

meded ki ol perizadun yoldinda
inen sergeste vii efkar kaldum

meded ki géce ge¢di halk uyand:
kevakib gibi ben bi zar kaldum

meded ki ciimle dizare érisdi
ben iis miistak i bt dizar kaldum

meded ki kamular yarina érdi
bu ben bigare ii bt yar kaldum

eger érismedin sana oliirsem

kiyamet hasretiyle zar kaldum
Ol (vigit) tanbirasin ¢calub bi §i ri eydiib zart kilub aglardi. Mélikofft, La geste, 11:21.
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literature, for weeping especially is a fixed formula.) We can compare this scene to others in the
text that use different emotion words to express sadness, longing, and/or grieving.

As discussed above, in “Emotion Words,” Rosenwein compiles a list of emotion words
found in texts by Cicero and uses this list for her study of the early Middle Ages.2! Islamicists
have no such list, much less scholars who studyOld Anatolian Turkish, a vernacular that in the
fourteenth century was still “considered inadequate in some learned circles for conveying
complex concepts and subtle arguments” vis a vis the prestige languages of Arabic and Persian.22
That said, the fourteenth century saw the courts of beyliks such as that of the Aydinids in western
Anatolia were beginning to patronize the translations of Arabic and Persian works into Turkish,
signaling both a desire to participate to a tradition of literature with a long, established prestige
and a notable demand for Turkish vernacular literature that was both “entertaining and edifying”
for the audience of their predominantly Turcophone courts.23 As a piece of popular literature,
Danismendname is uniquely well-suited to understanding the emotional community that
produced it and other representatives of its genre. In her work on female characters and issues of
gender in popular sira literature, Remke Kruk writes that the very popularity of popular literature
reveals much about “the predilections and preoccupations of the audience/readership.””?4 By
extension, the emotion words that appear in popular literature are vital parts of the contemporary

emotional vocabulary of an emotional community.

21 Rosenwein, “Emotion Words,” 98.
22 Yildiz and Peacock, “Introduction,” 31.

23 Y1ldiz, Sara Nur. “Aydinid Court Literature in the Formation of an Islamic Identity in Fourteenth-
Century Western Anatolia.” In Islamic Literature and Intellectual Life in Fourteenth- and Fifteenth-
Century Anatolia, edited by A. C. S. Peacock and Sara Nur Yildiz, Band 34:197-242. Istanbuler Texte
Und Studien,. Wiirzburg: Ergon Verlag in Kommission, 2016: 199.

24 Kruk, “Click of Needles,” 5.
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In the Appendix of this project, I collect a taxonomy of emotion words found in
Danismendname and their historical definitions.My undertaking is the first such attempt in the
field of Islamic studies; it lays the groundwork for future studies in two notable ways. First, it
represents the only such list of emotion words in Old Anatolian Turkish. Scholars of other Old
Anatolian Turkish texts can use this Appendix as the basis of their own studies or in a
comparative manner, contrasting the emotion words of Danismendname with other examples of
its genre or other genres entirely. Second, this list of Old Anatolian Turkish emotion words
demonstrates Islamicists’ ability to apply this and similar methodologies to their sources and the
utility of such an approach. These methodologies have the potential to shed new light on and ask
new questions of sources traditionally used for the study of late middle period Islamic history,
such as historical chronicles and annals, and also sources often overlooked for the study of this
period of history, such as popular literature. Scholars can further the study of the history of
emotions in Islamic history and literature by building lists of emotion words derived from their
sources. As with this project, their definitions and modes of analysis must rise organically from
the study of their particular texts; their methodologies must be tailored to not only the Islamic
literary tradition, but also to historical context and emotional scripting.

I strongly believe Rosenwein’s approach to emotion words and emotion sequencing could
be brought to bear on other texts—be they Old Anatolian Turkish, Persian, or Arabic—to paint a
more complex picture of emotional communities of Anatolia in the late medieval period and
other periods of Islamic history that have long been overlooked due to a paucity of sources
traditionally used for the study of Islamic history. Genres such as hagiographies, futuwwa

documents, mirrors for princes, courtly and/or popular romances, folktales, jokes, proverbs,
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catechisms, and historical chronicles could reveal material that Danismendname does not offer.
After all, different genres “tend to have different uses for emotions”: courtly romances give
importance to the inner lives of the protagonists and their quests for self-knowledge;25 advice
literature, hagiographies, and futuwwa documents can be instructive about emotional ideals and
norms, i.e., “how people were supposed to behave”; the manner in which historical chroniclers
such as ‘Aziz ibn Ardashir Astarabadi depicted the exploits of his patron and late fourteenth-
century ruler of Sivas, Kadi Burhaneddin, in his Bazm o Razm, could be fruitfully examined “for
the choice of subject and the way in which it is portrayed has everything to do with a historian’s

emotional community and the ways in which he or she imagines her audience.”26

Words of Implied Emotion

Julia Bray writes that “the problems arising from the kinds of evidence available for
different fields and periods have given rise to different theoretical stances.”?’ Rosenwein crafted
her methodology of emotion words in response to the primary sources at her disposal; as I read
Danismendname, 1 realized that to focus solely on emotion words would leave stones unturned.
The emotions represented in the text required a broader lens of analysis than that provided by

Rosenwein’s methodology of emotion words and emotional sequences. Here, I further

25 Meisami, Julie Scott. “Kings and Lovers: Ethical Dimensions of Medieval Persian Romance,” Edebiyat
1(1987), 1-27: 1.

26 Astarabadi, ‘Aziz ibn Ardeshir. Bazm va razm. Edited by Tawfiq Subhani and Hushang Sa‘idla. Vol. 19.
Tehran: Anjuman-i Asar va Mafakhir-i Farhangi, 2016. Rosenwein, Emotional Communities, 28.

27 Bray,““A Contribution to an Abbasid History of Emotions,” 2.
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Rosenwein’s concept of emotion words to include a second category of analysis: words of
implied emotion.28

Sif Rikhardsdottir rightfully points out that the occurrence of emotion words varies
among different genres of medieval texts, and their presence or absence may not necessarily
indicate presence or lack of emotional intensity. The Icelandic sagas that are her subject of study,
fo example, are “no less emotionally laden than romances;” though emotion words are fewer in
number in these texts, that “does not negate the presence of underlying emotion.”?% Instead of
relying solely on emotion words, therefore, she searches for what she calls “emotional
signifiers,” or “signposts”: implicit or explicit narrative signals (such as scene construction and
narrative arrangement) “with which the reader (or audience) engages and to which he or she
responds.”30

I define words of implied emotion as words which may become imbued with emotional
meaning for contemporary interpreters of the text due to signposts such as narrative context and
scene construction. Unlike emotion words, which always indicate emotion in the narrative
representation of character emotion, words of implied emotion often have multiple use scenarios.
For example, because it is an emotion word, aglamak (to cry) will always indicate weeping, and
by extension, character emotion. A word of implied emotion like meded may be a part of a

representation of character emotion only some of the time. But, depending on the context, an

28 In her landmark study “Emotions in the Qur’an,” Karen Bauer articulates her theory that emotion is
woven into the basic eschatological message of the Qur’an; she demonstrates this through an examination
of what she calls “directly emotional words,” such as fear, love, and compassion, as well as “non-
emotional words,” such as /oss. Her use of the phrase “non-emotional words” in part inspired this
definition. Bauer, Karen. “Emotion in the Qur’an: An Overview.” Journal of Qur’anic Studies 19, no. 2
(June 2017): 10.

29 Rikhardsdottir, “Medieval Emotionalities,” 77.

30 Rikhardsdottir, “Medieval Emotionalities,” 77.
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interpreter of the text might encounter scenes in which meded is used and respond with feeling to
the emotion implicit in the words of implied emotion. I created this second category of analysis
for my project because relying solely on Rosenwein’s proposed methodology of emotion words
would gloss over such moments and erase them from our study. Let us return to the above poem
sung by Artiih1 and take meded as an illustrative example of the concept of words of implied
emotion. After he eats, Artiih1 takes his lute and begins to weep and sing/recite: “Help! For
without a heart or beloved am I/Help! For tired and ill am I/Help! For base among men am L,/
Help! In the hands of love I am weak and helpless.”

Meded, he repeats. Help. The context of the word meded is couched among explicit
emotion words. The lines directly preceding and directly following the verses are “He played it
and sang, and lamented (¢agirdi zart kilub) as he sang this poem” and “He sang this poem while
playing his lute and wept pitifully (zar? kilub aglardr) as he did so.””3! Because of this context, it
is possible to link the term meded (help) with a feeling of despair.

Words of implied emotion like meded do not explicitly have to do with emotion and do
not operate throughout the text in a single fashion to represent character emotion. Rather, they
are associated with moments of emotion because the characters in this text specifically speak it
in moments of heightened, specific emotion or the narrator attaches it to moments of emotion.
Meded is not an emotion word because elsewhere in the text, it is used in ways that are not

connected to emotion. Characters inquire after the the arrival of help to the enemy camp;32 they

31 Mélikoft, La geste, 11:20-22.

32 andan Melik Artahiya eytdi: “Ahsama yakin Kafir ¢erisine mededci erigen kimdiir?” dédi. Mélikoft, La
geste, 11:41.
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use it to give instruction to their troops before battle.33 But meded is also used in moments when
characters are experiencing profound emotions such as despair. Artiihi cries selp not because he
needs literal assistance, rather, he does so because he has no other recourse but to cry out in
despair. In a slightly different example, one where the use of meded invokes divine assistance
rather than general distress, Melik beseeches the Almighty when he discovers Artiih1 has
vanished in the night to rescue the kidnapped Efromiya from the infidels.34 Melik Danismend
often uses meded as he beseeches God in verse because he is so overwhelmed by the loss of his
troops and anticipated battles with the infidels at dawn that emotion bursts forth in the form of a
single word: help.35

The genre of Danismendname influenced my methodological decision to take non-
emotional words into account. William Hanaway points out that we as modern scholars
encounter medieval or late medieval Islamic popular literature through the wrong medium: we
read them rather than watching and listening to them being performed. We can speculate that,
when performed, the storyteller of a tale like Danismendname would imbue certain non-
emotional words with emotion through his performance. That being said, the fact remains that
this particular redaction of Danismendname, ‘Arif ‘Ali’s redaction, was likely not intended solely
for oral performance. If there was a need for storytellers’ aide de memories or the like for the

traditions of Melik Danismend, those needs were likely filled by copies that were perhaps closer

33 Bu yanadan Efromiya eytdi: “Ya Osman, siz bunda turuy, ben yaliyuz varayim,” dédi dahi, “eger
kurtaribiliirsem gerii gelem, eger beni biliirlerse na ‘ra ururam bana meded kilasiz,” dédi. Mélikoft, La
geste, 11:108-9

34 Andan Melik nazar kildi, Artithiyr gormedi. “Artitht kam?” déyiib sordi, Yahya ilerii geldi Artiih
ahvalin Melike bildiirdi, Melik Danigmend eyitdi: “Allah Te ‘ala gendii lutfindan kereminden ‘inayet ve
meded kila!” dédi. Mélikoft, La geste, 11:163

35 Mélikofft, La geste, 11:20.
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to the original orally-transmitted version of the epic. This redaction was meant to serve a
different purpose. Let us recall what ‘Arif ‘Al’s stated mission in the poem that ends the
manuscript: he wished to improve the narrative to suit his aesthetic tastes, for the manuscript that
he discovered was written in a literary idiom so archaic to him that “one would say it is not
Turkish.”36 The presence of words of implied emotion might indicate that ‘Arif ‘AlT knew his

audience would understand the emotion implicit in scenes that lack explicit emotion words.

Emotional Plots

In my project, an emotional plot is defined as (1) the transformation of character feelings
from one emotional state to another as represented in the narrative (by emotion words, words of
implied emotion, or more abstractly), and (2) as the transformation of audience feelings from one
emotional state to another. As this definition suggests, I use the term emotional plot in two ways
methodologically.

The first way I use this term borrows from the work of Karen Bauer. In her article
“Emotions in the Qur’an,” Bauer presents the theory that different blocks of text in the Qur’an
“follow a particular emotional journey.”37 What she terms an emotional plot “follows the
emotional trajectory of a given sura, pericope, or unit of text.”38 An emotional plot consists of
not simply a listener of the Qur’an feeling an emotion, but rather, “the process by which the

listener’s feelings are transformed from one state to another.”3° To be more specific, that is the

36 Mélikoft, La geste, 11:200.
37 Bauer, “Emotion in the Qur’an,” 17.
38 Bauer, “Emotion in the Qur’an,” 2.

39 Emphasis mine. Bauer, “Emotion in the Qur’an,” 2.
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“specific series of emotions that lead the listener from one emotional state into another emotional
state, achieving an emotional transformation.”40

In this respect, our definitions of the term emotional plot are similar. I draw on Bauer’s
conceptualize the emotional plot as the transformation of the listeners feelings from “one
emotional state into anther emotional state” caused by a specific series of emotions in the text.4!
Unlike Bauer, whose source material demands her reading be based on “abstraction,” for
Danismendname 1 posit that the transformation of audience emotion from one emotional state to
another can be sketched by analysis of (1) the author’s affective intent, (2) knowledge of the
audience, and (3) scholarly conjecture. My methodological approach to these is discussed in
greater depth in Chapter Three.

My approach to emotional plot differs from Bauer’s because of the nature of our source
material. The case of Danismendname is different from that of the Qur’an. Foremost, of course,
is the question of genre. It is a work of popular literature, a prose narrative, and a work of Old
Anatolian Turkish. Even with what little we know about the redactions author and provenance, it
is possible to draw conjecture about its intended audience and their emotional community, as I do
later in this project; this emotional community differs greatly from that examined by Bauer.
Qur’an is of a specific genre with specific goals and a clear intended audience that forms an
emotional community;*? Bauer’s method is deeply informed by her source material. While the
Qur’an has narrative passages that are composed of plots in the traditional, literary sense,

Bauer’s use of emotional plot encompasses passages that are not necessarily narrative. Critically,

40 Bauer, “Emotion in the Qur’an,” 17.
41 Bauer, “Emotion in the Qur’an,” 17.

42 Bauer, “Emotion in the Qur’an,” 5-6.
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it focuses instead on the “arc of feelings” in listeners “brought on by different types of address in
the Qur’an, such as promise and threat passages, exhortations, and stories.”3 These passages,
she adds, may not even use emotional language (which in the context of this project can be
understood as emotion words).#4 The purpose of emotional plots in her study of the Qur’an is to
understand transformative moments for the auditor and “thereby to understand the rhythm of
individual suras in a different way from those previously posited by scholars.”#> There is also
the question of the narrative aims of the texts themselves.4¢ As a religious-heroic narrative,
Danismendname’s primary goal is to entertain. Indeed, as mentioned in the Introduction and
discussed at length in Chapter Three, it was ‘Arif ‘AlT’s stated intent to move his audience
emotionally. At the end of each meclis, he exhorts his audience to return for more; as if to ensure
that they do, he breaks the sections on tantalizing cliffhangers. The manners in which he
accomplishes his aim of swaying his audience’s emotions are the subjects of Chapters Two,
Three, and Four. One of the tools I propose using to analyze his ability to sway—or transform, to
further borrow Bauer’s terminology—the emotions of his audience at certain times is the
emotional plot.

Second, I use the term emotional plot to focus on the transformation of the character
feelings from one emotional state to another as represented in the narrative by emotion words
and/or words of implied emotion. Emotional plot, when examined in this way, serves as the

foundation for other forms of analysis. For example, it can be used to clarify character emotional

43 Bauer, “Emotion in the Qur’an,” 17.
44 Bauer, “Emotion in the Qur’an,” 17.
45 Bauer, “Emotion in the Qur’an,” 17.

46 The narrative aims of the Qur’an is a vast topic that certainly surpasses the scope of this project.
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transformation in passages that will then be analyzed with other literary devices or themes in
mind (see discussion of mirror characters in Chapter Three). Additionally, explicitly articulating
the emotional plot of characters’ emotional transformation in an episode or scene can help
scholars appreciate the affect or emotional resonance that these emotional transformations then
impact on the narrative’s audience.

The meta units of narrative in which I examine emotional plots are called episodes,*’
which in turn are composed of smaller units that I term scenes. Danismendname differs from
other representatives of the religious-heroic epic genre, like Battalname, in which each meclis is
composed of a single, long episode (in which may be nestled shorter episodes and/or stories-
within-stories) that tidily concludes by the end of the meclis. Rather, an episode in
Danismendname may begin in one meclis and end in the following; this break interrupts the two
parts of the episode and often, as aforementioned, intentionally ends the meclis on a cliffhanger.
In the poem that concludes the narrative and in which he describes how and in what state he
found his source material, ‘Arif ‘Al writes that he chose where to break up the narrative of his

source material in his redaction.48

47 In his article “Episodes in Analysis of Medieval Narrative,” Jonathan D. Evans argues that the Western
narrative convention of being characterized “at all levels by rising action climaxing at moment of critical
change in the fortunes of a character, followed by a denouement,” that is, the Aristotelian and modern
popular standard of narrative that has been “fundamental to Western canons of narrative art in the
classical period and since the Renaissance,” is “noticeably absent from the global plot structure of nearly
all medieval narratives.” Rather, he argues for the episode to be considered the central structural unit of
medieval narrative rather than “plot” and that the principle of development in medieval narrative is not
one of dynamism but rather one of repetition of episodes in the global structure of a narrative.” Evans,
Jonathan D. “Episodes in Analysis of Medieval Narrative.” Style 20, no. 2 (1986): 103, 126-7.

48 Specifically, ‘Arif ‘Ali notes that the text lacked places to stop in the reading (eyle yazmislar am bir
sozi ¢oklevvel ahir turacak bir yéri yok). This prompted him to divide the narrative into sections to make
its reading easier (yazdum ani on yedi fasl eylediim/ani okuyana dasan eylediim). See Chapter Two and
especially Chapter Three for discussion of ‘Arif ‘Ali’s awareness of the affective potential of such
editorial decisions. Mélikoff, La geste, 11:290.
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Many episodes and scenes in Danismendname are rich with emotion words; in these, it is
easy to follow the beacons of the character’s transforming emotions. Artthi’s shock at
discovering his beloved is to be wed to another transforms to despair; Melik Danismend’s grief
at the loss of his fallen soldiers transforms to righteous rage as he enters the next battle. In such
circumstances, Melik’s emotional plot is clearly marked with emotion words. Take for example
the following excerpt:

Eyyub explained this story to Melik Danismend; Melik became deeply aggrieved ( ‘azim

meliil oldr). Because he was so enraged (kakidugindan), the hairs on his arms stood on

end. He immediately gave a war cry and he himself [fell] upon Nestor’s entourage. In his
hand he had a mace, and attacked, shattering them [to pieces].4°
In this scene, the emotional plot that traces the transformation of Melik Danismend’s feelings is
clearly marked by emotion words. First he is deeply aggrieved; then, because of his rage, he
gives a war cry and attacks his enemy with vigor.

But not all transformations of characters’ feelings are so transparently marked. Like
Bauer, I recognize the importance of the abstraction of emotional plots. Unlike Rosenwein’s
study of emotional sequences—which is the study of specific emotion words and how they
appear together—emotional plots do not require the same vocabulary each time.5 It is still
possible to trace the transformation of the character’s feelings through an episode and/or scene
by recognizing and taking into account non-emotional narrative signposts.

Take, for example, a scene in which Efromiya witnesses the death of many of her

comrades in battle: “[...] they [the infidels] made one hundred Muslims martyrs. Efromiya saw

49 Eyyiib dahi macerayr Melik Danismende serh eyledi, Melik ‘azim melil oldr kakidugindan her kil bir
dikene dondi, heman bir na ‘ra urub gendiisini Nestor tilpina urdi, elinde giirzi varidi, ugradugin hurd u
ham kildi. Mélikoft, La geste, 11:146.

50 Bauer, “Emotion in the Qur’an,” 17.
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that there were few soldiers left, and immediately recited a prayer summoning the popular figure
Hizir.”51 The gazis say amin and carry on with the battle. A causal shift occurs in the middle of
the second sentence: when Efromiya saw how many soldiers were left, she then turned to pray to
Hizir. Efromiya witnessed who were her comrades in arms, men under her command whom she
had led missions to rescue from the enemy in the past, falling in battle. Then she began to pray.

There is a striking difference in the use of emotion words between this scene with
Efromiya and similar scenes featuring Melik Danismend. In the eighth meclis, Melik Danigsmend
takes stock of his martyred soldiers: “Melik saw that four hundred Muslims were martyred. He
was deeply miserable (‘azim perisan olmis).”52 Melik’s emotional transformation—and thus the
emotional part of this part of the scene—is clearly marked by emotion words.

Comparatively, no emotion words mark Efromiya’s shift from seeing how many soldiers
she has left to asking the saint Hizir for aid; Efromiya’s emotional transformation in this scene is
disnarrated. The use of emotional plot as a mode of analysis helps articulate what the non-
emotional words of this scene make implicit. Why, we might ask, would this character begin to
pray if she were not experiencing despair and asking for help from divine forces and/or
experiencing grief at the loss of soldiers? It is thus possible to sketch the contours of an
emotional plot in this scene based on its narrative immediate context and scenes containing other
characters, such as Melik Danigsmend, that follow similar emotional plots.

Studying emotional plots allows us to compare these scenes; these comparisons lead to

fruitful questions. Why do scenes of Melik’s most profound emotions differ from those of others

SULL.. iz Miisiilmam sehid étdiler. Efromiya gordikim geri az kaldi, heman Hizir Peygamber du ‘asin
okudi. Gaziler amin dédiler dahi Kafirlerdin yana iifiirdiler, cenge turdilar, ol kadar urugdilar kim gaziler
ol giin dyle zamanina dek cenk étdiler. Mé¢likoft, La geste, 11:112.

52 Melik gordikim dort yiiz Miisiilman sehid olmis, ‘azim perisan oldi. Mélikoft, La geste, 11:122.
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in the text? Why do they utilize more or unique emotion words? Does it have to do with the fact
that his role as king necessitates different narrative treatment? Questions like these compose the

bulk of Chapter Four.

Conclusion

In defining terms that I have adopted, adapted, or coined, this chapter articulates my
methodological approach to the study of emotions in Danismendname. Bringing these new
analytical methods to this redaction of Danismendname assists my project’s aim of deepening

scholars’ understanding of the emotional community of its author and audience.
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CHAPTER TWO
The Flexible and the Fixed

Introduction

In the second chapter (meclis) of Danismendname, Melik Danismend meets Artthi, a
young Christian warrior who converts to Islam and becomes the king’s boon companion. The
encounter between the two men begins when Melik Danismend, while riding alone, comes
across a campsite and some belongings in the shade beneath a tree. There being no sign of the
belongings’ owner, he dismounts and falls asleep in the shade, then is startled awake by the
neighing of his horse.! The owner of the campsite has returned:

When Melik Danismend woke and rose, he saw in the center of the plain a man suddenly
appeared riding on a horse—he was a strange, awe-inspiring man, as if he were a male
demon. He looked and saw Melik Danismend and cried: “What kind of man are you, to
have come here on your own accord to put your own foot on your grave? What courage
have you to sit in this place, when even demons do not pass by here for fear of me!”

When Melik Danigsmend heard these words, he rose, donned his weapons, mounted his
horse, and rode up to the man and attacked him (saz silahin geydi, atina suvar olub ana
karsu vardi, hamle kildr). “Let’s see what courage you have!” Melik Danismend said.
Melik Danismend saw that on that man’s chest hung a cross, and he knew he was an
infidel. The man took his spear and attacked Melik. Melik blocked him (men * eyledi); a
second time he attacked (hamle kildi) and did not take him, a third time he attacked and
was not victorious. Melik’s turn came, and he took his sword in his hand and brought it
down on the infidel. That man blocked [his attack]; again he [did it] and [the man]

1 Mélikoff, La geste, 11:19.
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responded (men * eyledi, bir daht urdi, redd eyledi). They fought with every instrument of

war. They could not defeat one another, and when night fell, they separated.2
This depiction of Melik Danismend and Arttihi’s hand-to-hand combat is emblematic of duels
and battles throughout Danismendname. Scholars have noted the presence of “cliched” or
“stereotyped” language in battle encounters; verbs and phrases such as hamle kildi (he attacked)
and men ‘ eyledi, bir dahi urd, redd eyledi (he blocked [the blow or attack], struck again, and
countered [counter attacked]) are repeated verbatim throughout the text. The narrative structure
of the encounter is equally formulaic: first, Melik and his enemy trade taunting language. Then,
Melik dons his weapons, mounts his horse, and faces his enemy (saz silahin geydi, atina suvar
olub ana karsu vardi) as he will time and time again against Byzantine, Armenian, Georgian, and
Frankish foe alike. A stylized, choreographed exchange of blows ensues.

In Danismendname, scenes such as this—in which characters duel or engage one another in
the midst of battle—follow similar, and somewhat predictable, patterns and are often dismissed
as formulaic. Using Walter J. Ong’s definition of formulaic or formulary as “referring quite
generically to more or less exactly repeated set phrases or set expressions [...] in verse or prose,”

this chapter argues that the formulaic narrative and linguistic elements of Danigmendname are

2 Ciin Melik Danigmend uyandi dahi turigeldi gordikim ol yazi ortasindan bir er ¢ikageldi, bir ata binmis,
‘acd’ib heybetlii er idi, sanasin kim bir nerre divdi, bakdi, Melik Danismend gordi daht ¢agirdi kim: “Ne
kisisin kim gendii ayagunile gendii giiriine geldiin, seniin ne zehriiy vardur ki bu makamda oturursin,
beniim heybetiimden bu yérlerden divier gegmez,” dédi. Ciin Melik Danismend ani isitdi turdi, saz silahin
geydi, atina suvar olub aya karsu vardi, hamle kildi, eyitdi kim.: “Erlik i¢inde ney var gétiir goreliim,”
deédi. Dahi Melik Danigmend gérdi kim ol eriin boyninda bir hag asilu, bildi kim kafirdur, derhal el siinii
urdi, Melike hamle kildi. Melik men * eyledi, ikinci gez hamle kildi, alimadl, ligiinci gez hamle kild: zafer
bulimadi. Bu gez nevbet Melike degdi, el kilica urub kafire indiirdi, ol er men * eyledi, bir dahi urdi, redd
eyledi. Her alet-i harbile ¢ok diiriisdiler, birbirine zafer bulinmadilar, ¢iinkim géce oldi birbirinden
ayridilar. Mélikoff, La geste, 11:19-20.

3 Ong, Walter J. Orality and Literacy: The Technologizing of the Word. New Accents. London: Routledge,
1991: 25.

75



worthy subjects of study. This chapter presents a new approach to the reading of
Danismendname that centers, rather than disregarding or dismissing, its formulaic elements.
Every scene, emotional plot, and emotion word that is formulaic in medieval Islamic popular
literature—and indeed, medieval Islamic literature of any register—is still imbued with
historicity. Studying their preservation and repetition can speak volumes about the emotional
community of the author and his audience, as can exploring #ow the formulaic elements operate
within the text.

But Danigmendname in particular makes a unique offering: in its pages, scholars encounter
scenes that challenge our understanding of narrative formulae that we expect from its religious-
heroic genre and its popular register. Not only that, we encounter what might be considered a
stylistic evolution from the strict demands of orally-transmitted tradition. Curiouser still, this
[lexibility of formulae is most often seen in moments where principal characters are experiencing
emotions. Rather than relying on the fixed formulae illustrated in the scene above and throughout
other representatives of its genre, such as Battalname, at times the narrative of Danismendname
lingers in moments of emotion and draws on a more diverse lexical palette to give a glimpse of
interior crises.4 The text uses flexible formulae to depict moments such as Arttih1 weeping as he
longs for Efromiya. Flexible formulae can also be seen in depictions of Melik Danismend, who
in stark contrast to his literary and literal forebear Seyyid Battal, doubts his army’s strength on
the eve of battle and despairs.

By comparing Danismendname to other contemporary texts of its genre, such as

Battalname, we see that it contains scenes that push the boundaries of narrative formulae set

4 Ong, Orality and Literacy, 44.
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forth by its genre and the demands of orally-transmitted tradition in ways that make it a uniquely
rich subject for and well-suited to the study of emotion. Indeed, for a field as nascent as that of
the study of emotions in Old Anatolian Turkish literature, it is a natural place to begin. I also
argue that because these moments of formulaic flexibility were either selected by ‘Arif ‘Ali to
remain in the text as he redacted and preserved the narrative or were added by him in both prose
and poems, these depictions of emotions can be attributed to his pen and thus allow for the study

of emotions in fourteenth-century central Anatolia.

Definitions

In his seminal text Orality and Literacy, Ong voices his support for Joel Sherzer’s
suggestion that scholars interested in orality-literacy contrasts should conceptualize their subject
of study as “a continuum between the ‘fixed’ and the ‘flexible’ use of formulaic elements.
Sometimes formulaic elements are managed in an effort to establish verbatim sameness,
sometimes they work to implement a certain adaptability or variation.”> Here, I conceptualize the
use of formulaic elements in Danismendname as existing along a spectrum or continuum.
Narrative and lexical formulae in this redaction vary in their malleability from what is fixed—that
is, to borrow Ong’s definition a second time, more or less exactly repeated set phrases or set
expressions, crystalized by the necessary processes of oral transmission—to what is flexible.
Some formulae are composed of verbatim or nearly verbatim repetition of narration or lexical
choice; we can imagine them appearing on one side of the continuum, closest to the term fixed.

Other formulae move away from the fixed toward the far side of the continuum: that is, the

5 Ong, Orality and Literacy, 29, 64.
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flexible. The term flexible suffers from a more slippery definition than the term fixed, for the
flexible only comes into focus when contrasted with what is fixed. Specificity of genre, language,
transmission, register, and literary context all play a role in its existence and appearance.
Throughout this chapter, examples of fixed and flexible narrative formulae will be given
alongside one another in order to shed light on their differences.

By narrative formula(e), I mean a repetition or echoing in the elements of narrative, be
they the structure of scenes, imagery, or motif. An illustration of a narrative formula may be seen
Battalname. At the opening of several chapters, we see the eponymous hero Seyyid Battal sitting
with his gazis when a stranger enters their gathering.® The stranger invariably falls to Seyyid
Battal’s feet and weeps, then tells a story of how he is troubled and requires help. Stirred by the
story, Seyyid Battal-—and sometimes his companions—also weeps, then immediately begins to
enact a solution to the supplicant’s problem. The stage is set, the problem for Seyyid Battal to fix
is unveiled to the audience, and the adventure begins.

By lexical formula(e), I mean the repetition of words or set phrases in narration or
description. These can be verbatim, fixed formulae, such as the repetition of (saz silahin geydi,
atina suvar olub ana karsu vardi, hamle kildr) in battles, or flexible formulae that include less
frequently used words or set phrases. Lexical formulae allow us to analyze the makeup of

narrative formulae—such as imagery or motif—on a more granular level.

Orality, Genre, and the Formulary

6 “The Story of Sa‘id and Gazban, Son of Shamun,” “The Story of Kaytiir Abad,” and “The Story of
Taryun and his Daughter Gul-Andam.” Dedes, Battalname, 147, 153, 180.
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As described in the Introduction, Danismendname draws from an oral tradition. It was was
perhaps written in some form in the mid-thirteenth century’ before being redacted in the mid-
fourteenth-century by ‘Arif ‘Al1.8 Texts such as Battalname, Varka ve Giilsah, and Saltukname,
among others, made similar transitions from orally-transmitted traditions to paper in the
fourteenth and fifteenth centuries. Some were commissioned by princes,’ while the patrons and
impetuses behind the transcription of others is more ambiguous.
When we examine this group of texts, it is easy to pinpoint a common feature: the fact that
they originated and were circulated in oral cultures is evident in their structure and prose. Simply
put, these texts echo Persian literary scholar Julia Rubanovich’s description of the genre of the
Persian dastan:
Their composition and transmission are closely linked to the institution of professional or
semi-professional storytellers known in various historical periods as muhaddithiin, gissa-
khwanan, or naqqalan. Commonly categorized within the domain of Volksliteratur,
dastans are permeated with the pragmatics of oral/aural transmission and reception,
displaying stylistic simplicity and accessibility to addresses with diverse literary-
linguistic competence.!0

As examples of popular literature, these texts are characterized by their simple prose (or verse)

style that features less complicated syntax than court literature or, to borrow the term of Persian

literary scholar William L. Hanaway, “polite literature,” and more closely reflect everyday

7 Mélikoff lists mentions of the possible author of this text, Ibn ‘Ala, in the Istanbul and Leningrad (St.
Petersburg) manuscripts. Mélikoff, La geste, 1:55n3.

8 Anetshofer,“The Hero Dons a Talismanic Shirt for Battle,” 180.

9 Karamustafa, Ahmet T. “Sar1 Saltik Becomes a Friend of God.” In Tales of God’s Friends: Islamic

Hagiography in Translation. Ed. John Renard, 136-44. Berkeley: University of California Press, 2009:
136.

10 Rubanovichh,“Aspects of medieval intertextuality,” 248.
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speech in a way that is “largely unadorned by the rhetorical devices and stylistic conventions of
polite literature.”!!

As discussed in the Introduction, Danismendname can doubtlessly be classified as popular
literature, a conclusion drawn from the nature of surviving manuscripts and its linguistic register,
especially of its prose. Mélikoff commented that the “simple and archaic” prose of the redaction
is of “limited inspiration” compared to ‘Arif ‘AlT’s poetry, noting a “difference in erudition”
between the two;!12 moreover, she writes, the prose “abounds in redundancies.”!3 In his 2005
article “Stereotyped expressions in early Turkish epic poetry,” Ottoman literary historian Tadeusz
Majda comments that “stereotyped expressions or cliches are the most characteristic features of
early Ottoman Turkish epics.”!4 Setting aside the egregious error of calling Danismendname and
other fourteenth-century central Anatolian texts such as Varka ve Giilsah “Ottoman,”!5 the
conclusions reached by Majda’s article—that indeed, there are many stock phrases relating to

battle to be found in the prose epics of late medieval Anatolia—are still shallow. Mélikoff

11 Hanaway, “Persian Popular Romances,” 18.
12 M¢élikoff, La geste, 1:64, 161.

13 “A cette image, on peut ajouter celles, non moins fréquentes, de la poussiére soulevée par les chevaux,
qui forme une colonne s’élevant jusqu'au ciel, ou des cris de guerre des héros qui font trembler ciel et
terre et crever la poche de fiel des ennemis, ou du héros qui souléve son adversaire par la ceinture et le
fait tournoyer au-dessus de sa téte avant de le jeter a terre.” Mélikoff, La geste, 1:165, 183.

14 Majda, Tadeusz. “Stereotyped Expressions in Early Turkish Epic Poetry. Descriptions of Battle
Commencement, Preparing Armies for Attack, Withdrawal, and Duels.” Rocznik Orientalistyczny 58, no. i
(2005): 111, 112.

15 Two manuscript copies of Varka ve Giilsah, including the oldest (which gives its date of composition as

743/1342-3), are from Sivas. Smith, Varqga ve Giilsah, 16. It was not until after the death of the ruler
Kadi Burhaneddin Ahmed 1381-98 that Sivas and other territory once belonging to the beylik of Eretna

was incorporated into Ottoman territory. (Claude Cahen, “Eretna,” EI?; Kemal Gode, “Eretnaogullar,”
TDVIA, 11:295-296.)
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commented on these same formulaic battle imagery in her lengthy introduction to the text nearly
half a century before Majda.

Those who study medieval Islamic poetry and popular literature of any tradition are
accustomed to the presence of abundant tropes. Beloveds and heroic youths are moon-faced;
warriors diving into the fray of battle are heralded with drums and acclaim. Duels mid-battle are
uniformly stylized and highly formulaic affairs. The study of pre-modern Islamic literature is, in
a way, the study of the formulaic: the modern scholar grapples with traditions, tropes, and
imagery in both prose and poetry, in Arabic, Persian, Turkish, and other Islamicate languages.
Unlike Majda, I go beyond simply identifying the use of fixed formulaic language and argue that
it is more useful to explore #ow fixed and flexible formulae function in Danismendname.
Detailed comparisons with a representative contemporary text of its genre—specifically
Battalname—illustrate the differences between the two types of formulae. These comparisons
further serve to contextualize the place of Danismendname in its genre as well as contextualize
scenes and imagery that will be discussed later in the project. While following discussion is by
no means an exhaustive comparison of the two texts, I intend for it to facilitate and deepen our
understanding of fixed and flexible formulae in Danismendname.

I avoid the terms “cliche” and “stereotyped,” as these indicate value judgment on the part
of the scholar.16 Danismendname remains a rich source for the study of emotions whether or not
twentieth or twenty-first century scholars find aesthetic value in its prose. The arguments that
follow are informed by the belief that just because a phrase, image, or emotion word is a fixed

formula does not preclude it from being imbued with affect in the eyes of the emotional

16 Majda, “Stereotyped expressions,” 113.

81



community of the audience of Danismendndame. On the contrary, one can argue that conservative
oral culture preserved certain fixed formulae because they had powerful affect to the emotional
community of the author and audience.

Moreover, the affective power of fixed formulae might not be immediately apparent to us
as modern readers of the text specifically. As William L. Hanaway writes, we as scholars must
remember that we are approaching these texts through the “wrong medium,” likening the
occasional lack of color in the text of Persian popular romances to how the works of “present day
narrators in Tehran are flattened out and lose most of their color and excitement” when presented
in text.!7 As Mélikoft rightfully points out, Danismendname’s syntax and choice of imagery
makes it clear it was meant to be read aloud. She highlights, for example, the use of
onomatopoeia:

in kili¢ ¢akildusi, we hear the sound of clashing swords; in yay tingildusi one feels the
vibration and the resonance of the bowstring; in ok fisildusi, we hear the hissing and
swarming of arrows; in kili¢ yalabimasi, we see the reverberation of light in the crossing
of the blades.!8
This is the kind of color that Hanaway writes is lost when the text is not read or recited aloud.
Just as Persian popular romances were meant to be told by storytellers to audiences,
“accompanied by varying tones of voice and speeds of delivery in addition to gestures of the
head, arms and body of the storyteller,” we approach Danismendname and contemporary texts

through the wrong medium. While they may “make tedious reading,” we must keep this

methodological consideration in mind throughout the discussion of fixed formulae.

17 Hanaway, “Persian Popular Romances,” 15.

18 Mélikoff, La geste, 1:65.
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Battalname

Battalname is an example of a text that originated in an oral culture and preserved fixed
formulae in its narrative structure and lexical formulae. Because of this, it serves as a valuable
foil to Danismendname. By using Battalname to lay out established formulae characteristic of
the genre of Old Anatolian Turkish religious-heroic narratives, we may then draw distinctions
between the fixed and flexible formulae of Danismendname.

According to Ong, oral cultures establish “a highly traditionalist or conservative set of
mind,” for “without a writing system, breaking up thought [...] is a high-risk procedure.”!?
Writing cultures, on the other hand, allow for innovation and breaking up of the formulaic. The
importance of formulaic expressions in orally-transmitted traditions goes beyond acting as
mnemonic devices; a tradition’s ability to be remembered preserves knowledge in oral cultures.
He stresses that:

Traditional expressions in oral cultures must not be dismantled: it has been hard work
getting them together over the generations, and there is nowhere outside the mind to store
them. So soldiers are brave and princesses beautiful and oaks sturdy forever. This is not
to say that there may not be other epithets for soldiers or princesses or oaks, even
contrary epithets, but these are standard, too: the braggart soldier, the unhappy princess,
can also be part of the equipment. What obtains for epithets obtains for other formulas.
Once a formulary expression has crystallized, it had best be kept intact.20

In the case of Battalname, Dedes argues that the “conservatism” of the text’s formulae had to do

with the fact that the majority of storytellers (kissahwans) who transmitted the oral tradition

19°Ong, Orality and Literacy, 41.
20 Ong, Orality and Literacy, 39.
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“were of the ‘reproductive’ rather than a ‘creative’ type of traditional performers of low folk
literature.”?!

Yorgos Dedes writes in the introduction of his edition to the text that the roots of
Battalname may stretch as far back as far as the arrival of the Danismendid Turks in Malatya
after the Battle of Manzikert in 1071. Due to the fact the text contains no indications that the
conquest of Anatolia has been completed or that Constantinople has been conquered, Turkish
folklore scholar Pertev Boratav suggests that the compiling or composition of Battalname should
be dated to the Seljiik period.22 This dating of the text is challenged by Peacock, who rightfully
points out that while the tradition of Seyyid Battal certainly circulated on the frontier with
Byzantium in the thirteenth century, “that is not to say the epic was written down in Turkish
then.”23 The edition presented by Dedes is based on the oldest known preserved manuscript of
Battalname, dated 840 AH (1436-7 CE),24 which Peacock believes is “evidently” a copy of an
earlier version, though it is impossible to say how much earlier.2>

Battalname tells the story of a young hero called Ja“far (later dubbed the eponymous
Battal, and often referred to as merely Seyyid) avenging his father’s death at the hands of
Byzantine nobles, waging gaza—which in this context Kitap¢1 Bayr calls “freelance raiding”—

on the Byzantine enemy. 26 Boratav writes that Battalname is considerably different in narrative

21 Dedes, Battalname, 76-7.
22 Dedes, Battalname, 10.
23 Peacock, Mongol Anatolia, 153.

24 Archaeological Museum in Istanbul (catalogue no. 1455). Based on extant scribal errors, Dedes
concludes it is a copy of not only a much earlier manuscript, but the copyist may have drawn on several
other early manuscripts. Dedes, Battalname, 85.

25 Peacock, “The Emergence of Literary Turkish,” 153.

26 Bary1, Warriors, Martyrs, and Dervishes, 179.
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structure and technique from The Book of Dede Korkut and other oral epics “the nomadic Turks
brought with them from Transoxiana,” arguing that it was modeled on Arabic popular
literature.2’ Thematically, Battalname draws heavily on Arabic popular sira literature such as
Strat Dhat al-Himma, as 1t is set within the historical context of the Arab confrontation with
Byzantium in Anatolia in the early Abbasid period.28

Battalname inaugurated the cycles of religious-heroic prose narratives of which
Danismendname is a clear part, making it not only a close relative of our subject of study, but a
natural and essential point of comparison. Indeed, the fourteenth-century redaction of
Danismendndame is in unambiguous conversation with Battalname. The first sentence of the first
meclis begins “when the story of Battal Gazi ended, and when ‘Abdii’l-vehhab and the other
gazis passed from this world into the next, the people of Malatya learned of it and mourned.”?°
Moreover, Seyyid Battal himself and, occasionally, his companions, appear in dreams to various

characters in Danismendname to offer advice and encouragement in times of need.

The Fixed and the Flexible

This section selects scenes from Danismendname to demonstrate fixed formulae, using
comparisons to Battalname to further illustrate on how the demands of genre and oral
transmission likely shaped the use of fixed narrative formulae in depictions of battles,

conversions, and the Other. Because the flexible only comes into focus when contrasted with

27 Dedes, Battalname, 10.
28 Dedes, Battalname, 1.

29 Mélikoft, La geste, 1:190, 11:5.
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what is fixed, each subsection then draws on an example of flexible formulae from depictions of

the three principal characters of the narrative: Melik Danigsmend, Efromiya, and Artiihi.

Fixed Battles and the Flexibility of Melik Danigsmend

The narrative and lexical formulae of battles in Danismendname are examples of fixed
formulae. I theorize that the fixed formula of taunting in duels is an example of what historian of
emotions Ann Marie Rasmussen terms “heroic anger.”30

The subject of Majda’s aforementioned article, battles are perhaps the most prominent
narrative feature of Danismendname. The verb hamle kil- (to attack), to name but one verb that
indicates coming to blows with an enemy, appears 222 times in the narrative, illustrating just
how frequently the heroes enter battle.3! This is unsurprising given both the text and the genre’s
preoccupation with conquest; the verbatim or nearly verbatim repetition of many verbs, phrases,
and imagery related to battle is also unsurprising given given the orally-transmitted origins of the
narrative. The importance of fixed formulaic expressions in orally-transmitted traditions goes
beyond acting as mnemonic devices for recitation: a tradition’s ability to be remembered

preserves knowledge in oral cultures.3?

30 Rasmussen, “Emotions, Gender, and Lordship,” 184.

31 Mélikoff, La geste, 11:23, 24, 27, 30, 31, 32, 33, 41, 42, 45, 46, 48, 51, 52, 54, 58, 59, 63, 64, 65, 67, 70,
73,74, 48, 80, 81, 82, 83, 84, 87, 89, 90, 91, 95, 96,97, 98, 106, 107,108, 109, 111, 112, 113, 115, 116,
117, 120, 125, 126, 132, 145, 146, 147, 148, 149, 151, 152, 162, 163, 164, 167, 171, 173, 174, 179, 182,
183, 186, 187, 188, 189, 190, 201, 202, 203, 204, 205, 206, 207, 225, 226, 227, 228, 247, 248, 257, 258,
260, 261, 262, 269, 271, 271, 273, 274, 275. This is not inclusive of the verb hamle ét-, which is nearly
identical in meaning to kamle kil-, nor of (number or ¢ok [many]) hamle arada hatd ge¢-, which indicates
the number of times someone was attacked but the opponent missed their target.

32 Ong, Orality and Literacy, 39.
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In addition to the influence of oral transmission, Mélikoff attributes the repetition of
similar battle imagery in Danismendname to the fact that it references on “the source of all
Turkish-Iranian epic literature”: the Shahnameh. She likens the imagery of the heroes throwing
themselves at the enemy “like hungry wolves on a flock of sheep” to an example of Bahram
Chiibin doing the same in the Shahnameh.33 In addition to this image, she cites the frequent
repetition of dust raised by the hooves of approaching horses, the war cries of the heroes shaking
the heavens and the earth, and the image of the hero lifting his opponent in combat by the belt,
spinning him overheard, and throwing him to the ground.34 This observation is compounded by
the fact that ‘Arif ‘Alf explicitly likens Melik Danismend, Artiihi, and Efromiya to Rostam, a
principle hero of the Shahnameh, in battle. Majda’s analysis of Danismendname is less
sophisticated, as his argument does not investigate the reasons for the presence of fixed linguistic
formulae in the texts under analysis. His taxonomy of “cliches” includes the heralding of the
beginning of a battle with “kettledrums, trumpets, and pipes,” the appearance of banners when
the aforementioned cloud of dust is split in two by wind, and a repetition of the drums when
armies withdraw from battle.35

One of Ong’s examples for “crystallized” fixed formulae include the braggart soldier, a
fixed formula which is certainly evident in the one-on-one duels that appear throughout the

battles of Danismendname. Almost invariably when entering a duel, Melik Danismend

33 Mélikoff, La geste, 1:165.
34 Mélikoff, La geste, 1:165.

35 Majda, “Stereotyped language,” 112, 113.
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announces himself (“Benem Melik Danismend!”);36 this is followed by a rhyming formula that,

more often than not, involves insulting the enemy, calling him epithets such as kafir (infidel),

mel in (cursed one), seg-i bi-din (infidel [literally: without religion] dog), or na-bekar (good-for-

nothing).37 Either Melik Danismend or his foe challenge the other to come get a taste of what

they have to offer. Anger rises; Melik Danismend gives a war cry. The duel then commences:
Suddenly, in the midst of battle, Melik Danismend arrived at the cursed lord of the
Georgians, Behmen. That cursed one mocked Melik Danismend. Melik said: “Oh cursed
one, don’t mock [me], come forth and let’s battle!” The cursed one stood in his stirrups,
arrived at Melik Danigsmend, and brought his sword down on him. He attacked him three
times (kili¢ indiirdi, bart ii¢ hamle kildi); Melik blocked him thrice (iigiini dahi men”
eyledi). When it was Melik’s turn [to attack], he cried “Ya Allah!”, reached the cursed

one, and struck him with such a blow of the sword that he was split in two all the way to
the pommel of the saddle (bir zarb-i tig séyle urdikim eyer kasina degin iki pare kildr).38

The fixedness of narrative and lexical formulae of duels in Danismendname are apparent when
we examine them alongside comparable scenes in Battdalname. Let us turn to a scene in the latter
in which Seyyid Battal intervenes in a battle to defend one of his followers:

Then Mihran got up in a rush and mounted his horse. He took his mace and marched

against him and roared like a dragon. As soon as Muhammed saw him, he abandoned all
hope for his life, saying, “l am tired and weak. What could I do against this cursed

36 Consider, for example: (1) “Benem Melik Danismend-i Gazi, gosterem size hilepazi!”; (2) “Benem
Melik Danismend-i Gazi, birdiir katumda kafiriiy ¢ogi azi, bu giin eliimden kanda iltesiz bogazi? ” dédi
dahu kafirleri zir ii zeber kildi. Mélikoft, La geste, 11:98, 112.

37(1) Mel ‘an: “Ey mel un nire kagarsin,” deéyiib bir zarb-i tig Miha 1l farkina soyle urdikim la ‘ini eyer
kasina degin iki pare kildi. (2) Na-bekar: diledikim yine hamle kila, Artihi eyitdi: “Hay Nabekar!
Neylersin? Nevbet beiimdiir,” deyiib erdi Kafire bir kili¢ urdi. (3) Bi-din: Andan Melik Danismend |[...]
Nestora eyitdi kim: “Ey seg-i bi-din, cani eliimden kanda iltesin? ” dédi. Nestor eyitdi: “Ey pehlevan
benden ne dilersin? Ya Artuhidan sana ne fa’ide? Gel sen ortadan ¢ik sana yiiz deve, yiiz kul, yiiz yiik
hazine, bu ciimlesin sana véreyim ta ben dadumi Artithidan alayum,” dedi. Melik Danismend eyitdi: “Bu
dédiikleriin hep beniimdur insallah!” déyiib Nestora hamle kildi. Mélikoft, La geste, 11: 88; 113; 160.

38 Na gah Melik Danismend cenk arasinda Giurciler begi Behmen la ‘tne ugrad, ol la i Melik
Danismende herze ve hazayan séyledi, Melik eyitdi: “Ey la Tn, herze yéme eger erisen, gel berii cenk
édeliim!” deyince la Tn atina mahmiiz urdi ériib Melik Danismende kili¢ indiivdi, bart ii¢ hamle kild,
Melik Danismend iigiini dahi men * eyledi. Nevbet Melike degdi, “Ya Allah!” déyiib érdi la ne bir zarb-i
tig soyle urdikim eyer kasina degin iki pare kildi. Mélikoft, La geste, 11:160.
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wretch?” He supplicated and asked for the intercession of the Apostle of God.3? It was
just at that moment that Seyyid appeared and saw Muhammed was facing Mihran in
battle. When Mihran reached over and attacked with fury. [sic] He hit Muhammed with
his lance, lifted him from his horse, and threw him to the ground. He was about to turn
and finish his job when Seyyid gave such a war-cry that the heavens and earth shook
together. Mihran was startled. When he [Mihran] collected himself, Seyyid reached him
and said, “You cursed wretch, keep your hands away from him, I am your opponent.” The
cursed wretch said, “Here you are, have some of the same gifts” and hurled the lance he
was holding. Seyyid avoided it and when he [Seyyid] approached to pass him [Mihran],
he [Seyyid] took his right foot out of the stirrup, gave Askar a spurring, and then hit
Mihran in the chest so hard that both his feet went off the stirrups and he collapsed from
the horse’s back head down on the ground. When he [Mihran] was debilitated [could not
move], he [Seyyid] jumped down [from his horse] and sat on his chest. Mihran opened
his eyes, saw Seyyid and said, “Who are you?” Seyyid said, “I am Seyyid Battal Gazi, so
accept the faith fast, otherwise I’ve cut your head off.” The cursed wretch started his
nonsense so Sayyid severed his head from his body.40

The similarities are easy to pinpoint: the enemy is called /a ‘in (cursed one); the enemy taunts
Seyyid Battal, inviting him to face him in a duel; to the hero gives a war cry; the imagery of
standing in the stirrups and striking the opponent in both texts echo one another closely. At the
end of the encounter, the enemy is invited to convert to Islam, but instead mocks the hero (here,
herze; in Danismendname, herze ve hazayan) and loses his life in a visually visceral fashion: his

head is separated from his body.

39 L.e., the epithet used to refer to the Prophet throughout Dedes’s translation.

40 Mihran tiz turigeldi atina bindi. Giirzin eline aldi karsu yoridi ejderha gibi anwrdi. Muhammed ani
gordi gendiiden timidin iizdi eyitdi: “Ben haste yorulmis ne kilayim bu mel ‘une? ” dédi. Miinacat kild
resiil Allahi sefi* getiirdi. Olidi kim Seyyid ¢ikageldi. Gordi kim Muhammed Mihranila mukabil olmus.
Ctinkim Mihran gazabila yétigdi bir siinii urdi Muhammedi gotiirdi atindan yabana atdi. Diledi kim déne
isin tamam kila. Seyyid bir na ‘ra vurdi ki asaman-ii-zemin ditredi. Mihran serasime oldi gendiizin
disirince Seyyid yétisdi eydiir: “Ya la ‘in eliinyi cek andan ki herifiin us benem,” dédi. La ‘in eydiir: “Al
imdi ol yidiigi armagandan sen dahi,” déyiib elindeki stiniiyi havale kildi. Seyyid men * eyledi. Geldi kim
gege sag ayagin tizeytiden ¢ikardi, Askara mehmiiz urdi, bir pust sinesinde soyle urdi kim iki ayagt
lizeniiden ¢ikdi at sagrisina depesi tistine mu ‘allak yikildi. Orselenii turinca sigrad sinesine ¢ikdi. Mihran
g6zin agdi Seyyidi gordi eydiir: “Kimsin?” Seyyid eyitdi: “Benem Seyyid Battal Gazi. Tiz iman ‘arza kil
yohsa basin kesdiim,” dédi. La ‘in herzeye basladi basin gévdesinden ciida kildi. Dedes, Battalname,
1:144, 11:400. Translations from Battalname are Dedes’, with a few necessary corrections.
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In this encounter and the many other battles in the narrative, Seyyid Battal is depicted
almost invariably as without fear. According to Ong, this is typical of the oral narrative’s
preoccupation with exterior crises.*! When depicted in the midst of battle, Melik Danigsmend is
usually just as fearless. However, ‘Arif ‘Al also chose to depict Melik Danismend in moments
of interior crisis, drawing on a more diverse lexical palette—be it drawn from the text he was
redacting or his own additions—to linger in moments of profound emotion. A repeating narrative
formula in Danismendname is the portrayal of Melik Danigsmend despairing and grieving in the
aftermath of (and/or on the eve of) battle. The martyrdom of hundreds of his soldiers at the hands
of the enemy causes him to weep. He turns his face to the heavens and implores God for help:

Then Melik looked at the army and saw that many Muslims had become martyrs. When

he saw this state, he wept, his heart broke ; he wept profusely and turned his face to the

sky, and recited a poem asking God the Almighty for help.42
Not only does Melik feel deeply at the sight of his martyred men (goyli sindi), he weeps
profusely (agladi; ¢ok agladr) and turns to the heavens for help. This reaction, which occurs in
the middle of the narrative (in the tenth meclis of seventeen) differs from previous losses in
battle, where Melik Danismend’s reactions more closely hewed to the fixed formula illustrated
by Seyyid Battal: whether he is victorious or not, the reflection and distress evident in the above
selection does not appear. The image of the king weeping or despairing and certainly a narrative
formula that, like other depictions of Melik Danismend, draws on the Shahnameh and other

traditions known to ‘Arif ‘Alf, his audience, and the audience of earlier iterations of the oral

41 Ong, Orality and Literacy, 44.
42 Andan Melik ¢eriye bir gez nazar [kuldi] gordi kim ¢ok Miisiilman sehid olmis, Melik ol hali gorub

agladi gonli sindi, ¢ok agladi dah yiizin goge tutub miindacat kilub Alla Te ‘aladan yardim diled;.
Meélikoff, La geste, 11:164. See discussion of Melik Danigmend’s grief in Chapter Four.
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tradition. However, the fact that this depiction differs lexically and narratively from others in

Danismendname and Battalname make it an example of a flexible formula.

Fixed Conversions and the Flexibility of Efromiya

Conversions of warriors and women—and both, in the case of Efromiya—feature
prominently in Danismendname. As Melik Danismend tells Artiih1 in the second meclis (see
below), his purpose in coming to Riim is to make the land Muslim, and so he does. As with battle
scenes, fixed narrative formulae for conversion narratives exist in Danismendname because these
depictions draw on a rich literary heritage of conversion narratives in Arabic and Persian texts of
different genres, be they religious-heroic prose epics like Danismendname and Battalname,
hagiographies, kissas-1 enbiyd, popular romances, or other genres.

The question of conversions and identity in Danismendname is a topic that has been dealt
with in depth by Kitape¢1 Bayri in Warriors, Martyrs, and Dervishes. Conversion is perceived as a
political act in texts like Danismendname and Battalname, she writes, after the “political
conversion” in which the non-Muslim or Riimi recognizes the military and spiritual leadership of
Melik Danismend or Seyyid Battal, the Other is no longer considered an infidel.43

There are three fixed narrative formulae for conversions that appear in Danismendname.
The first is conversions that occur on the battlefield or in the wake of defeat in combat, such as
that of Artiih1 depicted above. The second involves either a character, usually Melik Danismend
or Arttohi, reciting of the Qur’an or speaking about the Prophet with such eloquence and power

that their listeners are swayed to consider conversion; these feature repetition of fixed language

43 Kitapg1 Bayri, Warriors, Martyrs, and Dervishes, 190.
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describing the eloquence of the Muslim speakers. The final formula is conversion in dreams,
which feature one or many of the following repeated descriptions: (1) a lush garden, (2) angels or
religious figures, such as Hasan and Hiiseyin, (3) smells of “ud and ambergris, and/or (4) the
appearance of the Prophet revealing future events and urging the convert to aid the Muslim
heroes.

Artiih1’s conversion, described above, is emblematic of this first formula. Let us draw our
attention, however, to a specific line that the above description elided for the sake of concision.
After the two warriors part from fighting to rest for the night, neither having defeated the other,
Arttihi invites Melik Danismend to share his food:

“The wine touched this food,” Melik Danismend said. “I won’t eat it.”

The young man turned and asked for Danigmend’s name.

“My name is Melik Ahmed,” Melik said. “I am known as Danismend.”

“Why did you come to Rim?” the young man asked.

“To conquer this land,” Melik said.

“Why conquer it?” the young man said.

“It is necessary that I make these lands Muslim,” Melik said.

“So you’re one of the sorcerers?” the young man asked.

“God forbid I be a sorcerer,” Melik said. “I am a Muslim.”

“Here, come and eat something so you’re not hungry,” the young man said.
“Because tomorrow you must fight with me.”

“If 1 eat with you, I won’t be able to fight you, because we will have eaten
together,” Melik said.

“So eat alone,” said the young man.

“That’s impossible, for would be beholden to your generosity; then if I fight you
tomorrow, [ will be ungrateful.”

The young man was astonished by Danismend’s eloquence and fell in love with
his religion (O! yigit Melik Danismendiiy fasahatindan ve belagatindan ‘acebe kaldl,
Melik Danismendiin dinine ‘asik oldr).*

It is due to the eloquence (fasahatindan ve beldgatindan) of the king that Artiih1 is drawn to

Islam. Indeed, it may be this moment—rather than his defeat in battle—that sets the stage for his

44 Mélikoft, La geste, 11:20-1.
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conversion. That said, Zeynep Aydogan points out that while Artthi’s sword point conversion
may at first blush “hardly seem to be a sign of inclusion,” his later adoption by Melik Danismend
as a comrade-in-arms and the narrative’s privileging of his participation in battles, romantic
experiences, and internal emotional life are evidence of the fact that the convert companion
figure in religious-heroic narratives was meant to signal societal inclusion of converted
characters.4>

Conversions in Battalname are equally fixed in their narrative formulae. The conversion of
one of the companions of Seyyid Battal, Ahmed Turran, begins in battle; this demonstrates that
the conversion of Artuhi1 in Danismendname is an example of a fixed narrative formula.
Formerly called Ahmar Tarran, this convert is introduced as warrior fighting for the infidel
enemies of Battal. He engages in a duel with the eponymous hero. After a fixed formulaic
exchange of blows Ahmar is defeated—but not killed. In astonishment, he says he has never seen
a young man like Seyyid Battal in his life. He leaves the battlefield and returns home.4¢ Seyyid
Battal follows him, hidden from sight, and observes Ahmar confiding in a woman over a meal
that he has never seen a young man like Seyyid Battal: “Ahmar started praising Ja'far [Seyyid
Battal]’s bravery and handsomeness so much that Ja‘far said, ‘it would be strange if this brave
man does not become Muslim.””47 Seyyid Battal comes out of hiding and announces himself as
the man Ahmar was just raising his glass to toast; the two men decide to wrestle, and if Ahmar is
defeated, he agrees to convert to Islam. They take hold of one another’s belts, and though Ahmar

tries three times, he cannot move the hero Seyyid Battal. Seyyid Battal gives a great war cry,

45 Aydogan,“Creating an Ideal Self,” 115-6.
46 Dedes, Battalname, 122-3.

47 Dedes, Battalname, 124.
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throws Ahmar to the ground, sits on his chest, and asks if Ahmar will keep his promise to
convert. Ahmar does and then accepts the “proper name” that Seyyid Battal gives him: Ahmed
Turran.*8

Early in Danismendname, Artiih1 is captured and put in prison by a foe called Miha’1l.
Miha’1l’s nephew, a youth called Panig, stands guard by his cell. In this demonstration of the
second aforementioned fixed narrative formula, Artiih1 recites the Qur’an. When Pani¢ hears this
recitation, his heart softens (Ciinkim Panig kur’an avazim dinledi bir mikdar génli yumusadh);
then, when Artthi describes the religion of Muhammed so eloquently that Panic gives a deep
sigh (ve Muhammed dininiiy ululugin Panica ol kadar vasf eyledi kim Pani¢ “ah’ étdi).*
Miha’1l daughter, Pani¢’s beloved, then converts after seeing the Prophet in a dream.5° Though
the words fasahat and belagat are not verbatim repeated in this scene, the manner in which
Artthi describes Islam inspires Panic to sigh deeply, an indication of having been moved
emotionally (and a common trope in Islamic literature).

This latter conversion brings us to dream conversions, one of the most common formulae
for conversions in Danigmendname.5! The first and most detailed in terms is that of Efromiya,
who relates her dream aloud after she fights her way away from the caravan that was taking her

to her wedding and rides off with Melik Danismend and Artiihi:

48 Dedes, Battalname, 124-5.
49 Mélikoft, La geste, 11:87.

50 Ol fiz éytdi: “Diigiimde Muhammedi gérdiim, beni diyine da ‘vet eyledi, bendahi Muhammed éyinde
Miisiilman oldum,” deédi. Mélikoft, La geste, 11:88.

51 The study of dreams in Islamic studies constitutes a burgeoning subfield, an overview of which goes
beyond the scope of this project. For an introduction, see: Green, Nile. “A Brief World History of Muslim
Dreams.” Islamic Studies 54, no. 3/4 (2015): 143—-67; and Sirriyeh, Elizabeth. Dreams & Visions in the
World of Islam: A History of Muslim Dreaming and Foreknowing. Library of Modern Religion; [.B.
Tauris, 2015.
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[...] suddenly I dreamt of myself in a garden, a garden the likes of which I have not seen
in the world. In that garden I saw a pavilion, and around the pavilion flowed four rivers.
One was of milk, another of honey, one of water, another of wine. Then I looked at the
pavilion, and I saw it was a building of four hundred layers of gold [and] of silver; from
all the windows the smells of ‘ud and ambergris emerged. A light emanated from each
layer. When I came to the door of the pavilion, two people stood. Then I looked inside the
pavilion and I saw there was a throne made of hyacinth. Its legs were of emerald and the
cushion of ruby; the walls were of gold. Upon that throne I saw a person sitting, his
turban was made of light, and his hair fell in two locks on either side; the light from his
face made the sun and the moon’s light feel ashamed. [...]

“Hello, oh Efromiya,” the leader said to me.

I lowered my head and I praised [him] and asked, “Who are you?”

“I am the lord of lords, the mediator of the people of the end of days, the leader of
the prophets, Muhammad Mustafa (peace be upon him),” he replied. “These seated
people are Hasan, Hiiseyn, Hamza, and “Abbas.” All of the Prophet’s companions sat,
then the Prophet (peace be upon him) said to me: “Come, become Muslim, so that you
are worthy of this paradise. God the Almighty has assigned Artih1 to you as a rightful
husband. It is necessary that Rim be conquered and made Muslim through you.
Tomorrow, when they take you away as a bride, two warriors will come to your side. One
of them will be Melik and the other will be Arttihi. It is necessary that you help them.
Those two people who are at the door are Melik Danismend and the other Artiih1.”

Then he gave me a spoon of serbet, and I took it and drank, and all of the pillars
of Islam and the great Qur'an became manifest in my body. Before him, I became
Muslim, and I was happy, and said “there is no God but God and Muhammad is his
prophet.”>2

52 Bu géce bir diis gordiim: na gah gendiimi bir bag icinde gordiim ki diinyada bir dahi anuy gibi bag
gordiigiim yokdur. Na gah ol bag icinde bir kosk gordiim ol koskiiy yoresinde dort irmag akardr: biri siid,
biri bal, biri su, biri sarab. Andan ol koske nazar kildum: dort yiiz derece gordiim altundan giimisden
degme pencereden ‘ud ‘anber kokusi ¢ikardr dahi her dereceden bir niir zahir olurdi. Ciin ol késkiin
kapusina geldiim andan iki kisi dururdi andan ol késke nazar étdiim andan bir taht gérdiim yakitdan
ayaklart ziimriidden fersi la ‘Idan divarlart altundan. Ol taht tistinde bir kigi gordiim oturur Tmamesi
nirdan iki boliik saci iki yana asilu yiiziniin nitrt ayun giiniin nirm hacil éderdi. [...] “Merhaba ey
Efromiya!” dédi. Ben bas kodum alkis eylediim dahi ““Siz kimlersiz?” dédiim. Cevab veriib eyitdi kim:
“Benem ol Seyyid-i Sadat, sefi i ehl-i ‘arasat enbiyanuy serveri mahliukatuy yégregi Muhammed Mustafa
—salla Allahu ‘aleyhi ve sellem. Bu oturanlar Hasan, Hiiseyn, Hamza, ‘Abbasdur.” Kamusi Resiiluy
yanmnda otururlardi. Andan Resiul Hazreti—salla Allahu ‘aleyhi ve sellem—bana eyitdi: “Gel Miisiilman
ol kim bu cennete layik olasin,” dédi. Dalhi: “Allah Te ‘ala Artiht sana halal kildy gerekdiir kim siziip
sebebiiniizden Rum agila Miisiilmaniik ola. Ciinkim érte seni gelin ileteler giderken iki server sana karsu
¢tkalar anuy biri Melik ve biri dah Artah dur, gerekdiir ki anlara yart kilub mu ‘avenet édesin dahi sol iki
kisi kim kapuda turur biri Melik Danismend ve birisi Artiulidur. Dahit bana kasuk serbet vérdi ben dah
alub i¢diim tamam Islam erkani ve Kur’an-i ‘azim beniim viiciidumda zahir oldi. Anuy éninde Miisiilman
oldum hos eytdiim ki: la ilaha illa Allah Muhammed Resul-ullah. Mélikoft, La geste, 11:31-3.
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This description is in clear conversation with the tradition of dream conversions in other genres
of Islamic literature. A conversion that occurs in the eleventh meclis demonstrates the fixed
narrative and lexical formulae characteristics of the above dream conversion. In this section,
Artthi and another gazi head to Mankuriya to rescue Efromiya. They come across a house with
three people inside, two men and a woman. They enter, attack, and kill the men. The woman
greets them by name. Surprised, Artthi and his companion ask how she knew their names. The
woman introduces herself as Meryem and describes a dream she had the night before. In her
dream, she and her husband and his kinsman (whom Artiih1 has just killed) were all in the
fortress of Mankuriya when it went up in flames. She saw some people who were in flames but
not burning; she called out to them but they gave no answer. The flames came up to burn her;
then a flood came and extinguished the flames surrounding her. She found herself in a garden
and is greeted by a young man; she noted that the garden is filled with smells luxurious
fragrances (misk ‘anber kohusu ‘alemi tutmisdi). The young man told her she cannot see the
Prophet because she was an infidel. In her dream, she decided to become Muslim (derhal ben
eytdiim ki: “Miistilman oluram!”). She then spoke to the Prophet, who told her to expect Arttihi
and his companion in the future and to help them get inside the fortress of Mankuriya. All those
inside the fortress who are Muslim will be safe; those who are not will perish. Meryem aids
Arttih1 and his companion in entering the castle, just as the Prophet instructed, and they free
Efromiya from her bonds.53 This imagery of Meryem’s dream mirrors Efromiya’s conversion,

albeit on a less grand scale.

53 Mélikoft, La geste, 11:178-9
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Cemal Kafadar writes that, contrary to the notion that the spirit of gaza was incompatible
with the toleration of or cooperation with the Other,
the congruity of these two reveals an essential point concerning the gaza spirit: it is,
among other things, an attempt to gain hearts and minds; it is always possible that the

pure-hearted infidel will join your fold. He or she is not necessarily an enemy to the bitter
end.>*

But Tijana Krsti¢ argues against this idea in her analysis of Saltukname in her book Contested
Conversions to Islam: Narratives of Religious Change in the Early Modern Ottoman Empire.
She believes that these religious-heroic prose epics are not “examples of syncretism” or of
“warrior dervishes having conciliatory attitudes towards the Christians.”S5 Rather, she writes that
these narratives of violence and conversion “demonstrate an ideological investment in the firm
upholding of religious boundaries”—a theory which is upheld by the character of Efromiya.5¢
Mélikoff refers to Efromiya, the most prominent female convert in Danigmendname, as a
“traditional Amazon of the Turkish epics.”s7 Selim Kuru writes that depictions of women in
orally transmitted story cycles such as The Book of Dede Korkut, Battalname, and
Danismendname are generally and incorrectly “evaluated in modern scholarship as
‘democratic,”” because of the manner in which women such as Efromiya and other female
characters participate more actively in the narrative either as warriors or in other active roles.
This is certainly true: Geoffrey Lewis wrote that the pre-Islamic Turkic heroines of the Oguz oral

epic The Book of Dede Korkut did “not sit passively in their tents,” but were “liberated” women

54 Kafadar, Between Two Worlds, 89.
55 Kitape1 Bayri, Warriors, Martyrs, and Dervishes, 11.

56 Kitap¢1 Bayri, Warriors, Martyrs, and Dervishes, 11, 11n29. Krsti¢, Tijana. Contested Conversions to
Islam: Narratives of Religious Change in the Early Modern Ottoman Empire. Stanford, California:
Stanford University Press, 2011.

57 Mélikoft, La geste, 1:129, 140.
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compared to later Islamic times.58 On the contrary, Kuru points out “a close reading of such texts
reveals a complex, if not misogynistic picture.”>9

Efromiya is the daughter of the Rim1 ruler of Amasya, Sah-i Sattat, who along with along
with her former suitor, Nestor, becomes Efromiya’s arch enemy and the arch enemy of her
beloved, Arttihi, and her king, Melik Danismend.®0 In an unpublished paper examining the
question of Efromiya’s social equality vis a vis her male companions in Danismendname,
Anetshofer argues that far from occupying an ideal “empowered” place in society, Efromiya and
other warrior women in the religious-heroic epics of late medieval Anatolia are not
representations of ideal women. Efromiya remains Othered; though she experiences a dream
conversion, attempts to convert others, and fights in the name of Islam, she is “neither
representative of a proper Muslim heroine, nor a Turkish heroine of nomadic heritage.”¢! On the
contrary, one can argue she is feared, Othered, and not trusted, for when she loses the male
protection of her king and her husband when these characters die in the final meclis, she is killed.
Artiih1’s servants express fear that she will revert to Christianity and wreak havoc on the Muslim
army; to prevent this, they poison her.62

Efromiya’s status as a convert warrior woman is evidently a fixed formula. Anetshofer

points out that Efromiya’s status as a warrior woman is “inseparably” tied to her Other status as a

58 Lewis, Geoffrey. “Heroines and Others in the Heroic Age of the Turks.” In Women in the Medieval
Islamic World: Power, Patronage, and Piety, edited by Gavin Hambly, 1st ed., v. 6:147—60. The New
Middle Ages ; New York: St. Martin’s Press, 1998.

59 Kuru, Selim. “Representations: Poetry and Prose, Premodern: Turkish.” In W&IC, online edition. n.d.
Accessed November 28, 2016.

60 Mélikoff, La Geste, 1:208.
61 Anetshofer,“How Equal Are Female Converts?” 1.

62 Mélikoff, La geste, 1:245.
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Muslim convert; while not every female convert to Islam in these epic narratives—
Danismendname, Battalname, and Saltukname—is a warrior woman, “every warrior woman is a
convert or foreigner.”’63 However, the way the narrative privileges Efromiya’s emotions is
certainly not a matter of fixed formulary. While other warrior women appear episodically in 7he
Book of Dede Korkut, Battalname, and Saltukname, Efromiya is a principal character in
Danismendname and accompanies the Melik Danigsmend, her Artuhi, and the king’s army on
many military adventures as their “equal [...] in courage and might” on the battlefield.o4
Moreover, like Melik Danismend and Artiih1 and notably unlike other female converts in the text,
the narrative peers into one of Efromiya’s interior crises.

In the thirteenth meclis, Sattat is captured by Melik Danismend and his army. Sattat
escapes; in the fourteenth meclis, he is captured a second time. Efromiya tries to convince her
father to convert to Islam during both his stints in captivity. Converting important infidel
captives to Islam appears to be a role of Efromiya. As both woman and Other; whether by her
identity as an Other, her gender, or both, she is an instrumental go-between when Melik
Danigmend wants the stubborn captive princess Giilntis Banii to convert and become his bride.%5

Efromiya is less successful with her father. At the beginning of the fourteenth meclis, Melik

63 Anetshofer, “How Equal are Female Converts?” 1.

64 Anetshofer, Helga. “Representations: Legends and Epics: Ottoman Empire” Encyclopedia W&IC
Consulted online 24 January 2017. Anetshofer, “How Equal are Female Converts?” 5-6. Lachenauer,
Isabel. “That Full Moon Took the Javelin into Her Hand: Warrior Women and Gender in Ysuf-i
Meddah’s Varqga ve Giilsah.” M. A., University of Chicago, 2017 (unpublished). A paper of the same title
was presented at the 31st Annual Middle East History and Theory Conference, University of Chicago
(May 2017) and at the Middle East History and Theory Workshop, University of Chicago (March 2017).

65 Mélikoff, La geste, 11:191-92, 217.
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Danismend grieves his fallen soldiers, praying until morning.¢ Then, he summons Artthi and
Efromiya to come before him. He asks Efromiya why her father hasn’t converted yet. Efromiya
says she went to Sattat in the night and said for him to convert, or else he will be killed in the
morning. Still he refused. As a result, Melik and his gazis accompany Efromiya to her father’s
tent. She enters and asks “Oh father, do you know me?” Sattat mocks her.67 She calls him to
convert again and the argument between father and daughter moves into verse. In prose again,
Efromiya pleads one last time for her father to convert, adding that Melik will cut his throat if he
does not. In response, Sattat curses the Prophet and continues to spew mockery at his daughter.
Because of this, Efromiya feels deeply distressed (gayet bi hiiziir oldr), rises and returns to Melik
Danismend, to whom she says: “that accursed one will never accept the faith.” She then returns
to her own tent.%8 The following day Sattat is brought forth and tied to a tree to be executed. His
daughter fires the first arrow.

This is a moment where the lexical choice made by ‘Arif ‘Al constitutes a flexible
formula. If we compare Efromiya’s deep disappointment with Battalname, it is clear the lexical
choices are different. In Battalname, use of the verb aglamak (to weep) is the only verb used to
express sadness or disappointment; if this moment adhered to fixed lexical formulae, aglad: or

¢cok agladi (she wept a lot) would suffice to communicate Efromiya’s disappointment. But here,

66 Andan Melik buyurdi ¢eriyi yokladilar, sekiz yiiz Miisiilman sehid olmis. Anlaruy namazin kilub defn
eylediler. Ol géce Melik sabaha degin Tayrinuy zikvine mesgil oldi. Mélikoft, La geste, 11:235.

67 Sattat basin kaldurub Efromiya’i gordi dah agzindan herzeler akmaga basladi. Mélikoft, La geste,
11:236.

68 Efromiya eyitdi: “Pes ogiidiim alub Miisiilman olmazsay Melik seni bogazundan asa, murdar olesin!”

La ‘tn buni isidiib Peygamberi sogdi, herzeler yédikim déemek olmaz. Efromiya gayet bi huziir oldr daht
turdi Melik Danismend katina geldi dah dédi kim: “Zinhar ol mel ‘ina aman vérmekim hig islaha kabil
degiildiir,” dedi. Andan gérii doniib gendii haymasina geldi. Mélikoft, La geste, 11:236-7.
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Efromiya is depicted as feeling gayet bi huziir, that is, very ill at ease, tense, or malcontent. The
only other places where b7 huziir are used in Danismendndame to describe Artuhi in his time of
greatest distress: when Efromiya is kidnapped in the ninth meclis, for example.®®

Many of Efromiya’s characteristics are examples of fixed narrative formulae: her place as
an Other, her role as a conduit for the conversion of other Others, and her participation in battles.
However, she is one of the very few characters in Danismendname (the others being Melik
Danigmend and Artiih1) that the narrative privileges with scenes of interior crises, and thus,

greater narrative and lexical flexibility of formula in moments of emotion.

The Fixed Other and the Flexibility of Artithi

Conquest and confrontation with the Other come hand in hand in the history of late
medieval Anatolia, and this is reflected in Danismendname. Depictions of the “infidel” Christian
Other in this text and also Battalname hew almost exclusively to fixed formulae. While Artthi is
introduced in the narrative as an Other, and his place as the converted companion of the titular
hero is a fixed formula that has facsimiles in in Battalname (Seyyid Battal’s companion Ahmed
Turran) as well as other texts, such as ‘Asikpasazade’s fifteenth-century Tevarih-i Al-i ‘Osman
(Osman’s companion Kdse Mihal).”® Much like Melik Danismend, the character of Arttihi
himself serves as a locus of flexible narrative formulae in his myriad moments of interior crises.

One notable fixed narrative formula regarding the infidel Other is the depiction of feasts in

prose and poetry featuring pork and other food items intended to be perceived as revolting by the

69 Mélikoft, La geste, 11:145-6.

70 Bagar, Fahameddin. TDV Islam Ansiklopedisi. “Mihalogullar1.”
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audience. In one scene, Nestor and Sattat are depicted in a poem as dining on pork, onion and
garlic, crusty beetles, rat kebabs, moldy dry meet, and “that red wine of Firengistan.”7! As they
dine, they praise God/Jesus (ki bu resme o sohbetde yédiler/Mesithe Hak déyii siikr eylediler) and
become so drunk it is as if they are dead.”? Drinking to the point of intoxication is an oft-repeated
failing of the Other that is also seen in Battalname. To name but one example, in “The Story of
Sunbat,” the titular infidel gets so drunk during a feast that he lies down and falls asleep while
his servants burst into tears.”> This intentionally revolting depiction is not limited to the
Byzantine Other: in another scene in Danismendname, *Atis, a Crusader enemy, as dining on
fare similar to Nestor and Sattat.’# The most useful conceptualization of representations of the
“infidel” writ large in the religious-heroic epic narratives of late medieval Anatolia is Zeynep
Aydogan’s “Creating an Ideal Self: Representations of Infidels in the Late Medieval Anatolian
Frontier Narratives.” Aydogan points out that in the late medieval Anatolia depicted in texts such
as Danismendname, Saltukname, and Diistirniime, the boundaries between self and Other were
recast “at an astonishing pace through conversion and conquest” and that the infidel Other in
these narratives was almost always depicted as a caricature, as a “foolish, corrupt, and bestial

people, devoid of any further specific character.”’5 By examining the stereotypes embedded in

71 Mélikoff, La geste, 11:91.
72 Mélikoft, La geste, 11:91-2. (Mélikoff 11:92).

73 (1) Andan kafirler Sattat barigahina cem * oldilar, meclis kurdilar, i¢iib serhos oldilar, Nestor mest old1
dahu eyitdikim: “Ah bu cazilaruy elinden ki bunlar ile basa ctkamaduk!” dédi. (2) Andan ol kopekler
icmege mesgil oldilar. Mélikoff, La geste, 116, 170. Dedes, Battalname, 146.

74 (1) Andan la ‘in ‘Atasi konukladilar, tonuz yahnisi lahana tursust kegsiir kalyast sigwr iskenbesi topuz
kipesi balik yahnist ilengec kavurmast figt havyari tomalan mantar: esek hiyart isbanak kavurmasi toyuz
basdurmasi bakla ve mercimek, sozi ne ¢ok édeliim? (2) ‘Atus ¢iinkim kardagsi 6ldiigin bildi deliirmis
kopek gibi deliirdi, Islam ¢erisiniin arasina diisdi, ayu gibi bagirdi, esek gibi agridi, toyuz gibi horlad
dal siirdi. Mélikoff, La geste, 11:165, 170.

75 Aydogan, “Representations of Infidels,” 104, 105.
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these texts, she argues, it is possible to understand how the people circulating these stories
“constructed their own self-image through the negation of the other.”76

These food scenes in Danigsmendname support Aydogan’s claim that Other is often depicted
as bestial. In her dissection of these scenes, Kitap¢1 Bayr1 points out that a recurrent theme of
pork-eaters (Christians), “becoming what they eat,” for “the food entering the body transforms
the essence and nature of the human being,” exists as early as eighth-century Umayyad literature;
by the thirteenth century, the idea developed that animals had good or villainous characteristics.”’
The pig was not only a “filthy animal that one had to abstain from eating” but one that also
embodied moral decadence and the opposite of the ideal moral Muslim, had taken hold.”® This
idea is made unambiguously manifest in the thirteenth meclis of Danismendname: Melik
Danismend has a prophetic dream wherein a pig escapes from his camp and runs rampage;
though his men attempt to stop it, they cannot, and the pig flees into the night. He wakes to hear
that the captive Sattat escaped from his bonds overnight, and knows that his dream has come
true.”?

Artthr’s Otherness is emphasized through his food: in the introductory scene scene above,
Melik Danismend refuses to break bread with Artiih1 because the food has touched wine.80 The

fact that Artthi is an Other when he is introduced in the narrative is emphasized by his name.

76 Aydogan, “Representations of Infidels,” 105.

71 Kitap¢1 Bayn, Warriors, Martyrs, and Dervishes, 79n271. Gelder, G. J. H. van. Of Dishes and
Discourse: Classical Arabic Literary Representations of Food. Curzon Studies in Arabic and Middle-
Eastern Literatures. Curzon, 2000: 83.

78 Kitap¢1 Bayri, Warriors, Martyrs, and Dervishes, 80n272. Benkheira, Mohammed Hocine. “Tabou du
porc et identité en Islam.” In Histoire et Identités Alimentaires En Europe, edited by Martin Bruegel and
Bruno Laurioux, 37-52. Paris: Hachette, 2002: 48.

79 Mélikoft, La geste, 11:216-17.
80 Mélikoff, La geste, 11:20-1.
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Unlike Seyyid Battal’s companion Ahmed Turran (originally Ahmar Tarran) and other converts
in Danigsmendname, Artiih1’s name never changes throughout the narrative. The fact that Artiih1’s
and especially Efromiya’s names are not changed after conversion breaks a formula so fixed that
when Mustafa ‘Alf redacted the narrative in the sixteenth century (Mirkatii'I-cihad), he ensured
that he changed the names of these two characters.

I have already commented upon the fixed formula of Artih1 becoming the convert
companion of the titular hero of Danismendname, but for Artiihi, this is (with the large exception
of battle scenes) where fixed formulae seem to end. Artiihi is a locus of flexible formulae
because of how he is often depicted experiencing intense emotion: impatience, distress, anxiety,
longing. The subject of Artiih1’s emotions will be explored deeply in Chapter Three; for now, let
us turn to the example of his first encounter with Melik Danismend to illustrate this point. This
scene was summarized and excerpted in Chapter 1. Let us recall that the two men are locked in
hand-to-hand combat, but one cannot defeat the other. They break apart and decide to rest before
battling again the next day. As they rest, Artiih1 offers Melik Danigsmend food; Melik refuses, but
speaks briefly about his religion, and his eloquence sways the younger man. Melik asks for
Artth1’s name, but Artiih1 says he will tell Melik the following day. After saying this, Artthi:

[...] sat on the ground and ate and drank with relish, lay down, slept, and after a while
woke and took his lute in his hand. He played it and sang, and lamented (¢agird:r zart

kilub) as he sang this poem [...]8! He sang this poem while playing his lute and wept
pitifully (zari kilub aglardr) as he did so.82

81 This poem is excerpted on page 59.

82 birazdan turigeldi, tanbirasin eline aldi, ¢aldi, ¢agirdi zart kilub bu si vi soyledi [...] Ol (yigit)
tanbirasin ¢alub bi si i eydiib zart kilub aglardi. Mélikofft, La geste, 11:21.
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The next morning, the men arm themselves and fight again. In this encounter, Melik prevails
over Artiih1 and pins him to the ground:
He [Melik Danismend] dismounted and jumped onto the man’s chest, and took out his
dagger in order to cut off the young man’s head. The young man swooned. Melik
Danigsmend saw that the youth was moon-faced (ay yiizlii), and he felt pity (6zi goyiindi).
Suddenly, the young man came to his sense, opened his eyes, and sighed.
“Become a Muslim, and I’ll set you free!” Melik Danigsmend said.
“If I become Muslim, will I be able to get my beloved?” the young man asked.
“Who is your beloved?” Melik said.
The young man wept (aglad) and said: “It’s a long story!”’s3
The description of Artith1 weeping is bookended by fixed formulaic elements: the battle
described at the beginning of the chapter, the depiction of the young man’s beauty, and a Muslim
hero (Melik Danismend) urging his defeated Christian foe (Artiih1) to convert, which I have
demonstrated is a fixed formula in Battalname. But the length of the description of Artthi’s
weeping, the choice of vocabulary, and insertion of a poem set this scene apart from depictions
of weeping or longing for beloveds in contemporary texts. As Chapter Three further

demonstrates, Artiih1 is a locus of both depictions of emotions and of flexible narrative formulae

in Danismendname, proving the text’s unique suitability for an analysis of emotions.

‘Arif ‘All and Authorship
One feature that makes Danismendname unique among other representatives of its genre is
the fact that it is a redaction. If we turn to other representatives of popular, once-orally-

transmitted literature from the fourteenth and fifteenth centuries, a clear pattern emerges. The

83 [...] atindan iniib gogsi iistine ¢ikdi, hangerin ¢ekdi kim bagini kese, ol yigidiin ‘akl gitdi, Melik
Danismend gordi kim bir ay yiizlii yigitdiir, 6zi géyiindi. Na gah ‘akli basina geldi, gézin agdi, “ah!”
kild1. Melik Danigmend eydti: “Miisiilman ol, seni azad édeyim,” deédi. Ol yigit eyitdi: “Miistilman olsam
‘aceb yarum ele gire mi? ” dédi. Melik eyitdi: “Yaruy kim diir?” Ol yigit aglad, eyitdi: “Beniim kissam
cokdur,” dédi. Mélikoff, La geste, 11:21-22.
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popular romance Varka ve Giilsah, the text version of which is attributed to a public storyteller
(meddah) called Yiisuf,84 the anonymous Battdalname, and Saltukname, which was collected
directly from oral tradition in the Balkans by Ebti’l-Hayr-1 Rim1 at the behest of the Ottoman
prince Cem Sultan, second son of Mehmed II (r. 1444-46, 1451-81)35 are all one degree removed
from their oral source, and therefore, only one degree removed from oral culture. ‘Arif ‘Ali’s
rewriting of Ibn ‘Ala’s text of Danismendname takes the narration one step further from oral
tradition. What implications does this have?

In a poem at the end of the narrative, ‘Arif ‘Alf explicitly states his mission in rewriting the
text of Ibn ‘Ala. He comments on the challenges of the archaic lexicography of the manuscript
he found, calling it nearly illegible and expresses his desire to make the text more accessible to a
contemporary audience. He writes that he corrected what he believed was a glaring lack of verse.
He also specifically notes that the text lacked places to stop in the reading (eyle yazmislar ani bir

sozi ¢oklevvel ahwr turacak bir yéri yok). This prompted him to divide the narrative into sections

84 Smith, Varga ve Giilsah, 4. The nature of Varqa ve Giilsah's journey from oral tradition to manuscript is
more complicated still. Like many written works in Islamicate literature which sprang from oral tradition,
its origins are mercurial, spanning languages and centuries; the Old Anatolian Turkish oral tradition
derived from an eleventh-century Persian work, which was itself inspired by an Arabic oral tradition, and
which Dick Davis argues also demonstrated Hellenistic novelistic characters (Davis, Dick. 2002.
Panthea s Children: Hellenistic Novels and Medieval Persian Romances. Vol. no. 3. Biennial Yarshater
Lecture Series; New York: Bibliotheca Persica Press). The theme first appeared in Persian in the early
eleventh century as a poem written for Mahmiid of Gazna by a little known poet called ‘Ayyugi. For a
thorough discussion of ‘Ayyuqt’s text and its Arabic (and possibly Hellenic) origins, see Cross, Cameron
Lindley. 2015. “The Poetics of Romantic Love in ‘Vis & Ramin.’” Ph.D., Chicago, IL: The University of
Chicago: 119. For brief comparison of the plots of the Persian and the Old Anatolian Turkish texts, see
Lachenauer, “That Full Moon Took the Javelin into Her Hand,” 4-8.

85 Dedes hypothesizes that Ebii’l-Hayr-i Rumi, “who explicitly states having taken down or legends

wherever he heard them,” compiled his material from regular and specially-dictated performances. Dedes,
Battalname, 82.
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to make its reading (presumably aloud) easier (yazdum ani on yedi fasl eylediim/ant okuyana
asan eylediim).86

While he comments on the improvements he made to the text that would “ease” its reading/
recitation, never does ‘Arif ‘Ali explicitly describe the process of his rewriting the text.
Therefore, we must be cautious in making assumptions about sole authorship of different parts of
the prose (poetry is another matter; see below). Did he preserve the archaic vocabulary that
rendered the text such that “one would say it is not Tiirki,” or did he change it? If so, how
extensively did he change it? How heavy was his editorial hand, and where did it fall?

In her commentary, Mélikoff points out what she calls a “striking contrast” between the
prose and the poems. She assumes—rightly so—that ‘Arif ‘Ali, who according to Mustafa ‘Al
was the garrison commander of the citadel of Tokat (and thus having some degree of education
and participation in the ruling milieu of the city), was well-versed in “all the popular adaptations
of the Shahnameh or the romances of Nizami, as well as other forms of popular literature, the
epic Turkish-Iranian tales or famous fairy tales” due to the imagery in his poetry (where he draws
clear allusions to, for example, Ferdowst and Nizami). Because of this, she draws a dichotomy of
“erudition” in the verse and not in the prose; in the prose, she sees “the contribution of the two
authors of” Danismendname.87 That being said, she also draws explicit conclusions about where

‘Arif ‘Alf added his flourishes to the prose: she argues that “the substance of the story belongs”

86 Mélikoff, La geste, 11:290. It is clear from verses that exist in the St. Petersburg and Istanbul
manuscripts but not in the Paris manuscript that by “reading” means reading aloud to an audience. The
verses comment on the length of reading sessions and how sessions that are too long are painful to both
audience and reader (soylekim kissa uzun ola ey can/ ‘aciz olur dinleyen hem okiyan, Mélikoft, La geste,
11:290). However, these later manuscripts also call Danismendname 400 and 450 years old, respectively,
indicating copyists’ changes that may or may not impact other parts of the manuscript.

87 Mélikoff, La geste, 1:161.
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to Ibn ‘Ala, for he brought together oral tradition, mixed it with historical memories of his time,
and connected it to the tradition of Seyyid Battal.88 To this foundation, she argues that ‘Arif ‘Al
added “picturesque scenes of daily life, the daily occupations of nomads sketched in the
autobiographical account of Artiihi, nuptials, feasts” as well as transposing the action of the epic
to “places which were familiar to him: the region of Yesil Irmak and its tributaries.”® For her
part, Kitap¢1 Bayr1 also drew conjecture regarding ‘Arif ‘Ali’s preservation of or deviation from
his source material based on historical clues. She focuses on details such as the presence of
Georgian or Crusader infidels to attribute certain parts of the redaction to Ibn ‘Ala.

While I ascribe to the above theories, I also believe it is possible to use ‘Arif ‘AlT’s
ownership of verse to draw hypotheses. Let us take for example the scene of Artuh1 below: he
plays his lute, weeps, and sings/recites a poem of longing for his beloved, Efromiya. We believe
it is true that ‘Arif ‘Alf added the poem because he explicitly claimed responsibility for the
addition of verse. But in order for this poem and others to be blended into the narrative, changes
must have been wrought: “and after a while [Artiihi] rose and took his tanbiir in his hand. He
played it and sang, and cried (¢agird: zari kilub) as he sang this poem,” the prose before the
poem reads. There are dozens such examples of poems blended into the narrative in this way.
‘Arif ‘Alf chose the emotion words in the poems and also in the text surrounding the poems. I
thus also argue that it is the presence of scenes such as Artiih1’s lament, which first, feature ‘Arif

‘AlT’s poetic additions as an integral part of the narrative, and second, provide interpreters of the

88 Mélikoff, La geste, 1:64.

89 Mélikoff, La geste, 1:64.
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text insight into the inner emotional life of a character, are also the influence of ‘Arif ‘AlT’s

rewriting.

Conclusion

Danigmendname contains scenes challenge narrative formulae that scholars expect from its
genre and the demands of orally-transmitted tradition. In this chapter, I demonstrate this through
comparisons of fixed and flexible formulae within the text itself and through comparison to the
fixed formulae evident in Battalname. Moreover, I demonstrated that this flexibility of formulae
is often seen in moments when the three principal characters—Melik Danismend, Artiihi, and
Efromiya—are experiencing profound emotion. ‘Arif ‘Ali’s Danismendname lingers in these
moments of emotion, drawing on a more diverse lexical palette to give a glimpse of interior
crises. Thus, Danigsmendname is unique among other religious-heroic narratives: its rich palette
of depictions of emotions demand that it be studied through the lens of the history of emotions.
While twentieth and twenty-first century scholarship have dismissed the language of Old
Anatolian Turkish prose as “cliche” or “stereotyped”—if they do not neglect it altogether—I
argue that the study of formulaic elements of Old Anatolian Turkish and specifically
Danismendname are worthy of attention. A text’s language being formulaic does not preclude it
from having much to reveal to scholars about fourteenth-century Anatolia and especially the

emotional community of its audience.
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CHAPTER THREE

Mirror Characters as Windows into the Emotional Community of ‘Arif ‘Al

Introduction

I have argued that Danismendname is uniquely well-suited for the study of emotions
because of the flexibility of its literary formulae: it displays a diverse palette of representing the
emotions of its characters when compared to contemporary texts of its genre. This chapter turns
its focus to those emotions and how they bridge author, text, and audience. I examine never-
before studied poems to demonstrate that ‘Arif ‘Alf expresses the wish to affect the emotions of
his audience and I argue that he successfully achieves this by employing the literary device of
mirror characters. Past studies have long emphasized more surface-level characteristics of
Danismendname such as its archaic language, its preoccupation with conquest, and its
representations of the Other and self/identity in relation to the Other. Tracing the evolution and
use of mirror characters allows us to appreciate the hitherto unrecognized emotional
sophistication of Danismendname; because the emotion words gleaned from scenes with mirror
characters comprise the contemporary emotional vocabulary of ‘Arif ‘Alf and his audience, we

are able to sketch the contours of his emotional community in fourteenth-century Tokat.

“Your Soul Will Receive Its Fair Share of Joy”
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The previous chapter and Zeynep Aydogan’s “Oral Performance and Text: Narrators,
Authors, and Editors in the Anatolian Turkish Warrior Epics™! briefly discuss the reasons why
‘Arif ‘Ali chose to redact Danismendname. The discussion of both these texts center ‘Arif ‘Ali’s
final poem in Danigsmendname, which contains his stated reasons for redacting the narrative, his
desire to rewrite it in a manner that was aesthetically pleasing to him and that it be remembered,
et cetera. Despite this, a glaring lacuna exists in the literature on Danismendname: aside from its
final poem, the text’s myriad other poems, including the ones mentioned above, have never been
studied. Yet it is clear that these poems have much to offer. Studying them allows scholars to
think critically about the methods by which ‘Arif ‘Al intended to achieve his end of affecting the
emotions of his audience.

‘Arif ‘AlT’s verse compositions that open and close nearly each meclis? in Danismendname
serve different storytelling functions. At the openings of meclises, they invite the audience to
listen closely, to praise the Prophet, and often remind them of events that happened in the last
meclis in an act reminiscent of a modern television show’s “previously on...” recaps. At the
endings of meclises, these verses invite the audience to return for the next section, teasing future
plot events and repeatedly promising the audience an enjoyable listening experience. Throughout
these verses, ‘Arif ‘Al’Ts direct address attests to his intent to sway his audience’s emotions in

certain ways at specific times.

1Aydogan, Zeynep. “Oral Performance and Text: Narrators, Authors, and Editors in the Anatolian Turkish
Warrior Epics.” In The Written and the Spoken in Central Asia (Miindlichkeit Und Schriftlichkeit in
Zentralasien: Festschrift Fiir Ingeborg), edited by Redkollegiia, 405-22, 2021.

2 For reasons that are not clear, several sections in the Paris manuscript of Danismendname lack opening
poems (the tenth meclis) and closing poems (the fourth, eleventh, and twelfth meclises). Mélikoft, La
geste, 11:64, 151, 192, 211.
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The verse composition that serves as a prologue of sorts to Danismendname serves as an
example of this. This prologue composition opens with a bismillah and an invocation of the
name of God—for without it “no work is perfect”—before declaring that he will begin his tale.

Then let us take up our story;
without the name of God no work is perfect.

Let us remember the story of Melik,
Let us tell it to you in verse and in prose.

Listening to the exploits of the gazs,
may the garden of your soul be covered with flowers! [...]

Then we say: mercy upon the storyteller,
[and] the one who gathered [this tale] and composed this book.

And [to] all who read it, all who listen to it,
doubtlessly, may God have mercy on them!

Let it be said: mercy to he who gathered, who wrote these tales,
to he who composed this book, chapter by chapter. [...]

Let us make joyful the souls of the gazis
and, for their souls, let us recite [prayers of] thanksgiving

Let us say: “God is great!” Oh young man,
having given thanks to God, let us approach our story.

You will hear Melik’s tale,
and your soul will receive its fair share of joy

This is how the narrators have told it,
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listen now to what they said.3

In “Where Are the Emotions in Scandinavian Arthuriana? Or: How Cool Is King Arthur of the
North?,” an article on medieval Scandinavian retellings of the legends of King Arthur, Frank

Brandsma writes that the authors of the medieval texts he studies wrote prologues in which it

3 bism-illah-irrahman-irrahim

Evvel Allah getiireliim dile
diyeliim: “Allahii-ekber!” derdile

dah andan baslayalum size biz
Allah adinsuz her is olmaz temiz

sonra Melik kissasin yad édeliim
nazm u nesr ani size serh édeliim

isidiip ol gaziler evsafim
hos miizeyyen oldi bu can giilgeni [...]

diyeler rahmet buni soyleyene
cem ‘ édiibeni kitab eyleyene

her ki bunt okuyuban dinleye
lacerem Hak anya rahmet eyleye

diye rahmet cem * édiib yazanlara
meclisin fasil fasil diizenlere [ ...]

imdi dinlen hos salavat véreliim
soze andan baslayalum gireliim

gazileriiy riuhint sad édeliim
anlaruy rithina tekbir édeliim

diyeliim: “Allahii-ekber!” ey ciivan
hamd édiib Hakka diyeliim dasitan

isidesin sen Melik kissasini
sad ola canuy alub hissasin

raviler séyle rivayet eylemig

diyle imdi ne démis ne séylemis
Meélikofft, La geste, 11:7-8.
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was common to announce “the expected emotional impact of a narrative.””* These prologues
appealed to the nobility of their audience; the principle in this, he writes, is that:
hearing about noble acts will make the audience behave in a noble way. [...] There is a
connection based on similarity between the characters in the story and the audience,
which relies on the susceptibility of the listeners. It engages their ability to share the
experiences of the characters. Medieval authors want their listeners to be
impressionable.>
While generically different from the prologues of the medieval Scandinavian sources that form
the basis of Brandsma’s study, ‘Arif ‘Ali’s verses offer material that allows us to see that he, too,
wanted his listeners to be impressionable. Similar to the other Western European medieval works
Brandsma includes in his study (the Lancelot Compilation, works by Peter of Blois, Gottfried,
and others) that revealed that medieval stories were intended to have “a strong emotional impact
on their audiences,” ‘Arif ‘AlT’s poems demonstrate both that he intended his redaction to have a
strong emotional impact on his audience as well as Zow he meant to impact his audience.

In the prologue verses above, the couplet that reads “Listening to the exploits of the gazis/
may the garden of your soul be covered with flowers!” (isidiip ol gaziler evsafini/hos miizeyyen
ola bu can giilseni) indicates that ‘Arif ‘Alf expects the tale he has arranged and composed® to
resonate emotionally with his audience. For the listener’s soul to be “covered with flowers”

meant that the audience will find the experience of hearing the tales of gazis pleasurable, thus

linking the experience of engaging with ‘Arif ‘Ali’s work with a positive emotional state. ‘Arif

4 Brandsma, Frank. “Where Are the Emotions in Scandinavian Arthuriana? Or: How Cool Is King Arthur
of the North?” Scandinavian Studies 87, no. 1 (2015): 97.

5 Brandsma, Scandinavian Arthuriana, 98.
6 A fact that is stressed here as well as the poem that concludes the narrative (diyeler rahmet buni

soyleyene/cem * édiibeni kitab eyleyene/...]diye rahmet cem * édiibeni yazanlara/meclisin fasil fasil
diizenlere). Mélikoft, La geste, 11:8.
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‘Al1 also writes that the emotional effect of his work extends beyond his mortal audience:
through the act of listening to Danismendname, the audience will “make joyful the souls of the
¢azis” (imdi diylen hos salavat vereliim/séze andan baslayalum gireliim/gazileriiny rithini sad
édeliim) as well as the listener’s (isidesin sen Melik kissasini/sad ola canun alub hissasint).” The
fact that ‘Arif ‘Alf states from the very beginning of his redaction that he is aware of the
affective potential of both his verse and his redaction should not be ignored by scholars of
emotions. This is especially true when one takes into account that ‘Arif ‘Ali’s apparent
awareness of his work’s affective potential is carried through the narrative in other poems. In
meclis-opening and -closing verses, ‘Arif ‘Alf directly addresses the audience in ways that
continue to illuminate his awareness of the affective potential of his redaction.

As was discussed in Chapter 1, unlike the tidily concluded episodes of Battdlname,
Danismendname’s sections often end on cliffhangers. An example of this fixed formula involves
Melik Danismend and his army discovering that a main character has gone missing after a battle;
Melik and his companions fear or learn that this character has been kidnapped by the enemy. One
such occurrence of this fixed formula appears at the end of the fifth meclis, after the conquest of
Dokiya: “They sought Artiih1 and could not find him. Melik Danismend asked them after Artiihi,
and they said: ‘“We have no news of him.” Efromiya was sad.””$ The emotion word “was sad”
(meliil oldr) sets an explicit emotional tone for interpreters of the text; then, the prose of the
meclis ends a few lines later. To conclude the meclis, ‘ Arif ‘Ali moves into verse:

Let us stop our story there, the story is long.

7 Mélikoff, La geste, 11:8.

8 Andan Artihuy istediler bulimadilar. Melik Danismend Artiithiyt anlardan sordi, anlar eyitdiler: “Biziim
andan haberiimiiz yokdur,” dédiler. Efromiya melil oldi. Mélikofft, La geste, 11:81.
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The session should be rather short.

When one talks for too long, people grow weary [of listening];
the listeners’ attention drifts off.

We must speak little on all occasions;
it is not appropriate to prolong speech.

Then let us not prolong our story any longer,
so that our listener does not fall asleep.

Let us say little, but let us say [it] well,
So that we are attentive to our audience.

Because the audience must not be sad;
they should be moved to tears, but not laughter

If you listen to a story with a heart at ease,
this story brings pleasure to all.

Give thanks to the Prophet, find serenity,
so that tomorrow he will return your love to you.

May good fortune always be with you,
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and may you be delivered from malevolent men!?

Let us turn our attention to the sixth couplet, where ‘Arif ‘Alf writes: “Because the audience
must not be sad/they should be moved to tears, but not laughter” (ki sohbet ehline hi¢ gam
gerekmez/gozi yaslu gerek hurrem gerekmez) Not only does this suggest an expectation that the
interpreters of his text will have an emotional response to the story he is retelling, but also an
expectation that that audience will react in the appropriate way to the text. These two lines
demonstrate that ‘Arif ‘Alf was not only aware of the affective potential of his work, but that he
was (1) also aware of his own capability to control it, and (2) that he believed there was a right

way to influence the emotions of his audience.

9 Bu kissa bunda kalsun soz uzakdur
zire meclis gerek kisa[y]rak.

sozi ¢cogaldicak adam usandur
ani digleyeniiy ‘akli yasanur

gerek soz muhtasar her hal iginde
yarasmaz ol mutavvel kal i¢inde

uzatmayalum imdi biz de sozi
ki dinleyeniin uyumaya gozi

so0zi az séyleyiib 6z soyleyeliim
ki meclis ehlini hem gozleyeliim

ki sohbet ehline hi¢ gam gerekmez
g6zi yaslu gerek hurrem gerekmez

safa-yi kalbile diylense bir soz
safa veériir kamuya soyle diipdiiz

salavat ver Resila bul safalar
ki yarin bulasin andan vefalar

hemise devletiiniiz “alt olsun
seyyi’ a dil kimselerden halt olsun

yarinki meclise hazir olasiz

hikayet nice olisar bilesiz
Me¢élikoff, La geste, 1:267-8, 11:81-2.
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Several other couplets indicate not only ‘Arif ‘Ali’s awareness of his audience, but how he
intended and expected his words to stir their emotions. ‘Arif ‘AlT’s opening lines muse on how
the storytelling session had already dragged on too long; this signals a coy awareness of how he
intentionally ended on a cliffhanger (Artiih1’s kidnapping, Efromiya’s resulting emotional
distress) and knowingly heightened the eagerness of the audience to continue reading and/or
listening.

‘Arif ‘Ali, as redactor of this text, had a clear vision of that intended audience: these
listeners and/or readers shared his aesthetic taste, thus, he had to change the nearly unintelligible
Tiirkt of the source material “into roses” and divide the material into aesthetically pleasing
sections.!? The story will be “pleasing” to that audience if they listen “with a heart at ease” (safa-
vi kalbile dinlense). By stating that his audience will take pleasure in his story if they listen with
safa-yi kalb, ‘Arif ‘Ali also plays on the meaning of safa as “pure” to gesture to the nobility of
his audience. There is an obvious parallel between this insinuated nobility of the audience and
that of the characters in Danismendname, especially in that of Artiihi.

Moreover, ‘Arif ‘Al expected that audience to contain at least some young men, and he
explicitly indicates that he anticipated the narrative would inspire specific emotional reactions in
that part of the audience and others. In the opening poem of the thirteenth meclis, ‘Arif ‘All
writes:

This is the story of the gazis
it will fill the hearts of listeners with joy

Let the young and old listen to this story,
the pleasant scent of love gives joy [hos] to the heart.

10 Mélikoff, La geste, 11:290.
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This story will bring pleasure and joy to listeners

and to the youth, it will give bravery.!!
Here, ‘Arif ‘Al once again speaks directly about his audience and the affective power he expects
this “story of the gazis” will have on them. He expects his redaction of Danismendname to “fill
hearts of listeners with joy” (diyleyeniiny géylini acar tamam) and that it (and “the pleasant scent
of love”) will give joy to the heart of listeners young and old (dinlesiinler bu sozi pir u ciivan/
kalba hos veriir muhabbet biiyr can) as well as “pleasure and joy” (zevk ii sevk bagislar ademe
bu soz). These positive implications are, of course, desirous outcomes for a piece of popular
literature to have, and complement ‘Arif ‘Alf’s repeated reminders in meclis-ending verses for
the audience to return for the next session of pleasurable entertainment. ‘Arif ‘Al states that he
believes the tale of Melik Danismend—as redacted by him—will inspire courage in the youths in
his audience (yigide vériir sacd ‘at isbu s6z). This couplet is especially interesting when one takes
into account the choice of the young man Artihi as a mirror character. I argue that Arif ‘AlT’s
intent to make his audience feel particular emotions at “appropriate” times is manifested in his

use of the literary tool of the mirror character.

Mirror, Mirror

1 gaziler tevarihidur bu kelam
dinleyeniin goplini agar tamam

diylesiinler bu sozi pir u ciivan
kalba hos vériir muhabbet biiyr can

zevk ii sevk bagislar ademe bu séz

yigide veriir saca ‘at isbu s6z
Meélikoff, La geste, 1:395, 11:213.
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“Evidently, the medieval authors succeeded in achieving [this] emotional connection
between text, characters, and audience,” Brandsma writes, then asks: “How did they do that?”’12
He believes the answer lies in mirror characters.

Mirror characters serve as “go-betweens” between text and audience!3 and are used by the
author to demonstrate—and thus appeal to—certain emotions; that is, they explicitly perform
what emotions the author wants the audience to feel and when.!4 They provide scholars a
window into the “reactions the authors hoped to achieve.”!5> Brandsma acknowledges the wealth
of neurological studies that have cropped up as the history of emotions continues to grow, but
writes that the “indirect transfer” of emotions from text to audience via the “go-between” of the
mirror character is “the most promising” phenomenon for the study of emotions in medieval and
premodern texts.!6 Unlike more psychological studies, the “intuitive evidence” of analyzing how
mirror characters project emotions to the audience “and almost automatically make([s]... listeners
follow this lead” is the kind of experiential evidence that Brandsma argues is more useful for the
study of premodern and medieval texts: this “intuitive evidence” would have also been available

to medieval authors, unlike more neurological approaches to the study of emotions.!7 It is this

12 Brandsma, “Scandinavian Arthuriana,” 98.
13 Brandsma, Frank. “Scandinavian Arthuriana,” 101.

14 According to Brandsma, emotional reactions “explicitly presented in the text” reveal “what the author
intended his audience to feel.” Brandsma, “Scandinavian Arthuriana,” 100.

15 Brandsma, “Scandinavian Arthuriana,” 101.
16 Brandsma, “Scandinavian Arthuriana,” 100.

17 Brandsma, “Scandinavian Arthuriana,” 99-100.
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belief in the utility of the intuitive evidence of analyzing mirror characters and thus excavating
how ‘Arif ‘Alf intended to make his audience feel that serves as a foundation for this study.
Here, I argue that Old Anatolian Turkish religious-heroic popular epics such as Battalname
and Danigmendname made use of mirror characters, albeit in different ways. Comparisons
between the two texts demonstrate that the use of mirror characters in Old Anatolian Turkish
popular literature was not static; rather, their use evolved as oral traditions were committed to
paper through redactions like ‘Arif ‘Ali’s Danismendname.
Frank Brandsma’s work provides this project with a definition and framework for
examining the use and interpretation of mirror characters. He defines mirror characters as “go-
betweens” between author and audience, characters who are used by the author to explicitly
demonstrate and thus appeal to certain emotions.!® They perform what emotions the author wants
the audience to feel and when, thus activating the affective potential of the work. Brandsma
draws on psychological studies in his explanation of how we as humans tend to mirror emotions:
When we witness the emotions of the winner, we tend to mirror these, to feel ourselves
what she is feeling and even to show the outward signs (e.g., tears) of the emotion. The
transference of emotions may be direct, as in this example, but also indirect: we see a
spectator (for instance, the lover or mother of the champion) break into tears, and we are
emotionally touched as well. Even hearing someone speak about an event or situation that
was very emotional for the speaker calls forth emotions in the listener.!®

This intuitive evidence is the foundation of his analysis of how medieval authors used this

“emotional correspondence” to appeal to—and thus influence—the emotions of their listeners:

medieval authors, he writes, knew of this “transference of emotions” from their own experience,

18 Brandsma, “Scandinavian Arthuriana,” 101.

19 Brandsma, “Scandinavian Arthuriana,” 100.
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just as we do today.20 Therefore, medieval authors used mirror characters to “emotionally draw
the audience into his tale.”

As with any methodology emerging from a vastly different literary and historical context, it
is worth questioning whether or not Brandsma’s theoretical approach can be applied to Old
Anatolian Turkish popular literature. Based on my readings of Danismendname and Battalname,
I argue that yes, it can. Evidence in these texts demonstrates that in the context of
Danismendname and Battalname—similarly to Brandsma’s Scandinavian source material—
mirror characters witness plot events and react emotionally to them, thus cueing or inviting
audiences of the text to mirror their reactions.2! For example, as discussed above, ‘Arif ‘Al
wrote in that the story of the gazis would inspire courage in young warriors, i.e., the courage of
the gazis in his story would would be “projected to the audience and almost automatically makes
the listeners follow this lead.”?2 Young warriors, upon hearing of the victories of Melik
Danismend and Artiihi, would be inspired to mirror their courage. If a mirror character witnessed
the death of a fellow warrior (plot event) and wept (emotionally described reaction), this would
cue the audience to mirror the emotion depicted in the source material and feel sympathetic
sadness or grief.

Asking such questions and drawing conclusions about the audience of a medieval narrative

comes with its methodological limitations. With no patron named in the text and no explicit

20 Brandsma, “Scandinavian Arthuriana,” 100.

21 T slightly adapt Brandsma’s conception of mirror characters and how they function to best suit what |
have encountered in my reading of Danismendname and Battalname. For further discussion of adapting
methodologies originating from studies of Western European medieval sources, see Chapter One.

22 Brandsma, “Scandinavian Arthuriana,” 100.
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description of his intended audience beyond the “young and old”, ‘Arif ‘Alf very much leaves us
to rely on historical context and inference as we piece together our understanding of who that
audience consisted of. Though we can draw conjecture that popular narratives like
Danismendname reached wide audiences, urban and rural, much remains unknown.23 Even a
concrete understanding of the composition of an audience of a medieval text is known, scholars
of the history of emotions in particular continue to face limitations. As Brandsma points out, “We
will, however, never be able to hear Chrétien de Troyes read the first wax tablet draft of Erec et
Enide to a group of courtiers and register their reactions.”?4 Likewise, scholars of emotions in
Old Anatolian Turkish popular literature will never be able to hear a kissakhwan, nagqal, or
meddah perform the oral narratives, nor understand perfectly how texts like Danismendname—
intended to be consumed either aurally or through reading?>—would be embellished in
performance.2¢ Just as it is unwise for scholars to rely on twentieth- and twenty-first-century
aesthetic judgment of medieval texts (see discussion in Chapter One), scholars cannot rely on
their own emotional reactions to medieval texts. Brandsma rightfully points out that it is not
possible for scholars to rely on our own reactions to medieval texts, limited as we are by the
“philological barrier of manuscript, language, text, edition, and translation between Chrétien and

ourselves,” not to mention the “centuries of cultural heritage and our training in reading and

23 “Heroic narratives seem to have reached the widest possible spectrum of audience, urban and rural, but
the specifics of the settings for the early period are still unknown.” Anetshofer. £5. “Epic Literature in
Old Anatolian Turkish and Ottoman Turkish.”

24 Brandsma, “Scandinavian Arthuriana,” 101.

25 “Arif ‘Ali makes space for both ways of consuming the narrative in the prologue poem (“all who read,
all who listen,” her ki buni okuyuban dinleye). That being said, Mélikoff points out that
Danismendname’s syntax and choice of imagery indicate it was meant to be read aloud. See also Chapter

One of this dissertation. Mélikoff, La geste, 1:65.

26 Rubanovichh, “Aspects of medieval intertextuality,” 248.
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reacting to stories of different kinds.”27 We have “only the texts to work with,” and must stay as
close as possible to them.

In the context of Old Anatolian Turkish religious-heroic texts, the main character
sometimes serves as the mirror character in specific scenes, but not always. The mirror character
is one whose narrative depiction requires interpreters of the text to recognize their emotions and
“invites these audience members to share them.”28 This is not always the main character. For
example, in Danismendname, this character-to-audience connection is frequently evident in the
convert warrior Artiihi—the companion of and secondary character to the titular Melik
Danismend—whom the narrative depicts as longing for Efromiya, as impatient, as grieving, and
as experiencing anxiety and fear. Artiih1’s emotionally-described reactions reveal “what the
author intended for his audience to feel”: or, to paraphrase ‘Arif ‘Al himself, Artihi—more than
any other character—reveals when ‘Arif ‘Alf wanted his audience to laugh or cry.2

The use of Artiih1 as a mirror character represents a sophisticated development in the use of
this particular literary device in Old Anatolian Turkish religious-heroic texts. Comparisons
between Danismendname and Battalname illuminate the differences that exist between how
mirror characters operate in one versus the other.

In Battalname, the narrative utilizes mirror characters in the form of one person or groups
of people whose role in the narrative is reminiscent of the classical Greek chorus. These mirror

characters are rarely individualized and their emotions emotions serve as a device to spur the plot

27 Brandsma, “Scandinavian Arthuriana,” 101.
28 Brandsma, “Scandinavian Arthuriana,” 101.

29 Brandsma, “Scandinavian Arthuriana,” 100.
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forward. These mirror character groups appear at the beginnings of the chapters “The Story of
Sa‘id and Gazban, Son of Shamun,” “The Story of Kaytiir Abad,” and “The Story of Taryun and
his Daughter Gul-Andam.”30 Each of these more or less self-contained stories opens with the
eponymous hero, Seyyid Battal, sitting with his $azi warriors when a stranger (or sometimes
two) enters. The stranger(s) invariably falls to Battal’s feet and weeps, then tells a story of how
he is troubled and requires help. Stirred by the story, Seyyid Battal-—and often his companions as
well—also weeps, then immediately enacts a solution to the supplicant’s problem. Thus begins
the plot of the chapter. For example, at the beginning of “The Story of Kayttr Abad,” two young
men interrupt Seyyid Battal and his gazi companions when they are sitting. They fall to the
ground and press their faces to the earth before Seyyid Battal and weep (agladilar).3! When
Seyyid Battal asks what troubles them, they tell a story about an avaricious uncle stealing their
inheritance, and continue to weep as they speak (dédiler aglasdilar). Upon hearing this, Seyyid
Battal feels compassion for the supplicants (Seyyidiiny 6zi goyindi)3? and immediately writes a
letter to fix the the supplicants’ problem. The actions he takes lead to the main plot of each
meclis. The purpose of emotions in Battalname were to cue plot actions; mirror characters act
more as plot devices than literary tools whose purpose was to activate the emotions of the

audience.

30 Dedes, Battalname, 147, 153, 180.

31[...] gaziler Seyyid katinda oturmuislardy iki yigit icerii girdiler Seyyid dyinde yiiz yire urdilar agladilar.
Seyyid sordi ki: ha “lunuz nigun aglarsiz?” Ol yigitler eyitdiler: “Biz karindaglaruz sehr-i Sikenderiyyede
ehl-i kelamu ‘llahuz atamuz 6ldi biz ma ‘sim kalduk. Atamuzun ¢okltk mal kaldi. Atamuz ‘ammumuzi vast
dikdi ol malumuzi cem * eyledi simdi bize mal gerek oldi taleb éderiiz vérmez diirlii diirlii buhtanlar éder.
Imdi simdikihalde sizden yég dayanacak kimsemiiz yokdur bize meded eyle,” dédiler aglasdilar. Seyyidiiy
ozi koyindi. Dedes, Battalname, 410, with corrections.

32 [ transliterate this same emotion word in Danismendname as 6zi goyinmek.
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Battalname regularly relies on groups of anonymous onlookers, like Seyyid Battal’s group
of gazis, to explicitly appeal to certain emotions. For examples, in several episodes throughout
the narrative, Seyyid Battal is presumed dead either after a battle or after being taken captive by
his enemies; his people weep. When he returns victorious, his people rejoice. Parallels can be
drawn between these types of onlooker mirror characters in Old Anatolian Turkish popular
literature and spectator figures in contemporary Persian manuscript paintings.33 These mirror
characters are invariably transient, and more often than not, nameless. They appear and vanish
within a few lines after having served their purpose to either spur the plot forward or herald the
miraculous return of Seyyid Battal’s from presumed death. In this, their emotionally-described
reactions serve the purpose of inviting audience members to reflect their emotions.

In Danismendname, however, one can trace the ascendance of a different kind of mirror
character. There are very few examples of groups of onlookers serving as mirror characters.
Rather than ephemeral plot devices or anonymous members of a chorus, the characters whose
emotional reactions are described the most often are principal characters with backstories and
who are present throughout the bulk of the narrative. Unlike the tradition of Battalname, ‘ Arif
‘Ali tends to use these principal characters as mirrors to signal appropriate emotions to his
audience. I argue that the use of mirror characters in Danismendname is more complex than in
Battalname and may represent either a transformation or evolution in the use of this literary

device.

33 Spectator figures or witnesses were a common feature of late medieval and early modern Persian
manuscript paintings. Scholars have noted the affective potential of these figures. Saviello, Alberto. “See
and Be Amazed! Spectator Figures in Persian Manuscript Painting.” In The Public in the Picture.
Involving the Beholder in Antique, Islamic, Byzantine and Western Medieval and Renaissance Art (Das
Publikum im Bild: Beitrdge aus der Kunst der Antike, des Islam, aus Byzanz und dem Westen), edited by
Beate Fricke and Urte Krass, 231-48. Ziirich: Diaphenes, 2015: 231, 235.
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This leads one to speculate two things. First, perhaps this fixed formula of the group of
onlookers serving to appeal to specific emotions can be read as a characteristic of orally-
transmitted manuscripts. Baftalname exists as a corpus of manuscripts that are one degree
removed from that oral tradition; as a redaction, Danismendname is another degree further
removed34 and was notably redacted by an author who voiced a distinct editorial vision of
aesthetic changes to his source material. Because of this, it represents a different literary and
emotional register than Battalname. This dovetails into my second point: perhaps by the time
‘Arif ‘All was redacting Danismendname, it is possible that the fixed formula of group of
onlookers as mirror characters had fallen out of vogue for his audience, or at least he perceived it
as having fallen out of vogue. Rewriting Danismendname to suit his and his audience’s
contemporary literary sensibilities is one of ‘Arif ‘Alf’s his stated purposes in the final poem of
the narrative; adopting or abandoning different literary techniques, whether consciously or
unconsciously, is one way ‘Arif ‘Al fulfilled this editorial aim.3

By discussing Battalname, we have illuminated how mirror characters in Danismendname
do not behave. What then should scholars expect from mirror characters in this latter text?

1) If the mirror character is not the main character, then—unlike in Battalname—they are a
principal character. A principal character is defined here as a character whom the narrative

deems more important than other non-main characters. This is demonstrated in several ways.

34 See discussion in Chapter Two.

35 These speculations are based on data derived from two specific texts. Definitively arguing about the the
popularity or longevity of this fixed formula and type of mirror character in Old Anatolian Turkish texts
of this genre would require comparative work both within the genre and beyond, perhaps extending to
hagiographies, chronicles, and even Persian texts of these genres and time period. These pursuits go
beyond the scope of this study and certainly this chapter, which confines itself to the use of mirror
characters in Danismendname in particular.
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First is the provision of backstory, namely, that character’s history before entering the narrative;
1.e., the scene in which Artiih1 narrates his parents’ meeting, his own birth and youth, and the
circumstances of his having met Efromiya, all of which occur before he makes Melik
Danismend’s acquaintance. Second is the frequent and extended appearances of these characters.
Artthi, for example, is introduced in the second meclis, and appears in every meclis after that
until his death after a long life in the final section of Danismendname. Third is the narrative’s
interest in the internal life of this character, either through emotionally-described reactions (the
very same that form their role as a mirror character), dreams, and/or their voiced opinions
regarding plot events through dialog with the main character or other side characters. Similar to
how the Shahnameh dives deep into the internal, emotional lives of its characters,
Danigmendname privileges Artiih1’s internal life through the way in which it allows him to speak
at length, for example, when he narrates his falling in love with Efromiya and the trials and
humiliations of his attempts to marry her3¢ and when he is impatient to attack the infidel and
differs in opinion from Melik Danismend about when to act.37 According to this definition,
Artuhi is certainly a principal character. While other characters, such as Efromiya, may not have
the narrative’s similarly deep interest in their internal lives, they fit the definition of a principal
character through other means. Efromiya, like Artiih1, has a detailed backstory through her

romance with Artiih1 and appears frequently in the narrative from the second meclis until her

36 [...] “cevab verdi kim: ‘Beniim ana vérecek kizum yok,’ deédi. Ciin haber bana érdi, bendahi el
haramiliga urdum.” Mélikoff, La geste, 11:24.

37 Artiah eydiir: “Hamle kilalum.” Melik eyitdi: “Olmaz, na gah eliimiize girmeye. Sabr édeliim, érte kim

bunlar atlanalar, kizt mahafeye koyalar, biz yolda turalum anlar gegeler biz dahi kizi mahafeden
kapalum.” Artihi eydiir: “Siz biliirsiz.” Mélikoff, La geste, 11:27.
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murder in the final meclis; she also experience a dream-conversion that is narrated at length. One
example of Efromiya’s role as a mirror character is discussed at length below in Section IV.

2) The mirror character’s emotionally-described reactions are glossed as morally correct
and/or ideal in the esteem of the author and, by extension, the audience. Melik’s grief when
Muslim soldiers are martyred is deemed morally-correct behavior38; Artiih1’s weeping and
longing for his beloved are a part of his image as an ideal masculine figure. This can be
contrasted with the emotionally-described reactions of villains: when infidels react with anger,
sadness, or enraged shouting at their defeat by the Muslims, they are not acting as mirror
characters.3?

3) The emotionally-described reactions of mirror characters in Danismendname contain
more and more varied emotion words than those of their predecessors in Battalname. Often,
there is repetition, which further emphasizes the importance of the emotion word and thus, the
anticipated audience’s mirroring of the related emotion. For example, in the second meclis, when
Artuhi plays his lute and recites a poem of longing for Efromiya, the prose immediately
proceeding and following the couplets reads: “He played it [his lute] and sang, and lamented
(¢cagwrdi zart kilub) as he sang this poem. [...] He sang this poem while playing his lute and wept
pitifully (zari kilub aglardr) as he did so.”40 The repetition of the emotion word zari kilmak and
the poetic interlude replete with emotion words (see Chapter Two) indicates that audiences were

to reflect the emotions Arttih1 models in this part of the narrative.

38 See discussion in Chapter Four.

39 See discussion of villainous anger in Chapter Four.
40 [...] gerii yérine vardi, hos yédi ve i¢di, yatdi, uyudi, birazdan turigeldi, tanbirasin eline aldi, ¢aldl,

cagirdy zart kilub bu si vi séyledi [...] Ol (yigit) tanbarasin ¢alub bu §i ri eydiib zart kilub aglardi.
Meélikoff, La geste, 11:21.
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4) Unlike the ephemeral chorus members of Baftalname, the characters who serve as
mirror characters in Danismendname do so repeatedly throughout the narrative. This further
acclimates the audience to their role, as the audience comes to expect emotionally-described
reactions from Artiih1. Therefore, they are more readily impressionable to ‘Arif ‘AlT’s desired

affect.

Artiahi Wept

The fact that Artuhi serves as a mirror character so frequently throughout Danismendname
presents scholars with a unique opportunity for analysis. ‘Arif ‘Al states that there are young
warriors/young men (yigit) among his audience in whom he intends to inspire courage with the
story of the gazis (vigide veériir saca ‘at isbu s6z). What better way to do so than through the
character of a gaz1? I argue that analyzing scenes that feature mirror characters are already rich
sites for uncovering the contemporary emotional vocabulary of ‘Arif ‘Ali through the
examination of emotion words. Scenes featuring Arttih1 as the mirror character are even richer
with emotion words. Moreover, these scenes have an added benefit for the purposes of our study:
because we know ‘Arif ‘Alf envisioned young men/warriors in his audience, we can see how
Artiih1 embodies the ideals of the audience, thus giving a special weight to his scenes’ emotion
words. Analyzing scenes where Artiih1 serves as the mirror character elucidate the contemporary
emotional vocabulary of ‘Arif ‘Alf and sharpen our understanding of the emotional community
of author and audience. Analysis of the function of mirror characters like Artiih1 in
Danismendname allows scholars to appreciate the hitherto unrecognized emotional

sophistication of the narrative relative to other texts of its genre.
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Compiling emotion words as a means of bringing an author’s emotional community into
sharper focus is a methodology espoused by Barbara Rosenwein and one that I adopt to bring
‘Arif ‘Ali emotional community into sharper focus. In the chapter “Ottoman Love: Preface to a
Theory of Emotional Ecology,”#! Walter Andrews builds on Rosenwein’s conception of
emotional communities and emotion words to demonstrate how the idea of love in the specific
context of early modern Ottoman culture and society could be seen as describing and constituting
a central feature of an emotional community.42 His methodology was similar to that employed by
the present study: Andrews digitally analyzed “more than a thousand Ottoman poems and the
examination of many stories, histories, images, artifacts, monuments and landscapes,” from
which he gleaned and organized word-types and images to form a taxonomy of “the Ottoman
cultural vocabulary related to love.”#3 Andrews used this list of images to create a taxonomy of
contemporary emotional vocabulary for the study of emotions, namely love. This result is similar
to the goal of this chapter: to analyze scenes featuring mirror characters in Danigmendname that,
through their focus on emotionally describing the reactions of those characters, reveal the

contemporary emotional vocabulary of ‘Arif ‘AlL

41 Though he did not coin the term, Andrews uses the term “emotional ecology” nearly synonymously
with emotional community. For the purposes of this project, I chose to use the latter for consistency and
clarity. Andrews, “Ottoman Love,” 27.

42 Andrews, “Ottoman Love,” 21.

43 “At the pole of union is gathered vocabulary associated with pleasure or contentment: emotional
vocabulary such as fulfillment, hope, joy, merriment, smiling, amazement, madness, laughter,
spaciousness, intoxication, togetherness and pleasure-associated images such as day, sunshine, light dawn,
the water of life, Paradise, That World, spring flowers, warmth, rebirth, rain, summer, flowing water and
the gathering of friends. At the pole of separation the vocabulary is that of pain: emotional vocabulary
such as yearning, despair, grief, helplessness, weeping, sadness, madness, abandonment, sacrifice,
hopelessness, betrayal, loneliness, alienation and images such as night, darkness, fire, smoke, burning,
clouds, rain (of tears), thirst, starvation, death, Hell, disaster, this world, autumn, winter, snow and ice.”
Andrews, “Ottoman Love,” 27.
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Rosenwein’s methodology of emotion words reveals much about the contemporary
emotional vocabulary of her subjects of study. In her framework, the frequency or absence of
certain words or phrases heighten their importance. While this attention to tracking patterns of
frequency and absence is certainly important for establishing the contemporary emotional
vocabulary of a subject, I argue that emotion words are imbued with greater importance not
simply based on the frequency of their appearance, but based on their contextual placement in a
narrative like Danismendname. Which character do the emotion words describe? In what context
do the emotion words appear? Are the emotionally-described reactions of the characters glossed
negatively or positively (i.e., if the emotion word is related to anger, is that anger is it the rage of
the infidel or the taunting of the Muslim warrior before battle)? It is in scenes with mirror
characters that it becomes explicit what ‘Arif ‘Alf was telling his audience to feel that we
uncover windows into the reactions he hoped to achieve.** Because of this, I adapt Rosenwein’s
methodology to center the emotion words that describe the reactions of mirror characters. A
second methodology I adapt is one put forth by Karen Bauer in her seminal study of emotions in
the Qur’an. In her analysis, she uses a concept that she terms emotional plot to follow the
emotional trajectory of “a given sura, pericope, or unit of text” and thus trace the transformation

of the listener’s feelings from one state to another.4>

In Chapter One, I argued that Artiihi is a locus of flexibility of lexical formulae in

Danismendname, further distinguishing this text from Battalname. His emotionally-described

44 Brandsma, “Scandinavian Arthuriana,” 101.

45 For a deeper definition of this concept, see Chapter One.
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reactions to plot events are lexically diverse and more varied than those that appear in
Battalname. Artiihi, above all other characters—even the titular Melik Danismend—is portrayed
as experiencing the most and most varied emotions in reaction to the events of the plot. As
mentioned in the above definition of mirror characters, Danismendname depicts Artiihi as
longing for Efromiya, as impatient, as humiliated and angry, as grieving, and as experiencing
anxiety and fear. Comparing how the narrative describes Arttih1’s emotional reactions to the plot
versus how it describes that of other gazis throws the differences between the two into sharp
relief. Other gazis such as Siileyman, Eyytb, ‘Osman and Kara Tegin, are what a modern reader
might call flat characters: rather than the comparably three-dimensional experience of
recognizing Arttih1’s emotions, other gazis play smaller, less-detailed roles in the narrative. They
accompany the principle characters (Melik Danismend, Artuhi, Efromiya) into battle, provide aid
on reconnaissance missions, are themselves the victims of capture, and occasionally are given
dialogue, but they generally have more limited roles than principal characters like Artiihi.
Moreover, Artiih1 represents a masculine ideal: he is beautiful (ay yizlii, moon-faced),46
courageous, a powerful warrior, and, in his role as a passionate star-crossed lover, is
unwaveringly loyal, and is sexually and morally upright.4’ He represents an infidel who chooses

Islam as not only the morally correct path, but the path to also the better life: by choosing to

46 Melik Danismend gordi kim bir ay yiizlii yigitdiir. Mélikoff, La geste, 11:20.

47 In Between Two Worlds, Cemal Kafadar writes that Efromiya and Artiih1 are married “scandalously
late” in the narrative. Anetshofer criticizes this, for it implies “that the narrative leaves room for unlawful
pre-marital sexual relations.” Yet it is clear that “the narrative emphasizes again and again that Efromiya
and Artubi spend the nights between the battles before their wedding in separate tents.” (Kafadar, Berween
Two Worlds, 68. Anetshofer, “How Equal Are Female Converts?” 7.) For example, on one occasion Melik
Danigsmend “prepared a tent for Artuh1 and another separate [one] for Efromiya, for their wedding had not
yet been celebrated.” On a different occasion, it is stressed that after praying and dining with Melik
Danismend, the unwed lovers retire to rest, but “each returned to his [and her] own tent.” Mélikoft, La
geste, 1:248; 316-17.
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convert and join Melik Danismend, he wins the hand of his beloved Efromiya, a goal that has
evaded him for the last seven years. He is also—perhaps obviously—devout: in the sixth meclis,
Arttih1 describes the greatness of the Prophet’s religion so beautifully that an infidel called Panic
sighs in rapture.*8 In the fourth meclis, Artiihi loses a hand in battle and is captured by the
infidels. Imprisoned, he prays for aid. Suddenly, the wall of his enclosure cracks, and a white-
bearded old man dressed in green emerges. After praying, picking up Arttiht’s severed hand from
the battlefield, and miraculously healing it (Artuhinuy eli diiriist oldr), the old man announces
himself as Hizir, a popular figure whom God commanded to come and cure Artiih1’s wounds.49

A final characteristic that deepens Artuhi’s affective potential as a mirror character is the
fact that he is associated with Tokat, the same city of which ‘Arif ‘Ali was dizdar at the time of
his redacting Danismendname.>° Perhaps this allowed ‘Arif ‘Ali’s audience to see themselves in
him, be they “young or old” and perhaps not the young men or warriors in whom ‘Arif ‘Al
believes the tales of gazis like Artiih1 will inspire courage.

It is clear throughout Danismendname that the narrative frames Artithi’s qualities and
actions as uniformly admirable. Even when Arttih1 abandons the army and his fellow gazis in

order to rescue his kidnapped wife Efromiya (see excerpt below), the narrative does not condemn

48 Clinkim Pani¢ Kur’'an avazim dinledi bir mikdar goyli yumusadi. [...] ve Muhammed dininiiy ululugin
Panica ol kadar vasf eyledi kim Pani¢ “ah” étdi. Mélikoff, La geste, 11:87.

49 [...] ve dali Mihran 1a ‘in Artiht kasdin étmisdi [...] Ciinkim Artiahi bu miindacan étdi dah eytdikim:
“Ey ‘alemleri yaradan kadir Allah cemi T miigkil isler Sana asandur, ben bi¢areniiy hali dah Hazretiine
ma ‘lamdur, llaht meded Senden ‘inayet Senden!” dérken na gah gordi kim divar yarildi dahi bir ak
sakallu pir icerii girdi, yesil tonlar géymis geliib eytdi [...] Pir yine gayib oldi, derhal gérii geldi varub
ceri arasindan Artahinuy diisen elini derhal getiiriib yérine kod dah du ‘a okudi, Hak Te ‘alanuy ¢ok
stikiirler kildi ve ol pire teferru ‘ édiib dedi kim: “Sizler kimsiz ki bu bicareye geliib meded érdiiniiz?”
deédi. Ol pir eytdi kim: “Ya Artihi, ben Hiziram ki Hakuy emri birle geldiim ki eliiyi ve cirahatum
sigaldum.” Mélikoft, La geste, 11:54-55.

50 bir pehlevan server vardur Tokat katinda ana adile Artifu deérler... Mélikoff, La geste, 11:26-7.
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his decision. After a day and a night of distress, weeping, neither eating nor drinking, and pacing
the camp, Artiihi tells his comrade-in-arms, the gazi Siileyman, that he is leaving the army to find
Efromiya. When Artiihi is discovered absent the next morning and Melik Danismend wonders
aloud where he has gone, Siileyman tells the king where Artiih1 went and why. Rather than
expressing anger or disappointment at Artihi’s decision to abandon his comrades, Melik
Danigmend says he will pray for Arttith1’s success and the scene resumes.>! The pious king’s
implicit approval of Arttih1’s actions marks them as admirable; therefore, we can extrapolate that
the narrative also marks the emotions that drove Artiih1 to act as admirable.

In the first chapter, I discussed how Melik Danismend and Artiih1 first encounter one
another in the second meclis. Artiih1 converts to Islam and Melik promises to help Artiih1 achieve
his goal of the last seven years: of winning his beloved, Efromiya, the daughter of an infidel
tekfur (Sattat) who has denied both Artiih1 and Efromiya’s requests that he allow them to wed.
Together, the warriors ride to Harsana (Amasya), the seat of Sattat’s rule, with the intention of
taking Efromiya. Outside of the city walls, Melik and Arttih1 come across a Rumi man leading
two donkeys away from the city.

After a short time they saw a Rim1 coming from the city, driving two donkeys. In Greek,

the Rimi said: “Poor Artiih1! He suffered ill-fortune; his suffering did not help him in the

end, since others have taken Efromiya [from him]!”
[When] Artiih1 heard this, he sighed (dah: “ah” eyledi).

51 Excerpt below. Mélikoff, La geste, 11:163.

135



“Oh Artuhi, what did that man say?” Melik asked.>2

Artthi said, “Oh my lord, tonight is Efromiya’s wedding!”

Melik said: “ [There is] no need to worry (gam degil).”

He immediately stood and took that Rimi to the stream. In Greek (Rim dilince),
Arttihi asked that person: “Where did the people of Harsana go?”

“They went to a wedding,” the man said.

“What day?” Artthi asked.

“Sah-i Sattat—who is the uncle of the Kaysar—he has a daughter, her name is
Efromiya, and she is so beautiful that she is without peer in our time. The Kaysar had a
world-conquering hero [among his subjects], who it is said has no equal in both
manliness and wealth he no peer. He sent that man with treasures, asking on behalf of the
Kaysar for the daughter of Sah-i Sattat herself. The viziers and beys saw the wisdom in
this, and would give the girl to that world-conquering hero, but Efromiya would not have
him. They say in the region of Tokat there is a hero whom they called by the name
Artthi; Efromiya had fallen in love with him and wanted no other man but him. Her
father was enraged and put iron shackles on her arms and legs. Willingly or by force, this
lovely girl will be given to Nestor,” he said. “At this time, tents have been pitched on the
green lawns of the Amasya plain in Yankoniya, that is to say Corum. They’ve been
celebrating there for seven days, but tonight they’ll take her to Corum.”

When Artiih1 heard this, he lost his senses ( ‘akl: gitdi).

Melik Danismend said: “They haven’t taken her yet. Don’t worry (kayurma).”

“But tonight they’ll seize her and take her,” said the Rumf.

When Artiihi regained his senses (¢iin Artihinuy ‘akli basina geldi), he recited the
poem he had recited before and wept some (gérii evvelkileyin si v okuyub biraz agladr).
When Artiih1 had finished his poem, Melik Danismend said: “Oh Artuhi, for God the
Almighty who created the world from nothing, I will not rest until I have taken that girl
for you.”

52 Battalname does not concern itself with identifying differences in language between characters; Seyyid
Battal speaks to whomever without need of interpretation, be they local infidel or antagonists on his
quasi-magical journeys to North Africa or India. In Saltukname, Serif’s flawless ability to speak the
language of his enemies is a tool he uses to convert the infidel Other. Danismendname is a more
complicated case. Occasionally, as in this example, Melik asks for Arttih1’s aid in translating the “Rumi”
language of the infidels for him. In other cases, such as when Melik disguises himself as a priest and
breaks into a monastery, the king is able to speak with the infidel without problems. The narrative does
not privilege these moments, but they are curious and worthy of further study.
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Artihi fell at Melik’s feet (Artitht Melikiin ayagina diisdi) and Melik lifted

Artohr’s head from the ground (Melik Artithinuy basini yérden kaldurdr). Then the two

mounted their horses and rode, Melik Danismend in front and Artiih1 behind.53
It is clear to see that Artihi’s response to the news that Efromiya will be wed against her will to
Nestor fits a fixed formula in Islamic (especially Persian) literature: distressed, he swoons and
weeps. As the last chapter argued, the fact that representations of emotions may appear as fixed
formulae does not preclude them from serving as valuable data for the study of a period for
which sources are few and far between. The emotion words that are used to represent this
character’s experience provide insight into the contemporary emotional vocabulary of ‘Arif ‘Alf
What is notable here is that by sighing or crying out (dah: “ah” eyledi), swooning ( ‘akl: gitdi),
and weeping and reciting his poem full of longing (gérii evvelkileyin si ‘r okuyub biraz agladr),
the narrative treats Artiih1 as a mirror character in how it depicts his emotional response to the

grave news of his beloved’s impending nuptials. The moment where the Riim1 bemoans the ill-

53 Melik Danigsmend ile Artiihi bir dereye varub biraz eglendiler, bir zamandan gordiler kim sehirden bir
Rami geliir iki merkeb siirmis dali gider, Rum dilince yérler eydiir kim: “Bt ¢are Artu, bela ii zahmet ol
cekdi, zahmeti gendiiye kaldi, Efromiya hod ayruklar aldi, ” deyiib gider. Artiali buni diyledi dahi ah
soyledi. Melik Danismend eydiir: “Ya Artihi, sol er ne soyler?” Artitht eydiir: “Ey Hiidavend, bu géce
Efromiyanuy diigiini imis,” dédi. Melik eytdi: “Gam degil.” Derhal turdi, ol Riimiyi ol dereye getiirdi,
Artihi Ram dilince ol kisiye sord kim: “Harsana kanda kavmu gitdi?” Ol er eytdi: “Diigiine gitdi.”
Artiali eytdi: “Ne diigiin diir? " Ol kigi eytdi: “Sah-1 Sattat kim Kaysaruy ‘ammusidur anuy bir kiz
vardur, adi Efromiyadur, gayet giizeldiir, soyle kim bu zamanda ana manende kimse yokdur, dah
Kaysaruy bir cihan pehlevani var imis, hem erlikde hem malda naziri yogimis, hadsuz mal vériib adam
gondiirdi, Kaysar dilinden Sah-1 Sattat kizin gendiiye istedi, vezirler begler maslahat gordiler ol cihan
pehlevamina anmi vereler, velt Efromiya ani dilemez, bir pehlevan server vardur Tokat katinda ana adile
Artialn derler, kati pehlevandur, Efromiya ana ‘asik olmisdur, andan gayrt kisiyi dilemez, atasi kakid,
eline ayagina demiir urdi, gerek gerckmez ol nazenin kizi cebrile Nestora veriirler,” dédi. “Simdi Amasya
yazisindan Yankoniyadan yana ya ‘ni Corumdan yana ol yesil cemenler tistinde haymalar bargahlar
kurmislar, tamam yédi giindii ki ‘eys ii ‘isret kilurlar, amma bu géce Corumdan yana alub giderler,” dédi.
Artili ¢iin buni isitdi diisdi, ‘akl gitdi. Melik Danigmend eydiir: “Heniiz dali alub gitmediler, kayurma,’
dédi. Rumi eydiir: “Bu géce gerekdiir alalar gideler.” Ciin Artalinuy ‘akli basina geldi gérii evvelkileyin
§i 7 okuyub biraz agladi. Ciinkim Artith: si rini tamam étdi, Melik Danismend eytdi: “Ya Artih, ol Tanr
Haldigiin kim bu ‘alemi yokdan var étdi, ta ol kizi seniiy iciin almayinca dinlenmeyem,” dédi. Artah
Melikiin ayagina diisdi, Melik Artahinuy basin yérden kaldurdi dah ikisi bile atlarina suvar olub Melik
Danismend onince Artihi ardinca yola girdiler. Mélikoft, La geste, 11:26-7.

’
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fortune of Arttih1 drums up tension and begins the emotional plot and sets the stage for Artiih1’s
reaction, and by extension, the transformation of the audience’s feelings from one state to
another. When Artiih1 hears the news from the Riimf, he sighs. Sighing (“a/”) when lovelorn or
distressed or in moments of rapture is a fixed formula in the Islamic tradition; interestingly,
however, it does not happen frequently in Danismendname. We can count the instances quite
easily: men in Danismendname sigh in moments of religious rapture (when the infidel Panig
hears Artiih1’s proselytizing), in grief (when Melik Danismend hears of a gazi’s martyrdom in
battle against the infidels; similarly, when the villain Nestor hears that five hundred of his men
have been vanquished by Melik Danismend in battle),54 and, in the singular case of Artiih1, in
distress at the thought of a beloved. When Artiih1 fights Melik in hand-to-hand combat in the
second meclis and 1s finally defeated, he swoons; when he comes to his senses and opens his
eyes, he cries “ah.” Taken within this literary and textual context, the sigh “ah” is a word of
implied emotion. It is laden with either distress or rapture that is too overwhelming to express in
words, at least for a moment. Karen Bauer terms falling on one’s face or swooning is an
emotional reaction; likewise, Artiih1’s sighing here heightens the tension of the emotional plot.>5
To return to our example: upon witnessing Artiih1’s voiced distress, Melik Danismend asks
Artiihi to translate what the Riim1 said. Artihi begins his explanation with “Oh my lord,” which
is not usually how he addresses Melik Danigsmend—if this is not further indication of the distress

he feels, then Melik’s response certainly is. “Grieve not!” implies very clearly that Artiih1’s sigh

>4 Mélikoff, La geste, 11:162, 165.

55 Bauer, “Emotion in the Qur’an,” 19.
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of distress is meant to be read as grievous enough to warrant the use of the emotion word gam
(grief).

Then, Artiih1 asks the Riim1 for a further explanation of the situation; his demanding what
day the people of Amasya (Harsana) went to the wedding may further indicate his anxiety to
know whether or not Efromiya is lost to him forever. The Rimt gives a thorough exposition of
what has occurred in Artithi’s absence: it appears to be common knowledge (as is the way of
popular literature) that Efromiya is being given away despite having fallen in love with a hero
from the region of Tokat, meaning, of course, Artiihi.

Artiih1 swoons ( ‘akli gitdi). Like sighing, swooning—that is, the act of being overcome by
emotion and fainting as a result—is a fixed formula in Islamic literature and can be classified as
an emotional reaction.>¢ Swooning occurs in both Battdalname and Danismendname as an
expression of overwhelming emotion: in Battalname, the evil kaysar of Rim in Istanbul often is
overcome by rage and swoons and/or throws his crown to the ground.>” In Danismendname, the
villain, Nestor, also swoons when overcome by anger or despair at having heard that his men
were defeated or killed by the Muslim warriors.58

Though Melik tries to comfort Artthi by implying that they still have time to rescue
Efromiya from the forced marriage, the Rim’1s insistence that time is short sparks greater
distress in Artiih1. When he regains his senses, he recites the poem he recited when he first met

Melik Danismend and weeps a little. This implied repetition of that poem deepens the resonance

56 Bauer, “Emotion in the Qur’an,” 19.
57 Dedes, Battalname, 140, 178.

58 Mélikoff, La geste, 11:165.
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of the emotion words contained therein: we can conclude that meded (help), bicare kalmak (to be
helpless), b1 yar kalmak (to be without a companion/beloved), zar kalmak (to cry out), zari
kilmak (to wail), and aglamak (to weep) were certainly a part of ‘Arif ‘Al’Ts contemporary
emotional vocabulary because of this repetition.

‘Arif ‘All must have been aware of the affective power of that poem and of Artiih1 weeping
over the impending marriage of Efromiya to a villain: here, we can glean that he intends his
audience to mirror Arttiht’s distress and feel sympathy for him, because this display of emotion is
also moving to Melik Danismend. In a line of dialogue that echoes the fixed formulae of
Battalname, in which supplicants fall to the feet of Seyyid Battle and weep over their troubles,
Melik Danismend appears to be moved by Artiihi’s outburst of emotion. Though we understand
that the purpose of Melik and Artthi riding to Amasya in the first place was to rescue Efromiya
and free her from her father, Melik emphatically declares that he will not rest until he has taken
Efromiya for Artithi. Because Melik Danismend is Arttih1’s king and authority figure, his being
moved by Arttih1’s emotional reaction to the Rim’1s news implicitly glosses it as morally correct.
Melik’s declaration appears to comfort Artihi. Artihi falls to Melik’s feet, an emotional reaction
similar to swooning in how it implies that the character has been overwhelmed by emotion.>®

Through this episode, the mirror character (Artthi) performs what emotions the author
wants the audience to feel and when, thus sketching the outline of the emotional plot. Despite the
temporal, historical, and contextual distances between modern scholars and ‘Arif ‘Ali’s audience,
the use of certain emotion words makes clear that the narrative intends for the audience’s

feelings to mirror Artiih1’s; they could be transformed from a state of surprise at the discovery of

59 Bauer, “Emotion in the Qur’an,” 19.
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Efromiya’s impending wedding to empathy for Artiihi’s clear misery, thus heightening the
tension of the end of the episode: when Melik and Artiih1 leave the Riim1 behind and ride on
toward the plain where the wedding party is gathered, the emotional and narrative expectation is
that the heroes will come to blows with the enemy in pursuit of Efromiya.

Artiih1’s behavior in this scene is in line with that of any idealized romantic male hero in
pre-modern Islamic literature. The fact that Artthi is a part of a romantic subplot may increase
the narrative’s interest in his inner life. Courtly romances are characterized by the importance to
which they give to the inner lives of the protagonists.®® The fact that there exists a strong
romantic subplot in Danismendname is without doubt; Artthi’s backstory narrates his meeting
with and pursuit of Efromiya, leaning in to fixed narrative and linguistic formulae to establish the
emotional stakes for the attempted rescue of Efromiya that occurs later in the second meclis.

With a thousand souls and hearts I fell in love with her. [...] I saw that I had never seen a
face with such beauty as hers. When she saw me, she came forward. In her hand she had
an orange, and she tossed it to me. I caught the orange, and put it in the quiver of my
bow.6! [...] Then the girl returned and went with her servants to Harsana. I followed
behind up until I reached the city. The girl entered the castle with her servants. That night

until morning I roamed around the fortress and I wept. When morning broke, I still did
was not able to see the girl; for three months I roamed around the castle, but still I was

60 Meisami, “Kings and Lovers,” 1.

61 Mélikoff cites Steingass in pointing out that the tossing of an orange was “a custom of the Persian
matrimonial rite.” Mélikoff, La geste, 1:169. Steingass defines 02 &5 (furanj zadan) as “to throw an
orange, generally made of gold, to each other (bride and bridegroom on entering the latter’s house, a
Persian marriage custom).” Steingass, Francis Joseph. 4 Comprehensive Persian-English Dictionary,
Including the Arabic Words and Phrases to Be Met with in Persian Literature. Digital Dictionaries of
South Asia. London: Routledge & K. Paul, 1892: 297.
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not able to see the girl [...] Thus it has been seven years since I have burned with love for
that girl, though in these seven years I have not seen this girl but once.¢2

Artahi weeps and walks around the castle, despondent for three months because he cannot see
Efromiya. He also tells Melik Danigsmend that he was humiliated by Sattat’s refusal to give
Efromiya to him: “I have no daughter to give you,” the tekfiir lied, not once, but twice.®3 Artuh1’s
reaction to being forcibly separated from the woman he loves signals to the audience how they
should feel not only in that moment, but in later scenes featuring the two star-crossed warrior
lovers as well. The previous knowledge that Artiih1 has waited for seven years to be reunited with
his beloved further heightens the stakes of hearing from this Riim1 that Efromiya is to be wed
imminently. Indeed, it is no wonder Artiih1 swoons.

Whether the romantic subplot deepens Artiih1’s resonance as a mirror character or his role
as a mirror character makes the romantic subplot possible is an interesting question. The fact that
Artuhr’s reactions to situations involving Efromiya, her wellbeing, and their ability to be together
romantically are so thickly described with emotion words that it is clear to see the text’s intention
to have its audience the audience recognize and share Artiih1’s emotions.%4

This claim is strengthened by my second example.

62 Hezar can ii dilile ol kiza ‘dsik oldum. [...] Ol kizda bir cemal ve bir siret gordiim ki bir daht anuy gibi
gordiigiim yokdur. Ciin ol kiz dahi beni gordi, ilerii geldi, elinde bir tirunc varidi, ol tirunc ile beni atdi,
ben ol turunc dutdum dahi yayum kirbanina birakdum. Andan ol kiz gerii doniib hadimleri ile Harsanaya
gitdi. Ben dahi ardina diigdiim, sehre dek bile gitdiim vardum, ol kiz kullarile ¢ikub kal ‘eye gitdi. Ben ol
géce sabah olinca kal ‘e yoresinden yiiridiim karsu aglaridum. Ciin sabah oldi kizi artuk gormediim, ii¢ ay
tamam ol kal ‘e yoresinde yiiridiim, kizdan bir nigan gérmediim. [...] Us yédi yildur ki ol kizuy ‘skinda
yanaram, bu yédi yil icinde ol kizi bir kerre gérmemisem. Mélikoff, La geste, 11:22-24.

63 (1) Sah cevab verdi kim: “Beniim kimseye vérecek kizum yokdur,” dédi. (2) ahuwr bir kisi daht
gondiirdiim, cevab vérdi kim: “Beniim sana vérecek kizum yok,” dédi. Mélikoft, La geste, 11:23, 24.

64 Brandsma, “Scandinavian Arthuriana,” 101
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Artih1 saw that the army was defeated. “Efromiya has been taken!” he cried, beside
himself (hayran u zar kaldi). Siilleyman bin Nu‘man and Eyyub bin Yunis had escaped,
and Artuh1 was the only soul left. He struggled much. He tried in vain to reach Nestor or
Hisarbad, but he had ten sword wounds more than [another] and had to flee. When at last
he escaped, he reached Siileyman on the road. Siileyman said: “Oh hero, let’s try to rejoin
Melik now. Then from Melik’s good fortune we will rescue Efromiya.” Artthi, due to his
anxiety, did not answer Siileyman. But going on the road, he wept. (Artih
bithuzirligindan Siileymana cevab vérmedi, amma yolda giderken aglardi.) [...] Artuhi
wailed and wept for Efromiya, Melik Danismend felt deeply for him. (4rtihi Efromiya
iciin zart kilub aglardi, Melik Danismendiin 6zi goyiniirdi.) All that day and night,
because he was grieving Efromiya, he [Artiihi] did not eat food nor did he rest at all
(Efromiyaniiy  gussasindan ta ‘am yémedi ve hi¢ dinlenmedi). He paced around [the
camp] until morning, weeping (sabaha degin yoreniirdi dahi zart kilurdi). [...] Then
every person returned to their own tent and rested. Then Artiihi said: “Ey Yahya, tonight I
want to go to Mankuriya. If Melik asks for me tomorrow, say that I went to seek
Efromiya. Do not forget to pray for me.” Saying this, he rose and armed himself, and left
his army.65

After witnessing the defeat of the Muslim army, Artiih1 realizes that his wife has been kidnapped
by the enemy. Here again we begin by highlighting the emotion words embedded in this excerpt:
Artthi cries out and grieves (hayran u zar kaldr). The way the narrative emotionally describes

his reaction to Efromiya’s kidnapping marks a turning point in the emotional plot of this episode.

It is evident that in this meclis, Artuh1 has reached a point akin to what in modern screenwriting

parlance is called an “all is lost” moment, in which the protagonist faces a moment of apparent

65 Artiuhi gordi kim ¢eri sindi, “Efromiya girift oldi!” déyii hayran u zar kald. Siileyman bin Nu ‘man ve
Eyyub bin Yuniis dah kagmislardi, Artihi yaliquz bir can kaldi, ¢cok cehd étdi kim Nestora yahid
Hisarbada érise, ¢care olmadi, gendiide dahi ondan ziyade kili¢ zahmi varidi, ahir oldah kagds, yolda
Siileymana érisdi. Siileyman eytdi: “Ey pehlevan, simdi seniiy ¢cehdiin ol olsun kim Melik hizmetine
eriseviiz, andan Melik devietinde Efromiya’i kurtaravuz,” dédi. Artal bihuzirligindan Siileymana cevab
vérmedi, amma yolda giderken aglardi. [...] Artihi Efromiya iciin zart kilub aglardi, Melik Danismendiin
ozi goyiniirdi. [...] Ol giin ol géce Efromiyaniiy gussasindan ta ‘am yémedi ve hi¢ dinlenmedi. Artih
sabaha degin yoreniirdi dahi zart kilurd. [ ...] Andan her kisi gendii barigahina varub karar kildilar.
Andan Artali eytdi: “Ey Yahya, ben dilerem ki bu géce Mankuriyadan yana gidem, eger yarin beni Melik
sorarsa Efromiya’i isteyii gitdi diyesin, beni haywr du ‘adan unutmayalar,” dédi dah derhal turigeldi sazin
selebin gendiiye rast kildi, ¢erinden revani oldu. [ ...] Andan her kisi gendii barigahina varub karar
kildilar. Andan Artaln eytdi: “Ey Yahya, ben dilerem ki bu géce Mankuriyadan yana gidem, eger yarin
beni Melik sorarsa Efromiya’i isteyii gitdi diyesin, beni haywr du ‘adan unutmayalar,” dédi dah derhal
turigeldi sazin selebin gendiiye rast kildi, ¢erinden revane oldi. Mélikoft, La geste, 11:145-6, 148, 163.
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defeat: his wife has been kidnapped by an enemy he knows intends her harm, if not death. He
struggles a great deal (¢ok cehd étdi), and though he attempts to follow his enemy and continue
to fight, he fails because he is sorely wounded (¢are olmadi, gendii de dahi ondan ziyade kili¢
zahmi varidi). When at last he is able to rejoin one of his companions, and that §azi attempts to
comfort him, it is to no avail. The narrative highlights Arttih1’s inner emotional life by describing
how he does not answer due to his distress/anxiety (bihuzirligindan Siileymana cevab vérmedi)
and then how he weeps as they travel (amma yolda giderken aglardy).

In this moment, Artiih1 steps into his role as mirror character. The narrative has reached a
point where the Muslim army is seemingly defeated and a principal character taken captive; here,
Artiih1 clearly demonstrates what ‘Arif ‘Alf intended his audience to feel, for the narrative delves
into Artiih1’s inner emotional life. Not only does he cry out and outwardly grieve (aglamak, zarr
kilmak), he falls silent due to his distress and anxiety. Elsewhere in the narrative, when Muslim
lives are lost in battle, the narrative does not describe Artiih1 as weeping or mourning (these
scenes center Melik Danismend’s emotions); the only scenes in which Arttih1 weeps are episodes
which involve Efromiya, thus imbuing them with certain narrative expectations. This episode,
like others involving the romance between Arttih1 and Efromiya, inspires questions such as: will
Efromiya be saved? Will she and Artiih1 be reunited? The narrative expectation is that yes, she
will—but not yet. From this, it is possible to extrapolate that Arttih1’s anxiety in this scene was

meant to inspire empathetict® anxiety in the part of the audience.

66 “Empathy involves, among other things, a conscious or unconscious inference to what someone else is
feeling. It also involves an open-ness to putting oneself in the place of the other person.” Hogan, Patrick
Colm. The Mind and Its Stories: Narrative Universals and Human Emotion. Studies in Emotion and
Social Interaction. Second Series. Cambridge: Cambridge University Press, 2003: 81.
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Artiih1 and his fellow gazi, Siileyman, return to the Muslim army camp, where Artiih1
continues to act as the mirror character by wailing and weeping for his kidnapped wife.
Presumably, Melik Danismend receives news of this terrible event; the narrative also describes
his reaction to this event emotionally by saying that his insides burn (Melik Danismendiin 6zi
goyiniirdi). The narrative then returns to Arttiht and continues to reveal this character’s inner life.
It describes how Artiih1 does not eat or rest because he grieves Efromiya’s loss so profoundly. In
an act that echoes how he once circled the city walls of Amasya in hopes of seeing Efromiya,
Arttuhi paces around the camp through the night, continuing to wail (zari kilmak).

Artiih1’s weeping should come as no surprise to scholars of medieval Islamic literature,
especially those who study popular literature and/or romances. The representation of Artiih1’s
loss and grief is a fixed formula within the medieval Islamic canon. As a trope, it is possible to
trace representations of male grief like Artiih1’s weeping through the Persian prose epics and
verse romances that more likely than not formed ‘Arif ‘Al’Ts literary canon.6” This representation
of Artiih1’s weeping is, for a piece of popular literature that straddles the boundary between epic
and romance, both a genre and oral and textual narrative convention.

Here, this fixed formula serves a two-fold purpose in this episode. First, it has the power to
draw audiences deeper into the narrative. It was likely expected by an audience composed of
‘Arif ‘Al’s emotional community; whether ‘Arif ‘AlT was aware of the affective power of such a
trope or not, the audience’s experience reflecting the emotions of this mirror character might be

compounded by their familiarity with a fixed formula like the one described above. As

67 “Arif ‘Ali draws parallels in verse to Khosrow & Shirin and, in prose and verse, to the Shahnameh; in
addition to these explicit references, there are many tropes and allusions throughout the narrative that
make it possible to place these two works, among others, in ‘Arif ‘Ali’s literary canon. For a thorough
discussion of literary influences, see Mélikoff, La geste, 1:164-69.
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emphasized in ‘Arif ‘AlT’s couplet “Because the guests must not be sad/just as we must not laugh
when it is appropriate to cry,” the audience knows from storytelling experience within that
literary canon and emotional community that mirroring Artiih1’s emotions in this episode is the
appropriate response to the narrative. Second, this episode illustrates how the emotions of the
mirror character drive the narrative forward. Patrick Hogan writes in The Mind and Its Stories:
Narrative Universals and Human Emotion, that what he terms “paradigm stories”—stories,
according to his definition, that are engaging, that are celebrated and repeated—are stories that
“move us... by portraying emotions or emotionally consequential events.”%8 As with Hogan’s
conception of paradigm stories, celebrated and repeated fixed formulae such as Arttih1’s weeping
“animate and structure” this episode and others featuring mirror characters in Danismendname.
An audience composed of ‘Arif ‘Ali’s emotional community would expect Artith1’s reactions to
be represented in a certain way, and their anticipation of it and of what might follow would
heighten narrative tension.

The emotional plot of this episode culminates in Arttih1 making a decision. While the rest
of the army rests, Arttih1 turns to one of his companions, a gazi called Yahya. Artiih1 says that he
will go to Mankuriya, which is where Efromiya has been taken by her infidel kidnappers. Arttih1
then says that if Melik asks for him tomorrow, for Yahya to report that Artiih1 went looking for
Efromiya (eger yarin beni Melik sorarsa Efromiya’i isteyii gitdi diyesin). He then asks Yahya to
not forget to pray for him (beni hayir du ‘adan unutmayalar). The inclusion of this final line of
dialogue emphasizes that the adventure on which Artthi is about to embark is a dangerous one,

one where success might not be possible without the prayers of his companions. This implication

68 Hogan, The Mind and Its Stories, 5.
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heightens the narrative tension. Arttihi then leaves the army (/... /dédi dahi derhal turigeldi sazin
selebin gendiiye rast kildi, ¢erinden revani oldr). Implicit in the above dialogue is the fact that
Artiihi did not ask for permission to leave the army from his commander, the king. His
heightened emotions drive him to act on his own—an act that the text glosses as honorable and,
perhaps, laudable in the eyes of the audience’s emotional community. This is exceptional for
both Artthi and the narrative formula of the rescue mission.

Throughout the narrative, Artithi is portrayed as ultimately submissive to his king, even in
times of heightened tension before the excitement of battle. For example, in the second meclis,
the narrative describes how Melik Danismend and Artthi ride to save Efromiya from her father,
Sattat, who has prevented the lovers from being together for the last seven years. As we see in
the excerpt above, the two warriors approach the city of Amasya and learn from an encounter
with a Rum1 that Efromiya is to be wed against her will. Artiih1, discussed above, is distraught;
Melik encourages him not to lose faith and swears that he will make sure they get Efromiya.
Then the two warriors ride and plan to rescue Efromiya from the wedding caravan itself.

They crossed the Amasya river and saw that tents had been erected on the plain. Riimis
sat busying themselves with drinking and drums and flutes played in Nestor’s tent.

“Let’s attack,” Artiih1 said.

“No,” said Melik. “We will not be successful that way. Let us be patient. Tomorrow
when they are on horseback and have put the girl in a litter, we will stand on the road.

When they will pass, we will take the girl from the litter.”
“As you command,” Arttih1 said.®?

89 Amasya suyin gegdiler gordiler kim ol yazida hayma ve bargahlar kurulmis, Ramiler oturub ickiiye
mesgil olmislar, Nestor bargahinda kits ve nakaralar ¢calinur. Artahn eydiir: “Hamle kilalum.” Melik
eytdi: “Olmaz, na gah eliimiize girmeye. Sabr éydeliim, érte kim bunlar atlanalar, kizi mahafeye koyalar,
biz yolda turalum anlar geceler biz dah kizi mahafeden kapalum.” Artahi eydiir: “Siz biltirsiz.”
Meélikoff, La geste, 11:27, 1:214.

147



Here, it is evident that upon seeing the wedding encampment of Nestor and Efromiya, Artiih1
becomes impatient to save his beloved. He wants to attack immediately. When Melik insists they
must be patient in order to be successful and then presents a plan of how to do so, Artth1 does
not challenge the king’s authority. He immediately acquiesces. The two warriors are patient and
attack the wedding party the following day, as per Melik’s plan.

When we compare this rescue mission with Artiih1’s emotionally-driven decision to leave
the Muslim army and go to Mankuriya to rescue Efromiya on his own, the differences are
striking. Also striking are the differences between Arttih1’s decision to leave the Muslim army
without permission and another episode from the sixth meclis wherein Efromiya grieves Artiihi s
capture by the enemy. When she learns that Artiih1 has been taken in battle, like Artiihi, Efromiya
grieves (gamnak oldr) the loss of her beloved. Unlike Artiihi, the narrative does not linger on her
reaction, nor does it illustrate her inner life; this is not an instance of her acting as a mirror
character. Unlike the episode with Arttih1 described above, Efromiya immediately turns to Melik
Danismend and asks for permission to battle a Rumi1 warrior, Miha’il, and save Artiih1.70 Even in
times of emotional distress, Efromiya is also ultimately submissive to Melik Danigsmend, as is
clear in the way she seeks and waits until granted permission to act.

Both of these episodes (Arttihi reining in his impatience to obey Melik Danismend;
Efromiya asking for Melik’s permission) highlight how unusual Artiih1’s decision to leave the
Muslim army without permission and rescue Efromiya is in the context of character interactions
and structures of authority established elsewhere in the narrative. Despite this, Melik implicitly

approves of Arttiht’s decision. The next morning, when Artthi is discovered absent and Melik

70 Efromiya gamnak oldi, pes Melik Danismendden destir diledikim vara Miha'ilile cenk édiib Artiihiyn
kurtara, Melik destir vérdi. Mélikoft, La geste, 11:85.
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Danigsmend wonders aloud where he has gone, Siileyman tells the king where Artiih1 went and
why. Rather than expressing anger or disappointment at Artiih1’s decision to abandon his
comrades, Melik Danismend says he will pray for Artihi’s success. The scene resumes.”!

The fact that Melik Danismend implicitly approves Artiih1’s unauthorized mission to rescue
Efromiya on his own gives special weight to the emotion words bihuzirlik, gussa, hayran u zar
kalmak, and zari kilmak. Because these emotion words and others derive from a scene featuring a
mirror character, in which ‘Arif ‘Alf explicitly signals to the audience how to feel, we can
conclude these words were a part of his contemporary emotional vocabulary. Therefore, these
can be added to our taxonomy of important emotion words in the Appendix.

The narrative’s approval of Artiih1’s decision to abandon the army and find Efromiya on his
own signals to the audience that Arttih1’s emotionally-described reactions as the mirror character
are worthy of the audience’s admiration and empathy. This demonstrates that the emotions of
mirror characters throughout Danismendname are glossed as morally correct by the narrative.
This theory is strengthened if we turn to analyze instances in which characters other than Arttihi

act as mirror characters.

Further Reflections: Other Mirror Characters

While Artthi is the figure who acts as mirror character the most often in Danismendname,
he is not the only mirror character. When other figures act as mirror characters, such as Efromiya
and Melik Danismend, it is evident that the narrative of Danigmendname portrays mirror

characters as performing morally correct emotions and behaving in morally correct ways.

71 Mélikoff, La geste, 11:163.
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Above, I described an episode in which Efromiya grieves when she discovers that Arttihi
has been kidnapped. The phrase used in that description (gamndk olmak) an example of a typical
way in which the narrative emotionally describes her reactions to narrative events: it is specific,
yet brief. The narrative privileges Artohi and Melik Danismend’s inner lives to a greater extent
than Efromiya’s; that being said, there are episodes in which I argue she acts as the mirror
character.

In the fourteenth meclis, the villain Sattat is finally captured by the Muslims alongside
many Christians.”? Melik Danismend entreats one group of captives to convert to Islam; when
they refuse, Melik commands the infidels be taken across the castle and torn to pieces.” Upon
hearing the cries of these infidels, a second group of captives (among whom was a priest) raise
their fingers and readily convert to Islam.7* Melik then asks Efromiya why her father has not
converted. Efromiya replies that, with the king’s permission, she will go to her father in captivity
that night and advise him that he should become Muslim or he will be killed.”s If he agrees, all
will be well (eger kabul éderse hos); if not, “do whatever you wish [to him] tomorrow,”, which
euphemistically refers to Sattat being killed. This heightens the tension and sets the foundation of

the emotional plot of the episode: will Efromiya’s father be killed or not?

72 This episode is discussed Chapter Two (pp. 100-1), but is examined differently and in greater depth
here.

3 Melik ¢iin ol hali gériib buyurdi ol esivleri getiiriib iman ‘arz étdiler, ol esivler “olmazuz” déyince
Melik buyurdi kdfirleri kal ‘eye karsu pare pare kildilar. Mélikoff, La geste, 11:235.

74 bu yana esirler ani isidiib barmak gotiirdiler Miistilman oldilar, ba ‘zisi koca ruhbanidi. Mélikoft, La
geste, 11:235.

75 Efromiya eytdi: “Ya Melik ez-zeman! Beniim atam anam hanumanum basum canum seniiy yoluna
Muhammed skina kurban olsun! Amma bu géce icazetiiyile atam katina varayim nasthat édeyim: ‘gel
Miisiilman ol yohsa érte seni oldiiriirler,” déyeyim. Eger kabul éderse hos ve illa érte ne dilersen isle,”
deyiib. 11:236
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We follow Efromiya as she goes to her father’s side. “Oh father, do you recognize [know]
me?” she asks. This is the first time she has spoken to her father since using deception and her
martial arts to defeat him in hand-to-hand combat, and certainly the most emotionally intimate
space they have been in together since she freed herself from the wedding caravan and joined
Melik Danismend’s army.

Sattat lifts his head and looks at Efromiya. Instead of acknowledging her as his daughter,
curses pour from his mouth. “You are the cause of all my misfortune,” he says, “for without you,
what would I have to do with the sorcerers [Muslims]?”7¢ The narrative turns to verse as
Efromiya entreats her father to convert to Islam; his reply, also in verse, emphatically rejects her
invitation. When he is finished speaking, Efromiya cries out that “If you do not become Muslim,
Melik will hang you! He will kill you.” In response, Sattat curses the Prophet. The emotional
plot turns: Efromiya realizes her entreaty has failed: she is deeply distressed (gayet bi hiizir oldr)
by the outcome of her conversation with her father.”” In Danigmendname, we become familiar
with emotional reactions to the fixed narrative formula of conversions of Christians with whom
principal characters have or form personal relationships (albeit briefly): these are invariably are
joyous affairs. Artiih1’s conversion of allies such as Pani¢ and Meryem are rewarded with

marriages; Efromiya’s successful entreaty to convert the stubborn Christian captive Giilniis Bani

76 Andan Efromiya atasi katina varub i¢erii girdi eytdikim: “Ey ata, beni biliirmisin?” dédi. Sattat bagin
kaldurub Efromiya'i girdi dahi agzindan herzeler akmaga basladi, andan eytdikim: “Bu kamu beld baya
sentin basuy altindadur yohsa beniim bu cazilarile ne igiim vardur?” déyiib. Mélikoff, La geste, 11:236.

77 Efromiya eytdi: “Pes dgiidiim alub Miisiilman olmazsay Melik seni bogazundan asa, murdar olesin!”
La ‘tn bunt isidiib Peygamberi ségdi, herzeler yédikim démek olmaz. Efromiya gayet bt hiiziir oldr dal
turdi Melik Danismend katina geldi dah dédi kim: “Zinhar ol mel ‘ina aman vérmekim hig islaha kabil
degiildiir,” dedi. Andan gérii doniib gendii haymasina geldi. Mélikoft, La geste, 11:236-7.
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is met with joyous fanfare as the noblewoman is united in marriage with Melik Danismend.”®
The narrative expectation is clear: conversions, whether they happen in battle, in dreams, or
through impassioned conversations, have positive emotional resonance in the text and the
representations of the emotions of the characters are replete with emotion words such as
sevinmek (to rejoice) and sad olmak (to be happy).” These indicate joy, celebration, and
ultimately, acceptance of the convert.

The refusal of Sattat to convert upends this narrative expectation. Not only does he refuse
to convert, this scene also depicts Efromiya failing to convert an infidel, the first and only time
this occurs for her. This is especially noteworthy given her identity as a convert (emphasized by
the fact her name is never changed to a Muslim one) and her kinship ties with Sattat.

Efromiya’s reaction to her father’s decision signals to the audience that, while Sattat has
invariably been portrayed as a villain throughout the narrative, his refusal to become a Muslim is
still a tragedy. In this, she acts as the mirror character, guiding the audience toward the
“appropriate” emotional response to this episode. The emotional plot cconcludes the next
morning, when Sattat’s ally and the enemy of the Muslims, Nestor, comes forth to meet the
Muslim army in battle. Melik Danismend orders that Sattat be brought forth. When Sattat is
before the armies, Melik commands him to become Muslim, giving the villain one final chance
for redemption: “Come, become Muslim,” he says, “and I will set you free.”’80 Sattat refuses,

curses pouring forth from his mouth, so he is bound to a tree for his execution. It is Efromiya

78 Mélikoff, La geste, 11:217.

79 Ciin Melik bu haberi isidiib sevindi [ ...] Andan hazir olan gaziler ve begler seviniib sad oldilar.
Meélikoff, La geste, 11:217.

80 “Ey Sattat, gel Miisiilman ol, seni azad édeyim.” Mélikoff, La geste, 238.
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who comes forth and shoots the first arrow; the arrows of other gazis follow, thus ending her
father’s life.

The narrative does not represent Efromiya’s emotional reactions to events with the same
level of description, rich with emotion words, as it does Artuhi’s. Despite this, Efromiya acts as
the mirror character in this episode. She guides the audience’s reactions: the depiction of her
emotions signals what the emotional regime of this text deems the morally “appropriate”
response to such a tragedy as one’s own father refusing to accept Islam and being killed as a
result.

The identity of these mirror characters can tell us much about how an audience composed
of “Arif ‘Ali’s emotional community might perceive and react to the representations of these
characters’ emotions. Artiihi, as a warrior, represents a masculine ideal. He is described as yigit,
as is part of the audience of ‘Arif ‘Alf in verse; he is a warrior in whom other warriors in the
audience could read themselves into (so to speak). Analyzing Artiih1 and the emotion words used
to describe his emotional reactions allows us a better understanding of the contemporary
emotional vocabulary—and thus, emotional community—of author and audience. To a slightly
lesser extent, Efromiya, as a convert herself, likewise signals appropriate reactions to the tragedy

of her father refusing to convert.

Conclusion
Analyzing mirror characters in Danismendname in light of Battalname allows us to greater
appreciate the relative literary and psychological sophistication of a text that has long been

denied analytical treatment beyond its obvious preoccupations with conquest and confrontation
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with the Other. It firmly places Danismendname within the sphere of Ottoman and Old Anatolian
Turkish literary studies as a text that can provide vivid windows into the emotional communities
of the text’s audience in fourteenth-century eastern Anatolia, a historical period about which
much remains to be discovered.

‘Arif “All makes explicit in his verses that he intends his redaction of Danismendname to
affect the emotions of his audiences in specific ways. I have argued that he successfully achieves
this through the employment of mirror characters. Moreover, the scenes featuring mirror
characters have given us much to dissect in the way of contemporary emotional vocabulary of
‘Arif ‘Alf. The repetition of certain emotion words, such as zari kilmak and aglamak, deepens
their importance in our methodological estimation. The additions of gonli sinmak and bihuzarlik,
which only occur once each in the text, are equally interesting in this project’s analytical eye.
The presence of these two emotion words further emphasizes how deep the character’s distress
is; when we anticipate the audience’s mirroring of these emotions, it is possible to see how
tension rises in this moment, thus vividly illustrating each episode’s emotional plot. Therefore,
these can be added to our taxonomy of important emotion words in the Appendix.

The study of mirror characters and the emotion words used to describe their represented
emotions serve many vital ends for the expanding the field of Old Anatolian Turkish studies.
This chapter has discussed but two. First, the analytical lens of the mirror character has allowed
us to articulate and appreciate a difference in emotional register and literary techniques between
Battdalname and to Danismendname, which, in ‘Arif ‘Al’s fourteenth-century redaction, is one
degree further removed from oral tradition than the former. Second, scenes with mirror

characters and the emotion words contained therein provide the scaffolding—albeit imperfect—
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for scholars to begin to see the contours of the emotional community of ‘Arif ‘Alf and his

audience.
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CHAPTER FOUR

An Ideal King of Fictional Past and Political Present

Introduction

This chapter analyzes the representations of the grief and virtuous anger of Melik
Danigmend in light of his position as king, how that role was depicted in the text, and the
historical context of the redaction. It discusses how representations of Melik Danismend’s most
heightened emotions can be read as answering a striking question, one that for gazis in late
medieval Anatolia was a question of great consequence: how should a king mourn the men who
fight for him?

This emphasis on how the king should feel when his warriors are wounded or martyred
underscores the narrative’s preoccupation with a second question that was important to ‘Arif ‘Al
and his emotional community: what kind of king is an ideal king? While other aspects of the
depiction of Melik Danismend as the ideal king in Danigmendname are notably incongruous with
the period in which the text was redacted, close reading of the king’s emotions demonstrates that
to ‘Arif ‘Alf and his audience, an ideal king was one whose relationship with his warriors was an
emotional as well as political one.

Melik Danismend’s depiction in Danismendname models a certain kind of temporal power
that scholars have termed sacral kingship. This model was anachronistic to the post-Chinggisid
political world in which ‘Arif ‘Al was redacting his source material. It is tempting to speculate
that this representation of Melik Danismend is a fixed formula, cemented in oral tradition,

preserved when put to paper in the Seljiik period by Ibn ‘Ala, and repeated by ‘Arif ‘Alf in his
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redaction. Thus is Melik Danismend, the pious and ideal king, a narrative relic of a much earlier
period.

However, analysis of Melik Danismend’s emotions suggests another possibility.
Representations of the king’s emotions at their most heightened states demonstrate lexical
flexibility in the choice, repetition, and variety of emotion words; critically, these heightened
emotions—namely grieving and virtuous anger—are the results of emotional plots that
invariably begin with the wounding, kidnapping, or martyrdom of his warriors. In fact, the only
times when Melik Danismend expresses emotions of this intensity are when his warriors or
companions are imperiled or killed.

I read this as a potential reflection of the fact that in the post-Chinggisid eastern Anatolian
milieu in which ‘Arif ‘Al was redacting Danismendndame kings and usurpers were made and
broken by power brokers, by the warriors who chose to support them or not. As a potential
member of a military-bureaucratic class, ‘Arif ‘Al and his audience were likely aware of this
political power dynamic.

By examining Melik Danigmend through the history of emotions, this chapter illuminates
what kinds of modes of emotional expression were seen as ideal for a king by ‘Arif ‘Al’s
emotional community. Then, by embedding this analysis alongside the redaction’s historical
context and contemporary conceptions of political legitimacy, we can appreciate that this
representation of kingship can be read as a commentary on the political milieu in which ‘Arif
‘All lived. Centering the emotions of Melik Danismend illuminates how this fictional king,
despite the anachronistic nature of his relationship with this caliph, can be read as commentary

on ‘Arif ‘AlT’s contemporary political atmosphere. An ideal king, in the eyes of ‘Arif ‘Al and his
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emotional community, valued his warriors. An ideal king should express his appreciation for his
men through appropriate emotion. His relationship with them should be emotional as well as
political.

Finally, this act historicizes a narrative long-stripped of its specific historical context and

constitutes a vital piece of our understanding of ‘Arif ‘Ali’s emotional community.

How Should the Ideal King Feel?

Danismendname references several works of Islamic literature in verse and prose; its
depiction of Melik Danismend compared to these other works as a pious, morally-correct king is
worthy of note. In other texts of its religous-heroic genre, namely Battalname and Saltukname,
the titular hero-protagonist is a warrior, like Melik Danismend, but never is he a king. They
confront infidels in the name of Islam, but never do they explicitly conquer territory and then
rule as Melik Danigmend is given explicit permission to by the caliph (see below).!

‘Arif ‘Alf draws parallels in verse to the Persian romance Khosrow o Shirin and, in prose
and verse, to Ferdows1’s Shahnameh; in addition to these explicit references, there are many
tropes and allusions throughout the narrative that make it possible to place these two works,
among others, in ‘Arif ‘AlT’s literary canon.2 To make an all-too-brief example that draws on
both works, let us turn to the quasi-legendary Sassanian king Khosrow, whose tale is retold in

both the Shahnameh and Nizam1 Ganjavi’s Khosrow o Shirin.

I Mélikoff, La geste, 11:68-9.

2 For a thorough discussion of literary influences, see Mélikoff, La geste, 1:164-69.
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In one scene, as Melik prepares for battle, the narrative exalts the king’s majesty and might
in verse: in one line, ‘Arif ‘Alf writes that that if STrin were to see the king’s beauty (dildviz), she
would say, “this, certainly, is Perviz!”3 Though the two might be alike in kingly majesty, Melik
Danismend’s behavior as a king differs greatly from Khosrow. To greatly simplify this classic of
Persian literature: Khosrow’s arc in Khosrow o Shirin is defined by his weaknesses and
shortcomings; his failings as a king and a lover build toward his redemption near the end of the
romance, when he at last marries Shirin and sits on this throne as a just king.# Conversely, Melik
Danismend appears from the first meclis of Danismendname as pious and learned. He is
introduced to the audience as residing in a place called Cahar Bag (Four Gardens) with Sultan
Turasan, the grandson of Seyyid Battal. The two men practice sword fighting during the day; at
night, Melik Danigsmend reads, writes, and studies, earning himself the moniker danismend, that
is, “wise man.”> Throughout the narrative, he is unfailingly wise: he encourages other characters
to be patient rather than rushing headlong into battle (see Chapter Three) and listens to the divine
guidance granted to him in dreams from Seyyid Battal, that legendary warrior’s companions, and
the Prophet.

This difference between these two representations of kings can be chalked up to a question
of the difference in genre between the two works. Khosrow o Shirin, as courtly romance, focuses
on the protagonist’s “quest for self-knowledge”’; moreover, as a work of verse—and thus, Julie

Meisami writes, exemplary fiction—the romance was viewed as a “was viewed as a means of

3 ki bu resme tonandi ol dilaviz/ki Sirin gorse: “bu dur, diye, Perviz!” Mélikoff, La geste, 11:166.

4 Chelkowski, Peter J. and Nizam1 Ganjavi. Mirror of the Invisible World: Tales from the Khamseh of
Nizami. New York: Metropolitan Museum of Art, 1975: 43.

5 Mélikoff, La geste, 11:5.
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guiding his audience towards their own self-perfection, a perfection capable of definition in
precise ethical terms.” As a religious-heroic work of prosimetrum that grew from an oral
tradition, Danismendname 1s exemplary in a different way: rather than being didactic to its
audience through its protagonists’ quest, its depiction of kingly behavior models what would be
considered appropriate and even laudatory behavior between a king and his warriors to ‘Arif ‘Al
and his emotional community.

The last chapter argued that Artiih1 can be read as a mirror character because he reflects the
intended audience of Danismendname, and because he represents an ideal of that audience.
Melik Danismend, on the other hand, represents both an ideal and the political and moral
superior of that intended audience of warriors. Representations of Melik Danismend’s most
heightened emotions—such as grief and virtuous anger—can thus be read as answering a critical
question posed by the narrative: how should a ideal king treat and mourn the men who fight for
him? In Danismendname, that answer is found in the formation of two emotional plots.

In the previous chapter, I analyzed the emotion words in scenes that feature mirror
characters to build a contemporary emotional vocabulary of the emotional community of ‘Arif
‘Al1. Here, we continue that methodology: I trace the emotional plot of Melik Danismend’s
represented emotions that circle the English terms grief and despair. 1 analyze emotion words
(and their repetition) to sketch the contours of a contemporary emotional vocabulary relevant to
this representation of a king’s emotions. The patterns we find may suggest what the emotional
community of the text believed how kings of Melik Danigsmend’s status and political legitimacy

should behave when danger or death came to the men under his command, as ‘Arif ‘Ali’s own

6 Meisami, “Kings and Lovers,” 1, 2.
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words emphasize his awareness of the affective power of his work and appropriate patterns of
behavior (because the guests must not be sad,/just as we must not laugh when it is appropriate to
cry).’

Danismendname demonstrates where and when it was considered acceptable for Melik
Danismend to express grief or despair and the value he should place on his warriors’ lives.
Emotion words such as melii/ (sad), perisan (dejected, unconsolable), génli sitnmak (one’s heart
tightening), 6zi géyinmek (one’s insides burning), zar kalmak (weeping), and zari kilmak
(weeping) are used to describe a sudden shift in Melik Danigsmend to a saddened emotional state
after hearing ill tidings or witnessing fallen soldiers. Some emotion words, like meliil (sad) and
zart kilmak (weeping), are used to represent the emotions of both the principal characters (Melik
Danismend; Arttihi; Efromiya) and villains (Nestor; Sattat). Others, such as gon/i sinmak (one’s
heart breaking ) and 6zi goyinmek (to feel compassion for), are notably only ever used with
Melik Danismend. The difference in between the saddened emotional states of other characters
vis a vis Melik Danismend lies in the continuing arc of their emotional plots: after feeling this
sadness, what do their emotional states transform zo? In the case of Melik Danismend, the
emotion words meliil, perisan, and, more rarely, gonli sitnmak, ozi goyinmek, and zart kilmak,
signal the beginning of a transformative emotional plot to one of two states: (1) prayer and/or

reflection and (2) virtuous anger.

Prayer and Reflection

7 ki sohbet ehline hi¢ gam gerekmez/gozi yaslu gerek hurrem gerekmez. Mélikoft, La geste, 1:267-8,
II:81-2.
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Let us first trace the emotional plot of Melik Danismend that leads from sadness to
reflection cued by the emotion word meliil, which is translated as melancholy; sad; dejected; out
of spirits. In the third meclis, Melik Danismend and his companions, Artiih1 and Efromiya,
befriend Harkil Zahid, a Christian monk who converted to Islam in a dream. Harkil Zahid
provides them with food and lodging; the heroes are able to rest from their journey in his
monastery. Later, Harkil Zahid is slain by the villain Sattat. Upon discovering the death of Harkil
Zahid and others, Melik is distraught.

Melik was saddened (meliil oldr). He dismounted his horse and prayed for those martyrs.

He prayed for their souls. He turned and fastened the door and prayed. Efromiya was on

watch [lit: it was her turn], Artthi slept, [and] Melik Danismend Gazi occupied himself

with prayer.8
This scene follows a narrative formulae in which meliil cues the following emotional plot: first,
Melik Danismend hears word of or witnesses ill befalling members of his army or his
companions (being martyred; being wounded; taken captive). At this, he is saddened (meliil
olmak). In his grief, he turns inward to prayer, a solitary and reflective activity. In the above
excerpt, it is implied that while his companions take turns keeping watch and resting, the king
prays through the night.

In other examples of this formula, we see that the emotion word melii/ transforms the

king to a similarly reflective state where he chooses to be alone and think.

[The infidels] took those two heroes back to the prison. Melik was grieved (melil ve
mahzin) and returned to the army (camp), and entered his own tent. That night Artah1

8 Melik kati melil oldi, atindan indi, ol sehidleriiy namazin kildilar, rihlarina du'a kildilar, gérii kapuy:
bagladilar, namaz kildilar, Efromiya nevbet sakladi, Artitht uyudi, Melik Danismend-i Gazi namaza
mesgil oldi. Mélikoff, La geste, 11:46
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stood watch; Melik sat alone in his tent, thinking while aggrieved (meliil u mahzin fikr

éderdi).%

Here, the emotional plot of Melik Danigsmend begins with his knowledge that two of his soldiers
have been taken by his enemy to prison. At this, he is grieved: compared to the first example, the
Melik Danismend’s saddened state is deepened with the addition and later repetition of mahziin
(aggrieved), a derivative of the Arabic huzn (grief). He returns to the army camp and enters his
tent, where he chooses to be alone with his thoughts and grief for his kidnapped gazis.

Within the context of Danismendname, the emotion word perisan can be translated as
afflicted or melancholy (or, in other contexts, dispersed, disheveled, distracted, or confounded).10
Like melil, its use triggers the unfolding of an emotional plot that leads Melik Danismend from
witnessing or learning of the ill fortune of men under his command to reflection and great
sadness. Let us examine the following three examples, of which the third is particularly
illustrative of the above point:

(1) Melik was [greatly] miserable, and had no choice but to return.!!

(2) Melik saw that four hundred Muslims were martyred; he was acutely miserable.!2

(3) Melik saw that many men among the Muslims had become martyrs; the majority [of

the others] were wounded. When Melik saw these, he thought a short while. Suddenly,

Artthi came forward and made Melik aware of Efromiya’s state. When Melik heard this,
he prayed without dismounting his horse. He was deeply miserable.!3

9 [Kafirler] ol iki serveri gérii zindana gondiirdiler. Melik daht melil ve mahzin gérii doniib ¢eri katinda
geldi, gendii barigahina girdi. Ol géce Artihi nevbet sakladi, Melik barigah i¢inde yalipuz oturub melil u
mahzin fikr éderdi. Mélikoff, La geste, 11:123.

10 Pomorska, A Historical Dictionary of New Persian Loanwords in Old Anatolian and Ottoman Turkish,
193.

11 Melik ‘azim perisan olub nacar gerii dondi. Mélikoft, La geste, 11:87.
12 Melik gordikim dort yiiz Miisiilman sehid olmis, ‘azim perisan olmis. Mélikoft, La geste, 11:122.
13 Melik gordikim Miistilmanlardan ¢ok adem sehid olmus eksert dahi zalumlu, Melik Danigmend bunlar

boyle goriib biraz fikre vardi, na gah Artithi ilerii geliib Efromiya ahvalin Melike biliirdi, Melik ani isidiib
namazi dahi kaza édiib at iistinde kildi, hatir kati perisan oldi. Mélikoft, La geste, 11:146-47.
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For Melik Danismend, perisan operates much in the same way as meliil. In this representation of
the king’s emotions, bearing witness to the men under his command being martyred triggers an
intensely sorrowful feeling. It is not that Melik Danismend never expected martyrdom to be a
part of the conquest of Anatolia—on the contrary, in the first meclis, he receives a dream
premonition predicting that he, Sultan Tiirasan, and many others would become martyrs in their
quest to conquer Riim in the name of Islam. When Melik wakes from this dream, he is
melancholy (meliil oturur) enough that his companions ask him why he is melancholic.14 He
replies that he had a dream in which Sultan Tirasan and their companions were getting into a
boat, and as Sultan Tirasan stepped onto the boat, it sank. He interprets this as meaning that
Riim will be conquered, but that they will all become martyrs in the process.!5 Martyrdom is an
expected, if bittersweet, part of the king’s quest. Even though Melik Danismend knows it is his
divinely-destined fate to be martyred in his quest to bring Riim into the abode of Islam, he still
feels deeply when his gazis are endangered or killed. He grieves his martyred men; their loss
prompts deep reflection and prayer.

While the emotion words meliil and perisan are used for characters other Melik
Danismend, representations of his reflective sadness and grief occasionally contain emotion
words that are used for no other character. These moments of lexical flexibility of formulae are

likewise striking for the manner in which the emotion words locate Melik Danismend’s emotions

14 Yaranlar: gordiler kim Melik Danigmend melil orturur, sordilar kim: “Ey server, nigtin melulsin?
Meélikoff, La geste, 11:18.

15 Mélikoff, La geste, 11:18.
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inside his body. This sharpens the narrative’s focus on the king’s internal state. Take, for
example, the emotion word géyli sinmak, which denotes the tightening of one’s heart:

Then Melik looked at the army once and saw that many Muslims had become martyrs.

When he saw this state, he wept, his heart broke (goyli sindi); he wept profusely and

turned his face to the sky, and recited a poem beseeching God the Almighty for help.16
In her work on emotions in the Qur’an, Karen Bauer writes that the heart is the primary organ of
perception, knowing, and feeling, and that it is more than just an organ: in accordance with pre-
Islamic theories of the heart like that of Aristotle, “it is the locus of both understanding and
emotion.”!7 She argues that understanding the heart as the central organ of perception and the
locus of feeling is key to understanding emotion in the Qur’an; ultimately, although there is no
word for “emotion” in the Qur’an, she writes that “correct feelings in conjunction with sensory
perceptions” of the heart and “rational thought” in order to “bring the believer into a true
awareness of God.”18 At least four different words that mean “heart” that are used in the Qur’an;
similarly, Old Anatolian Turkish, like Ottoman Turkish, uses different words for heart depending
on the context of use. In Danismendname, the word géwiil is used as the perceptive locus of
emotion.!® In géyli sindi, Melik’s heart is the grammatical subject of the sentence as it tightens in
an embodied emotional representation of grief.

Likewise is ozi goyinmek (to feel compassion for [lit: for one’s insides to burn]) in the

example “Artthi wept for Efromiya [and] Melik Danismend’s felt deeply for him (ozi

16 Andan Melik ¢eriye bir gez nazar [kuldi] gordi kim ¢ok Miisiilman sehid olmis, Melik ol hali gorub
agladi gonli sindi, ¢cok aglad: dah yiizin goge tutub miindacat kilub Alla Te ‘aladan yardim diledi.
Meélikoff, La geste, 11:164.

17 Bauer, “Emotion in the Qur’an,” 10, 14, 14n53, 15.

18 Bauer, “Emotion in the Qur’an, 14.

19 Bauer, “Emotion in the Qur’an,” 14.
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goyintirdi)” located deep in Melik Danigsmend’s body.20 When Efromiya is kidnapped by the
infidel enemy, Artiih1 weeps for her; Melik, responding to Artiih1’s grief and the loss of one of his
companions and company leaders (Efromiya is often referred to as server), feels deep grief. Used
for no other character but Melik Danismend, 6zi géyinmek’s resonance as an emotion word that
signifies an aggrieved state is contextually confirmed by examples in Tarama Soézliigii that
associate this feeling of compassion for another with one’s liver burning,weeping (aglamak), and
tears (goz yast) in Old Anatolian Turkish verse romances such as Siiheyl ii Nevbahar (1350).2!
A look at the eighth meclis provides the most explicit description of the narrative locating

Melik Danismend’s emotions inside his body.

The infidels brought another twenty [Muslim] prisoners and hanged them. Melik

Danismend was filled with pain inside and out (i¢i tasi aci ile toldi), but he could do

nothing. Another two hundred people were made martyrs, struck by the stones from the

catapults. Melik was aggrieved ( ‘azim meliil); they returned to camp. The day passed, and

night fell, and darkness filled the world.22
In this excerpt, Melik Danigsmend and his army lay siege to an infidel fortress. In a shocking
image of violence, the infidels take twenty Muslim captives and hang them in sight of the
Muslim army. At the sigh the sight of this, Melik Danismend is filled with pain inside and out
(i¢i tast act ile toldr). The emotion word aci indicates emotional as well as physical pain; here, it

indicates the former. Melik Danismend then realizes his inability to help the martyred prisoners.

When another two hundred Muslims are martyred in battle, he grieves; here, the narrative draws

20 Artihi Efromiya iciin zart kilub aglardi, Melik Danismendiiy ozi goyiniirdi. Mélikoft, La geste, 11:148.

21 Hoca Mes‘tid, and Cem Dil¢in. Siihey! ii Nevbahar: inceleme, metin, sézliik. Vol. say1 51. Atatlirk
Kiiltiir Merkezi Yaymi. Ankara: Atatiirk Kiiltiir, Dil ve Tarih Yiiksek Kurumu, 1991.

22 Kafirler dahi ol esirlerden yigirmi kisi dal getiiriib asakodilar. Melik Danismendiiy i¢i tast aci ile

tolds, ¢aresiz kaldi. Iki yiiz kigiyi dahi sapan tasiyile sehid kildilar. Melik ‘azim melil gérii barigaha
geldiler. Ol giin ge¢di, géce oldi, ‘alemi karanuluk tutdi. Mélikoft, La geste, 11:123.
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on the same emphatic description of sadness as it does elsewhere to describe Melik Danismend
mourning the loss of his warriors ( ‘azim meliil). But i¢i tast act ile toldi is more unusual in the
context of the text. Again, the narrative demonstrates lexical flexible formulae as it locates Melik
Danismend’s emotions deep in his body.

Other times, however, Melik Danigsmend’s emotions are worn on his sleeve, so to speak.
In Danismendname, zar kalmak and zart kilmak are emotion words that mean to weep or wail.
When used to represent character emotion, these emotion words indicate more demonstrative and
performative displays of feeling. These emotion words might already be familiar to the reader
from discussions of Artiih1 weeping in previous chapters; indeed, they are most often used in
connection with that character. They are not often used with Melik Danigsmend, but we find one
interesting example of this in the tenth meclis.

In these Narrative verses, we see representations of Melik Danigsmend’s despair amplified
by the shift in register from prose to verse. Chapter Three detailed how ‘Arif ‘Al’s
understanding of and his address of his audience reveal his awareness of the affective power of
his work; here, I posit that when emotion words and words of implied emotion appear in verse,
they perform a vital function. The shift in register from prose to verse refocuses the audience’s
attention on the character’s transforming internal state; this deepens the affective resonance of
the emotional plot of both character and audience.

In the tenth meclis, Melik Danismend and his men experience a defeat. “Countless”
Muslims have been martyred; Efromiya has been kidnapped; the army’s supplies plundered by
the infidels; leaders among the gazis have been wounded; and Melik Danismend himself was

wounded in three places.
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When Melik Danigsmend returned [to camp], he saw that most of the supplies for the road
had been plundered and that countless Muslims had been martyred. All the leaders were
wounded; not one remained who had not been. As for Melik Danismend, he was
wounded in three places. [...] While the others returned to their tents to rest, Melik
occupied himself in prayer and beseeched the help of God the Almighty:

“Oh Creator of the universe and all beings!

Grant us your help, You who are endowed with mercy.” [...]

He spoke thus, suddenly weeping;
prostrating, this hero put his head on the ground.

At that moment, sleep shut his eyes,
and in his dream he saw the face of the Prophet.

Around him [the Prophet] stood all his companions;
the moon, the sun, and Jupiter served as their pages.

When Melik saw the Prophet,

this hero was filled with joy.23
This poem is an example of Narrative verses because the couplets continue and deepen both the
plot events and emotional plot of the scene. After the line “this hero was filled with joy” (anda

oldr saduman ol pehlevan), the poem continues for four more couplets; then, the Prophet and

23 Bu yaya Melik dahi gérii doniib rahti katina geldi gordikim rahtuy ekseri garet olub bt had
Miisiilmanlar sehid olmig, tamamet serverler dahi mecrith olmis zahmsuz kimesne kalmamus. Melik
Danismendiin daht ii¢ yérde zahmi varidi. [...] Melik dalh ‘ibadete mesgiil olub biraz Hak Te ‘aladan
mu ‘avenet diledi.

Ey yaradan ‘alemi hem ins ii can

Sen meded eyle size ya Zii'l-aman [...]

Zart kilub boyle dédi nagahan
secdeye kodi bagin ol pehlevan

ol dem uyhu aldr anuy gozini
gordi diisde ol Resuluy yiizini

yoresinde turmig ashabi tamam
ay ile giin mustert aya golam

ol Resuli ¢iin Melik gordi ‘eyan

anda oldi saduman ol pehlevan
Meélikoff, La geste, 1:341; 11:155.
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Melik Danismend continue to converse in the king’s dream in prose. Unlike Stock poems, the
narrative carries directly through the verse and continues in the prose on the other side.

This is also true of the emotional plot. First, Melik Danismend sees that his supplies were
plundered and his warriors were martyred. His leaders (server) are wounded and so is he. While
his men stand watch or rest, the king retreats, seeking solitude. This act echoes the formulae
demonstrated in the above excerpts. Then, Melik Danismend occupies himself with prayer. As he
begins to pray, the narrative shifts to verse. He asks for the help of the Almighty in this time of
dire need. The narrative switches to verse; in this moment, it is possible to see Melik
Danigsmend’s emotional transformation activate in the line “he spoke thus, suddenly weeping;/
prostrating, this hero put his head on the ground” (zari kilub boyle deédi nagahan/secdeye kodi
basin ol pehlevan). This switch from prose to verse deepens the emotional resonance of this
representation of the king’s grief for his fallen warriors. Unlike other examples, where he is
meliil or perisan and his feelings turn inward, here, in verse, the king weeps—a far more
outwardly demonstrative display of grief and despair, albeit expressed in private. The emotional
plot continues in verse with Melik Danismend falling asleep and being granted a vision of the
Prophet; this makes him joyful (anda oldi saduman ol pehlevan), which concludes the emotional
plot of this scene.

The fixed formulae of these scenes that represent Melik Danigsmend’s grief emphatically
highlight a relationship between the king’s men and his sadness—unless he has lost men to
martyrdom in battle, emotion words such as meliil, perisan, goyli sinmak, ozi géyinmek, and zar
kalmak, and zari kilmak are simply not used for Melik Danismend. Indeed, gon/i sinmak and ozi

goyinmek are not used for any other character in the narrative.
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Because of Melik Danismend’s status as king, these representations of his grief and
despair can be read not as examples of what or how ‘Arif ‘Ali and his emotional community
believed any person should behave, but specifically how they believed a leader should feel about
his subordinates. When Efromiya is kidnapped, Arttih1 weeps and paces the camp and refuses
food and drink; the king, however, is held to a different standard of appropriate behavior,
especially as regards the men who fight for him. The emotional plots of scenes in which he
grieves his men shepherd a transformation that culminates in specific, idealized actions. Seeing
them martyred and wounded is an experience that causes the king to turn inward, to reflection
and prayer.

These scenes highlight what for ‘Arif ‘Alf and his emotional community might have been
characteristics of the ideal king or temporal, secular ruler. From the beginning, Melik Danismend
is established as a king who is learned, wise (literally, danismend), and pious. He is humble
before his God; he asks for help from the divine and is granted it in visions and premonitions. He
recognizes his place in a larger political framework: yes, he is a king, and yes, he enjoys an
intimate relationship with God, saints (Hizir), and warrior saints (Seyyid Battal; ‘Abdii’l-vehhab)
that grants him a measure of divine guidance in his quest, but he also seeks political legitimacy
from the caliph and is granted it. Finally—and most importantly, perhaps—Melik Danismend
recognizes and values the men who fight for him.

But given Danismendname’s most well-known characteristics—its preoccupation with
conquest and long, elaborate battle scenes—we would be remiss to omit discussion of one very

notable idealized characteristic of the king. As I said above, use of emotion words such as melil

170



signal the beginning of a transformative emotional plot to one of two states. The second of these

is virtuous anger.

Virtuous Anger

Anger is an enormous subject in the field of the history of emotions; whole books
comprise of its study.24 I wish to focus on one aspect of Melik Danigsmend’s anger in particular:
the emotional plot that transforms his emotional state from sadness to anger. This results in an
emotional state that I describe as virtuous anger. Like his grief, Melik Danigsmend’s anger is an
idealized representation of what a ruler should feel; it is virtuous not only because the king is
pious and already an idealized figure, but because of Melik Danismend’s role as divinely-
sanctioned conqueror of Riim. In the first meclis, a vizier of the caliph learned in astrology
analyzed the stars and planets with an astrolabe and declared that Rim would never be
conquered in the name of Islam unless it was by Melik Danismend.2> Melik Danigsmend’s
conquests and the battles his quest requires are a explicitly placed into a divine cosmic order by
the narrative.

In her article “Emotions, Gender, and Lordship in Medieval Literature: Clovis’s Grief,
Tristan’s Anger, and Kriemhild’s Restless Corpse,” Ann Marie Rasmussen writes about a scene

in Gottfried of Straussberg’s thirteenth-century 7ristan in which the titular lord Tristan is

24 Rosenwein, Barbara H., ed. Anger s Past: The Social Uses of an Emotion in the Middle Ages. Ithaca,
N.Y.: Cornell University Press, 1998.

25 Andan Sa ‘d-i Ahtert felek ii nuciim ‘ilminde mahiridi, Halifeniiy sozin isitdi, usturlab getiirdi, nazar
kildy, derc ii dakayikdan yégirmi sekiz menazilden on iki burcdan yédi yilduzdan hisab kilurdi. Ciinkim
usturlaba nazar kildi gordi kim bunlaruy tali i yiice diir, andan Halifeye eytdi kim: “Ol ikisini vérbikim ol
iklim anlarun elinde Miisiilman ola ve ol él Kiifiirden arina. Meger ol iki kisi olmasaya idi ol iklim hig
ac¢imiya, soyle kalaydi.” Mélikoft, La geste, 11:12.
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depicted as angry “in at least two particular, culturally specific ways.”2¢ The “external [...] cold”
anger that Tristan experiences in battle one she terms “heroic anger”: in the context of 7ristan,
this anger (encapsulated by the emotion word zorn, which Rasmussen notes in Middle High
German can also mean battle) “accommodates immense capacity for battle” that is deemed
virtuous for that hero’s victory over his enemy, the Irish villain Morold, represents an enactment
of divine justice.?7

Passages that chronicle the emotional plot of Melik Danismend from sadness to anger
culminate in the representation of a zorn of his own, so to speak: this anger both contains
immense capacity for battle and is also virtuous. The battles in which Melik Danismend
participates are a part of his divinely-sanctioned quest to conquer Riim; his conquests and all the
skirmishes with the infidel that they entail are by extension, the will of God. Likewise, Melik
Danismend’s virtuous anger in battle represents the will of God. In Gottfried’s Tristan,
Rasmussen concludes that anger of male lords “is virtuous when it is legitimized by divine
right.”28 So too is the anger of Melik Danigmend in battle virtuous when it flows immediately
from grief at the loss of men who fought alongside him to bring Rtim into the abode of Islam.

We can trace the contours of this emotional plot in the below excerpt from the seventh
meclis:

Suddenly Eyyiib arrived among the army. With a single strike they [infidels] downed

Eyyiib and bound him, then they struck down Siilleyman, then they struck down

‘Abdiirrahman and bound him. Those three warriors were given to five hundred infidels

and sent to Nestor. Melik Danismend was saddened by the taking of the warriors (melii/
oldr). He gave a war cry that shook the world. He arrived before Totori, the brother of

26 Rasmussen, “Emotions, Gender, and Lordship,” 180.
27 Rasmussen, “Emotions, Gender, and Lordship,” 180;181.

28 Rasmussen, “Emotions, Gender, and Lordship,” 184.
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Nikola, and crying “Ya Allah!”, struck him with such a blow of his sword that he was

split in two from head to saddle.??

In the midst of battle, Melik Danismend’s warriors Eyyiib, Siileyman, and ‘Abdiirrahman are
captured and bound by the enemy. They are then sent to Nestor, one of the arch-villains of the
narrative. Upon realizing that his men have been captured and taken, Melik Danismend is sad;
the emotion word meliil cues this emotional shift. His emotional transformation continues
immediately: in the next clause, he releases a war cry (na ra) so powerful that it shakes the world
(bir gez soyle na ‘ra urdikim ‘alem yankulandr). Here, due to its immediate context, na ra can be
read as a word of implied emotion. Though it is not an emotion word, it is embedded in an
emotional plot that indicates a transformation on the part of Melik Danismend from sadness to
virtuous anger. Additionally, we will see below that is often accompanied by emotion words
related to anger or rage. Finally, the emotional plot of this scene culminates with Melik
Danismend facing one of the infidel leaders and killing him in a single, climactic blow.

We see this formula again in the ninth meclis. In an example that will be familiar to
readers from Chapter Three, Efromiya is kidnapped by Nestor in the heat of battle. Artiih1
discovers this in the aftermath of the battle; though his fellow gazis, Siilleyman and Eyyib,
attempt to comfort him, he is beside himself with grief. Soon thereafter, when the trio reunites
with the portion of the army with Melik Danismend, Eyytib reports that Efromiya has been taken

and their part of the battle lost:

29 Nah gah ¢eri arasinda Eyyiiba erdi, bir zarbile Eyyiubi yikdi bagladilar, andan Siileymani yikdi, andan
‘Abdurrahmani yikdi bagladilar. Ol ii¢ serveri bésyiiz kafire ismarladi dahi Nestora géndiirdi. Bu yaya
Melik Danismend ol serverler tutuldugina melil oldi dahi bir gez s6yle na ‘ra urdikim ‘alem yankuland.
Na gah Melik Totoriniin kardagst Nikolaya ugradi: “Ya Allah” déyiib bir zarb-i tig Nikolaya séyle urdikim
eyer kagina degin iki pare kildi. Mélikoft, La geste, 11:103.
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When Eyyiib explained this story to Melik Danismend, Melik became aggrieved ( ‘azim

meliil oldr). Beacause his rage, each of his hairs [on his arms] stood on end like thorns

(kakidugindan her kilr bir dikene dondi). He immediately gave a war cry and he himself

fell upon Nestor’s entourage. In his hand he had a mace, and attacked, shattering them [to

pieces]. 30
Here, when Melik Danismend learns of part of his army’s defeat while in the midst of battle, we
encounter a familiar formula: the king’s sadness (meliil) marks the beginning of an emotional
transformation. He is not simply sad; the presence of the word ‘azim (very; greatly) adds deeper
affective resonance to the emotion word meliil, allowing us to render this phrase into English as
aggrieved to best express its intensity and depth. At this point, the emotional plot turns on its
heel: Melik Danismend becomes so profoundly angry that the hairs (on his arms) stand on end
due to his anger and are likened to thorns (kakidugindan her kil bir dikene dondi). Then, he
gives a war cry and attacks the villain Nestor with his mace.

The striking image of the arm hairs of the king standing on end due to his rage appears
nowhere else in the narrative. The solitary nature of its appearance means it can be read as an
example of a flexible formula: rather than the fixed formulaic depiction of the anger of villains

(see below), Melik Danismend’s virtuous anger in battle gains emotional resonance from its use

of unusual imagery and emotion words.

Villainous Anger
Much like the terms fixed and flexible, virtuous anger comes into sharpest focus when

contrasted with what I term villainous anger, its opposite in Danismendname. Of the infidel

30 Eyyib dali macerayr Melik Danismende serh eyledi, Melik ‘azim meliul old kakidugindan her kil bir
dikene dondi, heman bir na ‘ra urub gendiisini Nestor tiulpina urdi, elinde giirzi varidi, ugradugin hurd u
ham kildi. Mélikoft, La geste, 11:146.
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villains in the narrative, the two who appear the most frequently are Sah-1 Sattat and Nestor.
Because of their relationships with Efromiya (the former being her father and the latter her
would-be betrothed), their resulting confrontation with Melik Danismend, Artiihi, and Efromiya
runs deeper than other infidels the three heroes face; in a way, Sattat and Nestor are the nemeses
of the narrative’s principal characters. While they display anger in battle similar to Melik
Danigmend, a pattern emerges in their emotional plots. Often, the emotional plots of villainous
anger begin with learning or being informed of actions that the narrative treats as virtuous, good,
and/or the result of God’s will, such as the conquest of Rum by Melik Danigsmend, the marriage
of Artiih1 and Efromiya, and the conversion of Efromiya to Islam.

Chapter Two discussed how the infidel Other (usually Rtimi, but also Frankish and
Georgian) are generally described with fixed narrative and linguistic formulae. They scheme,
sending letters to one another about how they will defeat the Muslims; they eat pork and other
unclean food; they carry large crosses; they drink to the point of intoxication; and, finally, they
are prone to rage. One emotion word in particular is used to describe villainous anger that is
never used to describe the anger of Melik Danismend or any of the Muslims: gazaba gelmek,
which denotes to become infuriated or filled with rage.

In the seventh meclis, the narration shifts to the point of view of Nestor and Sattat. They
receive a letter from Melik Danismend declaring the king’s intention to conquer their lands.
When they read the contents of the letter, anger takes them: “We come to the story of Nestor and
Sattat: when they read Melik Danismend’s letter and knew its contents, they were infuriated

(gazaba gelmek), they became enraged (kakidilar).”3! This emotional plot begins with learning

31 Biz geldiik bu yana Nestor ve Sattat (hikayetinde) ¢iin Melik Danismendiiy namesin okuyub mazmiinin
bildiler, kati gazaba geliib kakidilar. Mélikoff, La geste, 11:102.
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of Melik Danigsmend’s intent to conquer their domain—a virtuous quest which, as has been
established above, the narration treats as a part of God’s divine, cosmic plan—and transforms
them to a state of rage. This and two other instances (which describe the emotions of Sattat) are
the only places in Danigsmendname where the emotion word gazaba gelmek is used; therefore, it
solely denotes villainous anger.32

In the ninth meclis, Sattat and Nestor learn from a letter that Melik Danigsmend arranged
for Artth1 and Efromiya were wed in a ceremony the likes of which “cannot be described”:

Sattat left his throne and swooned; when his senses returned to him, he quickly wrote a

letter to Nestor and sent it. Nestor also swooned; when his senses returned to him anew,

he swore: “Until I destroy Melik’s army, until I burn all the country from Malatya to the

gates of Damascus, I will forswear the ancient priests and my own crosses!”’33
Here, the emotional plots of Sattat and Nestor again begin with learning of the divinely-
sanctioned and, according to the narrative, good news that the star-crossed warriors Artiih1 and
Efromiya have been wed and féted with all the celebration their long years of separation and
longing for one another deserve. Like Melik Danismend’s conquests, this wedding is explicitly
ordered to be carried out by the divine. Here, rather than the stars spelling the cosmic plan, a
dream comes to Melik Danismend in which appear not only the Prophet, but also “Ali, Hasan,

and Hiiseyn, and legendary, quasi-saintly warriors such as Abti’l-Muslim and Seyyid Battal.34

Until this point, Artuhi and Efromiya, while constant companions in battle, have been sleeping in

32 Mélikoff, La geste, 11:25, 215.

33 “Artahiya bir diigiin eylediki vasfa gelmez [...] " déyince Sattat gendiiyi tahtdan birakd: ‘akl gitdi,
gérti basina geldi, téz bir name yazub Nestora gonderdi, Nestorun dahi ‘akl gitdi, yine basina geldi, and
icdikim: “Melik gerisini kirmayinca Malatiyadan ta Sam kapusina dek oda yakmayinca eski
rithbanlardan ve gendii saliblarumdan bizaram, ” dédi. Mélikoft, La geste, 1:323; 11:137-8.

34 Mélikoft, La geste, 11:134.
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separate tents. When Melik Danismend asks these dream apparitions why they have come to
him, Seyyid Battal replies that they have come for Artiih1’s wedding, for Efromiya has been
Arttiht’s destiny “from the beginning.”35 As with their emotional reaction to the news that Melik
Danismend intends to conquer their domains, Sattat and Nestor are overcome with emotion and
swoon from anger.

Swooning is used elsewhere in the narrative and is not exclusively used alongside
emotion words that indicate anger. As discussed in Chapter Three, the act of swooning is a word
of implied emotion; the emotional connotation that it takes on must be derived from the context
in which it is found. In earlier excerpts featuring Artiih1 learning news about Efromiya being wed
against both her and his will, his swooning indicates being overcome with distress. Here, the
swooning of Sattat and Nestor upon receiving news of Efromiya’s marriage to Artiih1 implies
how they are overcome with anger, for when Nestor’s senses return to him, he curses Melik
Danismend—an act that is done in anger in the context of Danismendname. This is reminiscent
of scenes in Battalname in which the highest-ranking representative of villains, the kaysar of
Rum, receives letters of Seyyid Battal’s conquests, rises from his thrown, throws his crown to the
ground in anger, and/or swoons. Thus, we can conclude that Sattat and Nestor swooning is a
fixed lexical and narrative formula.

Furthermore, Sattat and Nestor react to the news that Artiih1 and Efromiya have been wed
by plotting to take Efromiya captive. In the ninth meclis, they attack the Muslims. When his

soldiers are unable to capture Efromiya in battle, Nestor is overcome with anger: “Nestor became

35 Melik eytdi, “Ey Gaziler, nite oldikim biz sorageldiiyiiz?” dédi. Seyyid-i Battal-i Gazi eytdi: “Biz
Artiulinuy diigiinine geldiik, ” dedi, “gerekdiir érte diigiin yaragin goresi [...] ezelden ol kiz [Efromiya]
Artithinuny nasibidiir.” Mélikoft, La geste, 11:134.
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enraged (kakidikim). ‘“What kind of army are you, that a girl has brought you down!” he said. The
army resumed their attack in earnest.”3¢ Though she fights valiantly, Efromiya is taken captive
and imprisoned by her father and Nestor. Kakimak, to become enraged, is used elsewhere in the
narrative, especially to describe the anger of Melik Danigsmend in battle. The anger of villains is
not simply villainous because it is expressed by infidels, but because it is the culmination of an
emotional plot that begins by infidels rejecting the divine plan of the narrative—whether that is
rejection conversion, rejecting the marriage of Artihi1 and Efromiya, or rejecting Melik
Danismend’s claim to conquer Riim.

Likewise, the anger of Melik Danismend in battle is virtuous when it flows immediately
from the emotional plot of grief at the loss of men who fought alongside him to bring Riim into

the abode of Islam.

The Representation of Kingship in Danismendname

Melik Danigmend’s depiction in Danigmendname models a certain kind of temporal power
that scholars have termed sacral kingship. But ‘Arif *Ali redacted Danismendname at a time
when models of sacral kingship had vanished and kingship and the sources of political
legitimacy on which it drew were in dramatic flux. This was acutely true in eastern Anatolia.

According to the sixteenth-century historian and intellectual Mustafa ‘Ali, ‘Arif ‘Alf was
the garrison commander of Tokat, which at the time of Danismendname’s composition was a part
of the beylik of Eretna. There being no confirmation of this claim external to Mustafa ‘Al’s

writing, it is necessary that we problematize the question of ‘Arif ‘AlT’s city of residence and

36 Nestor kakidi kim.: “Bu nice ¢eri bir kizdan asaga mi kaldunuz!” déyince, ¢eri gayrete geliib gerii
hamle kildilar. Mélikofft, La geste, 11:145.
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occupation. However, the text of Danismendname itself may provide clues that ‘Arif ‘Al was
familiar with—if not a native of—the region that in the fourteenth century comprised the Eretnid
beylik. In the absence of ‘Arif ‘Ali’s source text, Mélikoff hypothesizes that ‘Arif ‘Al
“transposed” the action of the legend of Melik Danismend to places that were “familiar” to him,
namely, the region of the Yesil Irmak and its tributaries.3”7 Indeed, the territory conquered by the
fictional king is roughly similar to the extent of Eretnid territory under ‘Alaeddin Eretna:
centered around Sivas and Kayseri and extending to Erzurum, Carki-Karahisar, Niksar, Tokat,
Amasya, Samsun, Ankara, Aksaray, Develi-Karahisar, and Nigde.38 Based on this, it is possible
to speculate that if he was not, as Mustafa ‘Al claims, garrison commander or even a resident of
Tokat, ‘Arif ‘All might well have been a resident of this region and at time of immense political
instability.

With this caveat in mind, I propose taking Eretna as an example to demonstrate the
political trends that were prevalent in post-Chinggisid central and eastern Anatolia, namely, the
political instability and renegotiation of political legitimacy that may have influenced
Danismendname’s depiction of the relationship between the titular king and his warriors.

In 1352, the founder of the statelet, Sultan “Alaeddin Eretna, died; his three sons struggled
for the throne, resulting in instability and loss of control over the beylik’s outlying territories.
While A.C.S. Peacock points out the period between 1323 and the eventual takeover of the

Eretnid state in 1381 by the usurping jurist Kadi Burhaneddin is “especially poorly

37 Mélikoft, La geste, 1:64.

381Gode, Kemal. Eratnalilar, 1327-1381. Vol. sa. 153. Tiirk Tarih Kurumu yaynlari. VII. dizi; Ankara:
Tiirk Tarih Kurumu Basimevi, 2000: 295-96. Y1ldiz, “Post-Mongol Pastoral Polities,” 34.
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documented, 3 Jiirgen Paul’s work on the importance of Mongol aristocrats in Eretnid politics
both before and after 1381 illuminates a crisis of political legitimacy.40 If ‘Arif ‘Ali was, as
Mustafa ‘Ali writes, the dizdar, or garrison commander, of Tokat, and thus a member of a
military-bureaucratic class, he could not have been ignorant of the political instability unfolding
around him.

Examinations of Melik Danismend’s relationship with the caliph might lead one to believe
that the kinship modeled in Danismendname is a narrative relic of ‘Arif ‘AlT’s Ur-text. After
describing this kingship model and comparing it to the historical context of the redaction, I
hypothesize why ‘Arif ‘All might have chosen to preserve this depiction of sacral kingship in his
redaction. Then, I argue that, contrary to this anachronistic kingship mode, it is possible to read
Melik Danismend as a reflection of the post-Chinggisid Anatolian milieu in which ‘Arif ‘Alf was
redacting Danismendname (and in Eretna specifically), where kings and usurpers were made and

broken by the warriors who chose to support them or not.

King and Caliph in Danigmendname

The fourteenth-century redaction of Danismendname depicts Melik Danigsmend as an
unwaveringly pious, morally-correct ruler. It also depicts caliphal conferral of temporal authority
as the foremost source of Melik Danismend’s political legitimacy as conqueror and ruler of Rum.

The first meclis tells of how one day, Melik Danismend and Sultan Tiirasan travel to Malatya,

39 Peacock, Mongol Anatolia, 16.

40 Paul, Jiirgen. “Mongol Aristocrats and Beyliks in Anatolia. A Study of Astarabadi’s Bazm va Razm.”
Eurasian Studies 1X, no. 1-2 (2011): 105-58.
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where Melik Danismend leads the people in prayer.4! Then, the people of Malatya beseech him
and Sultan Turasan to defend them from infidels.

Then, the inhabitants of the city spoke together: “Oh Sultan Tirasan and oh Melik

Danigmend! Know that the infidels have raised their hands against all the Muslims and

killed them. You also must must unite [with us] and wage holy war against the infidels.

Your own ancestors cut the infidels at their roots!”

Then Melik Danigsmend said: “It is necessary to ask for permission from the
caliph.”
So the people of Malatya replied: “Let us ask for permission from the caliph.”42
Rather than simply listening to the will of the people of Malatya, Melik Danismend insists that
the acts of making war on infidels and defending the Muslims of Malatya require the permission
(destiir) of the caliph. His personal piety in this excerpt is emphasized by his act of leading the
people of Malatya in the Friday sermon.

Melik Danismend and Sultan Ttrasan then travel to Baghdad. When they arrive, the
caliph is out hunting; when the caliph returns and is seated on his throne, Melik Danismend and
Sultan Tirasan’s two companions—gazis called Siileyman bin Nu‘'man and Eyytb bin Yiinus,
the latter an inhabitant of Malatya and both of who reappear several times later in the narrative—

approach and recite a poem.

Oh my shah, you are the Caliph of Time!
You are the security and peace of all the world.

We rejoiced the moment we saw your face;
in our misfortune, we desire that you will bring [us] remedy.

41[...] andan Melik menbere ¢ikdi, hotbe okidi, andan namaz kildilar, du ‘a étdiler. Mélikoft, La geste,
IL:5.

42 [...] andan sehir halk: ciimleten agaz kildilar kim: “Ey Sultan Tarasan ve ya Melik Ahmed! Soyle biliiy
kim Kafirler el gotiirdiler kim kamu Miisiilmanlar: helak éderler, gerekdiir ki sizler dah el bir édiib
Kafirlere gaza kilasiz, siziiy hod ceddiniiz Kafirleriiy kokini kesmisdi.” Andan Melik Ahmed eytdi kim:
“Emir el-Mu 'minin Halifeden destiir gerekdiir,” dédi. Pes Malatiya halki: “Halifeden destir isteyeliim,”
dédiler. Mélikoft, La geste, 11: 10-11.
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The entirety of Malatya
emphatically address prayers to the shah [the caliph],

[and] implores the Commander of the Faithful,
[and] begs of his excellency the caliph:

give us permission to go to the land of Riim,
so that we may destroy the infidels and wage holy war on them.

For first, we must meet our master,
submit to his will, and please him.

We will only act on your order;
whatever your command be, we will carry it out.

We are hopeful our desire shall be granted:
that we shall fight against the infidels;

that we shall find the dignity of martyrdom;
that we shall go to Riim and wage great gaza!

Shah! May your majesty fill the world.
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This is our request of the caliph.43

This poem is notable in that it explicitly voices that the people of Malatya know they require the
permission of the caliph in order to conquer Riim (size destiir vére Riima varavuz/kiruban Kafiri
gazd kilavuz). They acknowledge that they will only act on his orders and only do as he
commands (siziiy emriiniiz ile is éderler/ne kim emr étseniiz ana giderler—though they wish
mightily that those orders will be the same as their desires. The repeated emphasis in prose and
in poetry that Melik and the people of Malatya require (and, in the case of the people, are aware
of the fact that they require) the caliph’s permission implies that a Muslim king’s temporal

authority—to conquer and then to rule—new lands must be granted by the authority of caliph.

43 Eya Sahum! Halife-i zeman sin
bu ciimle ‘Gleme emn ii eman sin

yiiziigi goriiben saz olduk el-an
dileriiz édesin bu derde derman

Malatiya cema ‘ati temamet
du ‘alar eyleyiib saha begayet

dilerler kim Emir el-Mu 'mininden
umaruz kim Halife Hazretinden

bize destiir vére Ruma varavuz
kiruban Kafiri gaza kilavuz

zira evvel ulii’l-emre tanismak
gerekdiir hem muti ‘ olub yakismak

siziiy emriiniiz ile is éderler
ne kim emr étseniiz ana giderler

timizdur kim murada érigeler
varuban Kdfirile urigsalar

sehadet mertebesini bulalar
varalar Rima hos gaza kilalar

Saha! Sevketiiniizle tola ‘alem

Halifeden budur muradumuz hem
Meélikoff, La geste, 11:11.
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The caliph considers this request. He is initially reticent to give Melik Danismend and
Sultan Tiirasan permission to defend the people of Malatya from infidels and conquer Rtim,
citing the encroaching threat of Frankish Crusaders and the need to direct military resources to
defend Jerusalem before even considering conquering Anatolia: “In Syria, the Franks have
conquered Antakiya, ‘Akka, Tarabalts, Sifat, and Neblis, up to the borders of Jerusalem. The
Muslim army must first move in that direction. If God the Almighty grants the Muslims victory
[...] then we will send them to the land of Rtim.”44

But Siileyman and Eyytib press on. They stress the unparalleled courage of Melik
Danismend and Sultan Tiirasan, the two men’s connection to legendary conquerors of bygone
eras, and how much the people of Malatya want the caliph to give his permission to the two
warriors. Upon hearing this, the caliph calls upon a vizier learned in the “science of the heaven
and the stars” to determine the good fortune of Melik Danismend and Sultan Tiirasan using an
astrolabe.45 The vizier’s conclusion is emphatic: he advises the caliph to send Melik Danismend
and Sultan Tirasan to conquer Riim, for that country will become Muslim at their hands and
would never be conquered otherwise. The caliph changes his mind and acts accordingly.

When the caliph heard these words, and he learned of how good their good fortune was,

he had a ferman written in the names of Sultan Turasan and Melik Ahmed ordering them

to put themselves at the head of the army of Islam and march to Riim and wage holy war

by the order of God and with the permission of the caliph together, as had been written by

the glorious word of God the Majestic and the Most High: in the name of God the most
gracious, the most merciful. Victory comes from God and triumph is near; announce the

44 Andan Halife eytdi: “Haywr muradimuzi Allah yétisdiire insa’Allah!" dedi. “Amma Sam élinde Antakiya
ve ‘Akka ve Tarabaliis ve Sifat ve Nebliis ve Kudits kenarina degin Firenk tutmisdur, pes Miisiilmanlk
cerisi gerekdiir kim ol yana varalar, Hak Te ‘ala Miisiilmanlara fursat vere ol éli Firenk elinde alalar,
selamathigile gérii geleler, Ruma vérbiyemiiz, ” deédi. Mélikofft, La geste, 11:12.

45 Excepted pg. 174n30. Mélikoft, La geste, 11:12.
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good news to the believers.*¢ When the ferman was prepared, they gave beautiful robes of
honor to Melik Ahmed and another to Sultan Turasan. Then they were given two banners
for the Caliphate, twenty pairs of gold flutes [and drums], the banner of Battal Gazi and
the standard of Abu Miislim; [they were] also [given] forty Qur’an reciters with flowing
diction and beautiful voices and two hundred horses for riding, four hundred slaves and a
hundred bundles of treasures. All of this the caliph gave to Melik Danismend and Tiirasan
so that they undertake the holy war and conquer those countries. The caliph said, “If they
still need goods and armies, we will give them to them. They must not tire of waging the
holy war.”47
The caliph grants Melik Danismend and Sultan Tiirasan authority to conquer Rim through
several acts. First, he orders a ferman to be written that names Sultan Tiirasan and Melik
Danismend as the heads of the army of Islam. This document instructs them to march against the
country of Rim and wage gaza, or holy war, “by order of God and with the permission of the
caliph together” (Tayri emri ve Halife destiir: birle). The addition of “together” in my translation
is inelegant; indeed, M¢likoff omits it in hers.4® But I believe the emphasis birle (together) adds
to that phrase illuminates how the command of the caliph and of God are one and the same; for

the pious king Melik Danismend, this divine permission of the caliph was sine qua non in order

for him to act against the infidels that threatened Malatya. The caliph’s permission, then legally

46 Qur’an 61:13. Mélikoff notes that according to the Abiimiislimname, this verse was embroidered in gold
letters on the black banner of champions of the Abbasids. In the Paris manuscript, the copyist left a blank
space to accommodate the verse, but it appears in the Istanbul manuscript (Fol. 5v). Mélikoff, La geste,
1:195.

47 Ciin Halife bu sozi isitdi, anlaruy tali i yégregin bildi, buyurdi ferman yazdilar Sultan Tirasan ile
Melik Ahmed adina, ol ikisi Islam leskerine bas olub Riamdan yaya yiiriyeler, Tayri emri ve Halife destiirt
birle gaza kilalar sdyle kim Hak subhana ve te ‘ala kelam-u macidi i¢inde yad kilur: bismillah al-rahman
al-rahTm, nasrun mina Allahi wa fatahun garibun wa bashiri al-mu’minina. Ciinkim ferman tamam oldi bir
eyti il ‘at Melik Ahmed igiin ve bir il ‘at daht Sultan Tiarasan iciin vérdiler, andan iki ‘alem hildfet iciin
vérdiler, yégirmi ¢ift nakara altundan ve Battal Gazi sancagin ve Abii’I-Miislim ‘alemin, kirk hafiz dah
devan mukri hub avazile ve iki yiiz at binmek iciin ve dirt yiiz kul, yiiz yiik hazine, bu kamusin Halife Melik
Danismendile Sultan Tirasana verbidi kim gaza niyyetine bél baglayalar ve ol élleri agayalar.
“Kangankim daht mal ve ¢eri lazim olursa véreviiz, gaza kilmakdan usan olmasunlar,” dédi. Mélikoft, La
geste, 12-13.

48 “[...] de faire la Guerre Sainte, par ordre de Dieu et avec la permission du Calife.” Mélikoff, La geste,
1:195.

185



decreed in a ferman, transfers temporal authority to Melik Danismend, giving him the political
legitimacy and authority to expand the abode of Islam.

The broad strokes of this scene are echoed in a second encounter with the caliph in the
fifth meclis of Danigsmendname. In this section of the narrative, Melik Danismend undertakes the
conquest of Dokiya (Tokat). After succeeding in leveling the citadel of that city, the gazi ‘Osman
son of Apiyya takes wealth from the treasury of Dokiya and brings it to the caliph in Baghdad.
When he is summoned to see the caliph, ‘Osman brings word of the conquests Melik Danismend
has undertaken with the caliph’s permission:

‘Osman was ordered to approach [the caliph]; he came forward and touched his head to
the ground and gave thanks. Then the caliph asked after Melik Danismend. ‘Osman
related Melik Danismend’s adventures; the caliph was astonished at Melik’s courage
[literally: erlik, manhood]. [...] The caliph ordered that ‘Osman be given a robe of honor,
and that others be given to Melik Danismend, Artiihi, and the other leaders (server). He
had a banner and a great horse given to Melik Danismend and had a ferman written for
Melik that said: “You who are Melik Danismend: conquer these lands with your
companions. You took trouble upon yourself for us and sent us goods. With kindness,
divide between your army the goods that you will seize and, should you still need goods,
we will send them to you in order for you to continue your conquests. Those lands [that
you take] will be entirely yours.” When the ferman was ready, it was delivered to
‘Osman. He took the robes of honor and the gifts that had been given to Melik and the
heroes/leaders (server) and gave thanks to the caliph. [...] When ‘Osman had recited this
praise to the caliph, he took out the ferman [and] the robes of honor and left. He crossed
plains and deserts and arrived in Malatya. [...] When he arrived in the camp of Melik
Danismend, Melik was given this news and went out to meet ‘Ogsman. Suddenly, when
Melik Danismend-i Gazi saw the banner of the caliph he rose to his feet. Soldiers came to
‘Osman, brought him in, and bade him sit comfortably."Osman presented the caliph’s
ferman and robes of honor to the heroes/leaders; when they saw these, they rejoiced. That
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night they rested, and when it was morning, Melik and the heroes donned their robes of

honor and went out riding.4°
Here, the steps of the conferral of temporal authority are repeated, albeit with some notable
changes in the fixed formula. A ferman is drawn up at the caliph’s command. This ferman
reaffirms Melik Danigsmend’s authority to conquer those lands (Senki Melik Danismendsin, ol
élleri yaranlaruy ile agasin) and explicitly gives him political legitimacy as ruler of that
conquered territory by saying that those lands that are entirely his (ol vilayet ciimle siziiy olsun).
It recognizes the power-sharing relationship between king and caliph in the exchange of money
(plunder) and the promise of further goods and soldiers should Melik Danismend require them.
When the messenger ‘Osman returns to Melik Danismend’s camp to deliver the ferman and gifts
from the caliph, Melik Danismend rises to his feet at the sight of the caliph’s banner: the gifts of

the robes of honor and the caliph’s banner are further signs of the caliph’s blessing, and thus,

49 Melik buyurdi al kal ‘e’i yikdilar, soyle eylediler kim ta himine indiirdiler. Andan soyra ‘Osman bin
Apiyya yarak édiib ol mali hazine’i aldi, yiiz on kulile ol géce Dokiyadan ¢ikub Bagdada ‘azm étdi. Bir
kag giin gitdiler, na gah Bagdada yétdiler. Halife ol giin seyrana binmisdi, bunlar dah érvdiler, Halife
gordikim bir kag kisi develer yédmisler, yiikleri var, tiz Halife bir hacib ver(bi)dikim: “var gor ne
kisilerdiir,” dédi. Hacib vardr gordi kim ‘Osmandur, bildi dahi tiz gérii geliib ‘Osmanuy ahvalin Halifeye
bildiirdi. Ciinkim ‘Osman érisdi, Halife buyurdi, ‘Osman ilerii geliib bas kodi, Halifeye du ‘a ve sena kldi,
andan Halife Melik Danismendi sordi, ‘Osman Melik Danismendiin sergiizestin dahi yad kildi, Halife
Melik Danismendiin erligine ‘acebe kaldi, andan ‘Osman Halife ile bile sehre vardilar, Halife ‘Osmana
bir a ‘la hil ‘at buyurdy ve bir eyii hil ‘at Melik Danismende ve bir dahi Artithtya tamam hep serverler icun
birer hil ‘at buyurdi, andan Melik Danismende bir sancak ve bir éyii at vérdi, andan ferman yazdilar
Melik iciin dahi buyudilar kim: “Senki Melik Danismendsin, ol élleri yaranlaruy ile agasin dah biziim
iciin zahmete diisiib mal vérmissin, keremler liitiifler édesiz ele giren mali ¢eriye bahys édesiz ve eger mala
hdcet olursa biz dahi gondiireviiz soylekim ol éli agasiz, ol vilayet ciimle siziin olsun,” dédi. Ciinkim
ferman yazildi ‘Osman eline verdiler, ol hil ‘atlar ve ol tohfeler kim Halife (Melik) igiin ve serverlerigiin
vermigdi, ant alub dalh Halifeye du ‘a ii send kild [...] Ciinkim ‘Osman bu medhi Halife (Hazretine) okudi,
ol hil ‘at mengir: aldi ¢ikdi revane oldr. Cok yazi yaban geg¢di, Malatiyaya érdi, Malatiya kavmi ‘Osmani
goriib sad oldilar, ‘Osman andan dahi revane oldi. Ciin Melik Danismend katina érigdi Melike haber oldi,
‘Osmana istikbala ¢ikdi, na gah Melik Danismend-i Gazi Halifeniiy sancagin gériib yayak old, ‘asker
‘Osmana karsu geldiler, ‘Osmani getiiriib kondurdilar. ‘Osmani dal Halifeniin mengirin ve hil ‘atin
serverlere ‘arz kildi, ani goriib sad oldilar. Ol géce karar kildilar, ¢iin érte oldi Melik ve serverler
il ‘atlarin géydiler dah Melik ile seyrana bindiler. Mélikoft, La geste, 11:68-9.
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further affirmation of the conferral of temporal authority. At this, the warriors welcome the
messenger ‘Osman emphatically and rejoicing (sad oldilar).

The gift of plunder as a symbol of power-sharing and of the king’s military protection of
the abode of Islam and the caliph’s reaffirmation of Melik Danismend’s political legitimacy and
temporal authority over his conquests are reiterated later in the fifth meclis.

[...] Melik Danismend sent a hundred slaves, a hundred slave girls, a hundred horses, a
hundred mules, a hundred camels carrying a cross [made] of pure [lit: red] gold as heavy
as two camels to the caliph. When the wealth and the slave girls reached the caliph, they
put it in the treasury. The caliph was astonished at Melik Danismend’s good fortune.
Then the caliph ordered that Melik immediately be given a robe of honor (4:/ ‘at) and that
the heroes also be given different robes of honor and gifts. He [the caliph] said “All of
Riim’s cities shall be Melik’s.” He wrote a letter and put it in the hand of a messenger; it
arrived to Melik. Melik ordered that each person don their robes of honor and that the
caliph’s ferman be read and made known. Melik and Artthi and the other gazis were glad
and were filled with joy and rejoiced.50
While more abbreviated than the previous example, this excerpt drives home the same points.
When Melik Danismend sends the caliph a portion of the spoils of his latest conquest, the caliph
orders the king be given robes of honor and explicitly reiterates that all the cities of Riim shall
belong to Melik Danismend (Riim sehirleri hep Melikiin olsun), thus conferring temporal
authority upon the king. He orders another ferman to be written. Though this document’s
contents are not stated, based on the fact that this scene can be read as a fixed narrative formula,

we can assume its contents are similar to the earlier ferman: Melik is granted authority to

conquer Riim and the lands he takes are entirely his. In a deviation from the previous excerpt,

50 Melik Danigmend kal ‘e malindan yiiz kul, yiiz karavas, yiiz at, yiiz katir, yiiz deve ve iki deve yiiki salib
kizil altundan Halifeye gondiirdi. Ciinkim mal ve karavas Halifeye érdi, hazineye iletdiler, Halife Melik
Danismendiin fursatina niisretine ‘acebe kaldi. Andan Halife buyurdi Melik iciin hil ‘at vérbidi ve
serverler igiin dahi ayru il ‘atlar ve tohfeler vérdi ve dahi “Ruam sehirleri hep Melikiiy olsun” dédi. Bir
name yazub kasid eline vérdiler, revane olub Melike érdi. Melik buyurdy her kisi hil ‘atin géydiler, ol Halife
fermanin okuyub bildiler, Melik ve Artihi ve bakt gaziler saz ve ferahnak oldilar, sevindiler. Mélikofft, La
geste, 11:72.
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when this ferman is delivered to Melik Danismend, the king orders that it be read and made
known (Melik buyurd: [...] ol Halife fermanin okuyub bildiler), thus publicly disseminating the
caliph’s commands. The king, Arttihi, and the other gazis are then depicted as emphatically
rejoicing (saz ve ferahnak oldilar, sevindiler.).

A pattern is evident in these three examples of interactions between Melik Danismend and
the caliph. While Danismendname is a work of popular literature and neither a mirror for princes
nor political text, it is still possible to see the contours of a power-sharing relationship between
the king and caliph wherein the caliph confers political legitimacy on a secular ruler. This
unambiguous depiction is curious in a text redacted in the middle of the fourteenth century—
especially because ‘Arif ‘Alf wielded a notably editorial hand in his redaction—because such a
relationship between a secular ruler and a caliph had not existed since the Mongol conquest of
Baghdad, which brought an effective end to the caliphate with the execution of the caliph al-

Musta‘sim in 1258.

Political Legitimacy in Post-Chinggisid Eretna

The question of political legitimacy was far from an abstract political theory in late
medieval Anatolia. Jiirgen Paul uses sources such as ‘Aziz ibn Ardashir Astarabadi’ Bazm o
Razm (Battle and Banquet) and others to demonstrate that the question of political legitimacy
very much preoccupied the ruling and military elites of central and eastern Anatolia, specifically
in Eretna, during the latter half of the fourteenth century.

The Introduction provided an overview of how the founder of the dynasty, Sultan

‘Alaeddin Eretna, came to power (see pp. 19-21). From 1341-2, Sultan ‘Alaeddin Eretna
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proclaimed himself “the just sultan” and “the great sultan” on building inscriptions and coins.
While Peacock writes that “this innovation can be seen as replicating the more general
breakdown in the concept of Chinggisid legitimacy in the 1340s; rulers who had till then had
sheltered behind the pretence they were ruling on behalf of a Chinggisid now sought other forms
of legitimacy,” Paul demonstrates in the years after Sultan ‘Alaeddin Eretna’s death, aristocratic
Mongol power brokers in Eretna—Iacking Chinggisids to whom to give their allegiance—
preferred to give “at least nominal authority” to the house of Eretna because of how that house
had originally ruled in the name of the Ilkhanids.5! The question of political legitimacy was
thrown into sharp relief by the seizure of power of Kadi Burhaneddin.52 While this period
occurred after the redaction of Danismendname was completed, examining its themes and
preoccupations can reveal much about the decades preceding it.

Born in Kayseri and educated as a young man in Cairo, Damascus, and Aleppo, Kadt
Burhaneddin returned to Eretna in 1364-5. The then-ruler of Eretna, Giyas al-Din, raised Kadi

Burhaneddin to the office of kadi and gave him his daughter in marriage.53 It was not long after

51 Paul, “Mongol Aristocrats,” 129. Peacock, Mongol Anatolia, 62, 62n136, 62n137. Gode, Eratnalilar,
64.

52 Settling on a consistent spelling for the name of Kadi Burhaneddin proved a somewhat thorny task.
Secondary literature makes use of a wide array of transliteration conventions; this is not surprising,
considering the fact that the historical subject in question was one who wrote in Arabic and Turkish, was
written about in Persian, and who has become the subject of study for scholars in different fields with
different linguistic backgrounds. After much deliberation, this project utilizes “Kadi Burhaneddin” from
among possible transliterations for this figure’s name (alternatives: Qadi Burhan al-Din, Qazi Borhan al-
Din). This spelling reflects both I/MES Ottoman Turkish transliteration standards and the modern Turkish
collapsing of the Arabic definite article “a/-” in names espoused by Turkish scholarship. This decision
sprang from two chief considerations: a desire for consistency and an awareness of the intended audience
of this project. In undertaking this project, I seek to remedy a failing of Ottoman and Turkish studies: the
omission, until recently, of the study of Old Anatolian Turkish literature and literary history that predates
the Ottomans, especially of literature originating from eastern Anatolia. This and other orthographic
choices reflect a conscious decision to situate this project in conversation with other scholars of early
Ottoman history and Turkic literatures of late medieval and early modern (or middle period) Anatolia.

53 Rypka, “Burhan al-Din,” E/-.
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this that the star of Kadi Burhaneddin’s political career began its rapid ascent. He played a role in
the revolt which resulted in the death of Giyas al-Din (767/1365-1366), and served as vizier and
atabeg (an honorific referring to the guardian-tutor of a prince) for Giyas al-Din’s successor.5* In
1381-1382, Kadi Burhaneddin seized power in a coup d’état and declared himself sultan of the
lands previously belonging to the house of Eretna. He established his residence at Sivas and, in
accordance with the prerogatives of Islamic sovereignty, minted coins and had the Friday sermon
said in his name.55

Sara Nur Y1ildiz notes that Kadi Burhaneddin, being the son of a judge and a judge
himself, was a historical anomaly, an “unusual case of an urban religious elite usurping the
dynastic power from a polity based on Mongol political structures and pastoralist economy.”’>¢
Examinations of Bazm o Razm proves that the Mongol emirs of Eretna found Kadi
Burhaneddin’s claim to power just as anomalous. An elaborately-written Persian chronicle, Bazm
0 Razm concerns the life, career and worldview of Kadi Burhaneddin.>” Bazm o Razm illustrates
the political maneuverings of Kadi Burhaneddin over the course of his reign, shedding light on
the balance of power between Mongol emirs and ruler in central and eastern Anatolia. These
machinations also illuminate what the internal balance of power in Eretna might have looked like

before Kadi Burhaneddin’s coup. Mongol leaders in Eretna were true power brokers, “an

54 Rypka, “Burhan al-Din,” EI2.
55 Rypka, “Burhan al-Din,” EI2.
56 Yildiz, “Post-Mongol Pastoral Polities,” 34-35.

57 Peacock, A. C. S. “Metaphysics and Rulership in Late Fourteenth—Century Central Anatolia: Qadi
Burhan al-Din of Sivas and His Ikstr al-Sa‘adat.” In Islamic Literature and Intellectual Life in
Fourteenth- and Fifteenth-Century Anatolia, edited by A. C. S. Peacock and Sara Nur Yildiz, Band
34:101-36. Istanbuler Texte Und Studien,. Wiirzburg: Ergon Verlag in Kommission, 2016: 101. Wing,
The Jalayirids, 11.
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important factor for every ambitious man in the post-Ilkhanid political scene” in central and
eastern Anatolia, whether by alliance, partnership, and/or bonds of vassalage.>® Over the course
of the latter part of the lifespan of the Eretnid beylik, these emirs effectively decided who won
and lost in succession struggles, notably in 1381. Many of these emirs struggled to accept Kadi
Burhaneddin: he was not a member of the ruling house and could easily be called an usurper or
pretender to the throne.>® Paul writes that “Eretnid legitimation was clearly an important issue,”
in this period, and Kadi Burhaneddin “evidently had problems in establishing his rule as
legitimate.”®® While this problem seems to have resolved itself in the latter years of his rule
(where cooperation existed with some of the Mongol leaders), Bazm o Razm’s preoccupation

with legitimation issues certainly reflects the political concerns of the era.

Pre-Chinggisid Sacral Kingship in Danismendname

When we examine the relationship between Melik Danismend and the caliph, a clear
pattern emerges. Melik Danigsmend seeks permission of the caliph to act, thus acknowledging
him and his religious authority. In return, the caliph grants Melik Danigsmend temporal authority,
and thus, political legitimacy, to rule the lands of Riim that he conquers. This pattern clearly
echoes the sacral kingship model of temporal authority that dominated the Islamic world before
the advent of Chinggisid power in the region, one that is succinctly articulated by al-Ghazali (d.
1111) in Ihya ‘uliim al-din (The Revival of Religious Sciences) and Nasihat al-mulitk (Counsel

for Kings): the secular holder of military power (i.e, the temporal ruler, or sultan) recognized the

58 Paul, “Mongol Aristocrats,” 132.
59 Paul, “Mongol Aristocrats,” 123.

60 Paul, “Mongol Aristocrats,” 112-13.
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caliph, and the caliph in turn granted political legitimacy to the sultan.¢! Then the sultan
demonstrated his allegiance to the caliph by “observing the caliphal prerogatives of the Friday
sermon and coinage,” that is, khutba and sikka.62 Nizam al-Mulk, administrator under the Great
Seljuik sultans Alp Arslan and Malikshah and de-facto master of the Great Seljuk empire until his
assassination in 1092, famously wrote that “religion and kingship are twins”; without one there is
no consolidation of the other, as “religion is the foundation of kingship, and kingship becomes its
guardian.”®3 This is the kind of kingship which we see unambiguously modeled in
Danismendname.

After 1258, in the absence of a caliphate, political legitimacy could no longer be achieved
by mutual acknowledgement of authority by secular sultan and religious caliph, for both divine
ordination and military clout now resided in the same man: the Chinggisid ruler, whose
sovereignty was divinely-granted. But in mid-fourteenth-century Eretna, that Chinggisid ruler
was nowhere to be found. As was described above, the question of who could be a legitimate
ruler in the absence of a Chinggisid was being aggressively renegotiated in central and eastern

Anatolia in the fourteenth century, even at the time ‘Arif ‘AlT was redacting Danismendname.

The Ideal King of Fictional Past and Political Present

61 Arjomand, Said Amir. “Legitimacy and Political Organisation: Caliphs, Kings and Regimes.” In The
New Cambridge History of Islam: Volume 4: Islamic Cultures and Societies to the End of the Eighteenth
Century, edited by Robert Irwin, 4:223—73. The New Cambridge History of Islam. Cambridge:
Cambridge University Press, 2010: 244.

62 Bosworth, Edmund. “The Steppe Peoples in the Islamic World.” In The New Cambridge History of
Islam Volume 3: The Eastern Islamic World, Eleventh to Eighteenth Centuries, edited by Michael. Cook,
19-77. Cambridge: Cambridge University Press, 2010: 42-43.

63 Arjomand, “Caliphs, Kings and Regimes,” 234.
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What, then, can be made of Danismendname’s depiction of Melik Danismend as a model
of sacral kingship, but also as a ruler whose relationship with the warriors who fight for him is
emotional as well as political? Several options present themselves.

(1) Given the genre of Danigmendname and its origins as an orally-transmitted narrative,
the first question we must ask about this depiction of kingship of Melik Danismend is if his
interactions with the caliph in Danismendname are fixed narrative formulae. As was discussed in
previous chapters, the most appropriate text with which to compare Danismendname is
Battalname, another representative of religious-heroic genre of popular literature and a text with
which Danismendname is in unambiguous conversation.

The origin story of Seyyid Battal and impetus for his quests differ from those of Melik
Danismend. First and foremost, unlike Melik Danismend, Seyyid Battal is not a king. Second, in
Danismendname, we first encounter Melik Danismend as an adult who is sought out by the
people of Malatya to defend them from infidels; he then seeks the permission of the caliph to do
so. In Battalname, the audience is introduced to Ja‘far—who later becomes Seyyid Battal—
through his lineage. Ja‘far’s father is killed by infidel warriors when Ja'far is an infant. When
Ja'far grows to thirteen years of age, he is already accomplished in religious studies and goes to
the ruler of Malatya seeking to take his father’s empty position as the ruler’s servant. He is told
that in order to take up his father’s position, he must prove his skills as a warrior and slay the
infidel who killed his father. The majority of the second meclis recounts how he does so. When
young Ja‘far returns victorious to the court of Malatya, he is met first with disbelief and then

with great acclaim. In an act that clearly echoes the above scenes from Danismendname, the
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ruler of Malatya sends a detailed letter to the caliph recounting Ja‘far’s victory against the
infidels.

When the letter reached the caliph he rejoiced and was happy and he quickly replied with

praises for Ja‘far. He sent robes of honor to Ja‘far and Amir Umar [the ruler of Malatya]

and many other begs saying “watch out and be careful lest the Caesar of Rim march

again you. Do not be in the least afraid, just place your trust in God.”64
The contours of this interaction are familiar (the sending of messages back and forth; the
rejoicing and the bestowal of robes of honor, or il ‘af), but there are key differences. First, there
is no mention of permission asked and granted before seeking confrontation with the infidels; the
ruler of Malatya and Ja'far take this task upon themselves, seemingly without requiring the
permission of the caliph. Second, there is no sending of gifts of plunder to the caliph in this
excerpt. Third, the caliph’s reply in Battalname differs from those we see in Danismendname:
notably absent are the explicit announcement of Melik Danismend being granted the right to
temporal rule over the lands he conquers (i.e., soylekim ol éli agasiz, ol vilayet ciimle siziiy
olsun).

If reporting conquests to the caliph and receiving replies expressing the caliph’s joy and
gifts of robes of honor is a narrative formula in Old Anatolian Turkish religious-heroic popular
narratives, then in Danigsmendname, we see the flexibility of this formula: it differs from what we
see in Battalname in ways directly related to the depiction of the granting of political legitimacy.

It is possible that ‘Arif ‘Ali’s Ur-text may have featured interactions between hero and

caliph that were more similar to Battalname. Considering Battalname’s provenance as being one

step closer to its orally-transmitted legend than the redacted Danismendname, it is possible that

64 Dedes, Battalname, 111.
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he made an editorial intervention in this regard. But without the text from which ‘Arif ‘Al
worked, it is difficult to say much beyond conjecture.

(11) Let us then consider the possibility that the interactions between Melik Danigsmend
and the caliph existed in earlier traditions before the fourteenth-century redaction. We must then
consider ‘Arif ‘AlT’s role in preserving and reshaping that narrative into a redaction. Why did he
choose to preserve a so distinctly pre-Chinggisid depiction of secular rule in his specific
historical context? Was it because, beholden to no named patron, ‘Arif ‘Alf simply followed the
conventions of this genre of popular literature, conventions that had not caught up with a world
that moved swiftly into a post-Chinggisid model of political legitimacy?

(i11) Or are Melik Danismend’s interactions with the caliph preserved because they
represent a depiction of a romanticized past? Did ‘Arif ‘Ali preserve his Ur-text’s depiction of
Melik Danismend because he noticed a lack of such an ideal Muslim king in his time? In central
and eastern Anatolia, the successors of Sultan ‘Alaeddin Eretna received poor marks across the
board from both their contemporaries and modern scholarship.65 Kadi Burhaneddin’s coup in
1381 is further testament to the lackluster performance of the Eretnid line, though the usurping
judge was not without his own battles to face, going téte-a-téte with Mongol power brokers to
solidify the legitimacy of his rule.

Whatever the reason for the preservation of Melik Danismend’s sacral kingship and
relationship with the caliph, Danigsmendname’s depiction of his emotions can be read as
reflective of the time in which the redaction was produced. As a member of the military-

bureaucratic elite living in the political climate of mid-fourteenth-century eastern Anatolia , ‘Arif

65 Paul notes that Melville “speaks of ‘total incompetence,” and many more authors—Siimer, Yiicel,
Nagel, Gode—could be quoted in the same vein.” Paul, “Mongol Aristocrats,” 122.
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‘Al1 saw that the political legitimacy of a king was determined by the warriors who supported
him. Melik Danigsmend is from the start presented as an ideal, not only in his personal attributes
—he is pious, wise, and patient, but vigorous and akin to the Shahnameh hero Rostam in battle—
but also in how the cosmos decreed that the conquest of Rim would be accomplished by him and
him alone. His quest and his conquests were legitimized by the caliph, but his political, temporal
rule was not carried out alone. His conquests were made possible by his gazis. From the moment
he receives the blessing of the caliph to meeting Artiih1 to his death, Melik Danigsmend is never
without the martial—and thus, political—support of his warriors. The only time he is alone is
when he seeks solitude to grieve their deaths. To ‘Arif ‘Alf and his audience of gazis, the ideal
king valued his warriors both politically and emotionally: he celebrated their marriages, but he

mourned their deaths and avenged them with virtuous anger.

Conclusion

It might be tempting to look at the sacral kingship modeled by Melik Danismend and dub
it a fixed narrative formula, a trope crystallized by oral transmission with no relationship to the
historical context in which the redaction was written. But the lexical flexibility and number and
diversity of emotion words that we encounter in Danismendname that are used to describe Melik
Danigsmend mourning or avenging his warriors lead me to speculate otherwise. In fact, analysis
of emotion words leads me to conclude that the emotional relationship between king and warrior
is a central motif of ‘Arif ‘Ali’s Danismendname. Not only does this allow us to historicize a

narrative that has long been stripped of its specific historical context, it provides scholars with
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another vital piece to see the emotional community of ‘Arif ‘Alf and his audience with greater

clarity.
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CONCLUSION

I first encountered Danismendname as 1 wrote my masters thesis on warrior women in
Varka ve Giilsah, where I used the character of Efromiya as a foil to my subject of study. When I
began to read Danismendname with my dissertation proposal in mind two years later, I decided
to approach it from a different angle, planning to read the text until new research questions
revealed themselves to me. It did not take long.

By the second meclis, I was taken aback by the affective power of Artithi’s weeping.
Even to a modern audience (specifically, a twenty-first-century student struggling to piece
together Old Anatolian Turkish syntax and vocabulary), Artihi’s anxiety, frustration, and love for
Efromiya were vivid and striking. My curiosity piqued by these scenes, I sought secondary
literature on the subject of the history of emotions in Islamic literature, and was equally taken
aback to discover that very little existed. Instead, I turned to scholarship on the history of
emotions in Western European medieval texts. Invigorated by the methodologies employed by
these scholars, I returned to Danismendname with new questions and new approaches.

The affective power of fiction has always been more than a pastime for me. In my work
as a novelist, I am deeply preoccupied by the question of how texts inspire feeling in their
audiences. That professional obsession abetted my scholarship. As I continued to read
Danismendname, more emotions rose to the surface in every meclis: Melik Danismend despaired
the death of his men; Efromiya experienced distress when Artiih1 was taken captive.

Artthi wept, and this project began.

skeksk
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In its first chapter, this project articulated my methodological approach to the study of
emotions in Danismendname by defining terms that [ have adopted, adapted or coined. The
second chapter demonstrated that Danismendname’s depiction of emotions makes it a unique
representative of its genre and a necessary subject for the study of emotions. It also demonstrated
that the text contains scenes that challenge the narrative formulae that scholars expect from its
genre and the demands of orally-transmitted tradition. It achieved this by comparing fixed and
flexible formulae within the text itself and through comparison to the fixed formulae evident in
Battalname. “Formulaic” prose does not preclude a text from having much to reveal about the
people who wrote and/or interpreted the text; this conclusion permits scholars to read the
linguistically fixed formulaic and flexible formulaic emotion words of Danismendname in such a
way that sketches the contours of ‘Arif ‘Ali’s emotional community.

This project’s third chapter demonstrated that ‘Arif ‘AlT makes explicit in his verses that
he intends his redaction of Danismendname to affect the emotions of his audiences in certain
ways. I have argued that he successfully achieves this through the deployment of the literary
device of mirror characters. This discussion of mirror characters in Danismendname allows us to
articulate a shift in emotional register and literary techniques from Battalname and other orally-
transmitted narratives to Danismendname. It is now possible to appreciate the relative literary
and psychological sophistication of a text that has long been denied analytical treatment beyond
its obvious thematic preoccupations.

This project has also shown that scenes with mirror characters are vivid windows into

that emotional community. The emotion words in these scenes comprise a contemporary
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emotional vocabulary, a tool that provides the scaffolding—albeit imperfect—for scholars to
begin to see the contours of the emotional community of ‘Arif ‘Alf and his audience.

The fourth chapter examined the lexical flexibility, number, and diversity of emotion
words used in Danismendname to describe Melik Danismend mourning or avenging his warriors,
concluding that the emotional relationship between king and warrior is a central motif of ‘Arif
‘Ali’s Danigmendname. The examination of ‘Arif ‘AlT’s historical and political context allows us
to now speculate how Danismendname’s depiction of kingship, rather than being a fixed
narrative formula inherited from oral tradition, might in fact reflect that contemporary context.

Through these new approaches, it is now possible to sketch a portrait of ‘Arif ‘Al and his
audience’s emotional community. Throughout this dissertation, I have speculated about who that
audience might have been composed of. While we learn something of potential audience
composition from the fact that Danismendname is a work of popular literature, the Introduction
articulated that the bifurcation of court and popular literature is now a known false dichotomy in
the study of pre-modern Islamic literature. It is possible that the emotional community of ‘Arif
‘All could have extended beyond his immediate audience as well. Our study has shed light on the
system of feeling that this textual community espoused.! What did the emotional community of
‘Arif ‘Alf define as valuable or harmful to them? What evaluations did they make about others’
emotions, the affective bonds between people, and modes of emotional expression?

The analysis of emotion words provides the building blocks to answer many of these
questions. The repetition of certain emotion words, such as zari kilmak and aglamak, deepens

their importance in our methodological estimation. The additions of rarer emotion words, such as

1 Rosenwein, “Worrying about Emotions in History,” 842.
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gonli sinmak and bihuziirlik, which only occur one or two times each in the text, are equally
interesting, as the presence of these two emotion words further emphasizes how deep the
character’s distress is. When we anticipate the audience’s mirroring of these emotions, it is
possible to see how tension rises in this moment, thus vividly illustrating each episode’s
emotional plot. From Danismendname, we learn when it is appropriate for the audience to mirror
the represented emotions of characters in different episodes. For example, it is appropriate for the
audience to mirror the joy inherit in celebrating a character’s conversion; likewise, it is
appropriate for them to mirror Efromiya’s disappointment when her father, the villain Sattat,
refuses to convert.

Likewise, it is appropriate that Melik Danismend, as king, grieve the men who fought and
fell for him and his quest to bring Rim into the abode of Islam. Scenes depicting Melik
Danismend’s grief or virtuous anger as he avenges the death of his men likewise allow us to
uncover what ‘Arif ‘Al’s emotional community defined as valuable. The emotion words used to
describe how Melik Danismend mourns and avenges his kidnapped, wounded, or martyred
warriors models an idealized affective bond between a king and his warriors. This sheds new
light on a little understood and often overlooked historical moment, a moment that for men of
‘Arif ‘AlT’s class in eastern Anatolia was critical. He and his emotional community witnessed the
fading of Mongol dominion; just as potentates in this region renegotiating what kingship and
political legitimacy should look like on a political level, Danismendname is evidence that an
emotional renegotiation of kingship was unfolding as well. What did it mean, emotionally, to
serve a king as a warrior? How should that king feel about the warriors who fought and died for

him? These were questions with which Danismendname is deeply preoccupied. Therefore, we
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can cautiously extrapolate that these were questions that preoccupied the emotional community
of “Arif ‘Al at a time of great political and societal upheaval.

The Appendix’s taxonomy of emotion words found in Danismendname comprise a
contemporary emotional vocabulary that may form the foundation of further study of this text
and other Old Anatolian Turkish texts. It is the an early step toward adopting Rosenwein’s
methods for the study of pre-modern Islamic texts; by demonstrating that it is possible to sketch
a portrait of an emotional community by compiling a contemporary emotional vocabulary, I lay a
foundation for future studies to do the same.

These are the slices of this emotional community that reading Danismendname through
the lens of the history of emotions allows us to see for the first time. It is an imperfect portrait,
but acknowledging and articulating its existence comprises a vital step toward furthering the
study of emotions in Islamic literature and pre-modern Islamic society.

I do not argue that ‘Arif ‘Ali’s emotional community is an exceptional one. Rather, it is
easy to speculate that such textual and emotional communities across Anatolia at this time, and
indeed, across the Islamic world through shared literary traditions. Rather, this project’s chief
intervention is historiographical: it centers an otherwise overlooked text and emotional
community as subjects of historical study. It further argues that works of popular literature that
have long been relegated to specific, monochromatic roles in the study of late middle period
Anatolia have a wealth of material to offer scholars armed with new literary approaches. Thus,
this project historicizes and redefines Danigsmendname within the literary and cultural history of

the beylik period.
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While keeping this project’s focus honed on the building blocks of emotional community
—emotion words, emotional plots, mirror characters, etc.—means that it served the vital end of
expanding the field of Old Anatolian Turkish studies, this focus necessarily limited its scope.
Many unexplored paths lead from this project’s doorstep. Some of these remain unexplored due
to the necessarily curtailed nature of a dissertation written to deadline and could be expanded in a
future book project. For example, Chapter Two discussed the fixed formulary evident in
conversion scenes in Danismendname; a thorough examination of the emotions in conversion
scenes in the text went beyond the scope of the arguments of each chapter, but could be a rich
source of future study. Likewise is there ample material in Danismendname for a discussion of
masculinity and its intersections with emotion. The characters of Arttihi, Nestor, and Melik
Danismend provide ample material to discuss this topic. Their anger, their taunting of one
another, their actions in battle, and their interactions with women (especially Efromiya) provide
myriad material for further study. A thorough examination of the precise ways in which
Danismendname draws on Persian traditions, on both a lexical and thematic level, would have
much to offer.

Other threads were not pursued due to the nature of Danismendname itself. For example,
a thorough look at the gendered aspect of different emotions, especially regarding female
characters, was impossible due to the limitations of the source. The number of female characters
and the lexical palette with which their emotions were drawn by the narrated were simply too
limited. However, a comparative project that encompassed other works—whether from
Danismendname’s religious-heroic genre or Old Anatolian Turkish popular literary narratives of

other genres, such as narrative verse romance—could make such a study possible.
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This does not preclude these female characters from being examined outside of the
constraints of the history of emotions. Efromiya, for example, presents a scholarly enigma:
neither perfectly idealized nor villainized, she is a convert warrior who rides and fights alongside
Melik Danismend and his Muslim army throughout the entire narrative. But when her king and
husband—her male protectors—die, she is poisoned by her late husband’s servants, for if she
were to revert to Christianity, she would be too dangerous to control. She is certainly worthy of
future study. Nuanced, comparative projects with other examples of Islamic popular literature or
Western European medieval literature could shed much light on Efromiya and other warrior
women’s position in popular narratives as Other.

Among representatives of its genre, Danismendname is uniquely well-suited to analytical
approaches drawn from the history of emotions due to the flexibility of its formulae. But popular
literature and popular fictional narratives are certainly not the only Old Anatolian Turkish genres
that could serve as rich sources. Historical chronicles, futuwwa documents, travelogues, poetry,
catechisms, sermons, travelogues and myriad other sources—in Arabic and Persian as well as
Old Anatolian Turkish—could reveal a wealth of material if examined through the lens of the
history of emotions. Just as Nicolas Trépanier’s Foodways and Daily Life in Medieval Anatolia
examined known documents through a new approach, so to could reading sources that have long
been studied in a few ways through the history of emotions shed new light on fourteenth-century
Anatolia.

To paraphrase Julia Bray, the question is not so much if it is possible to examine pre-

modern Islamic history through the lens of the history of emotions. The wealth of sources—a
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refreshing concept for scholars of the pre-modern Islamic world!—means that the question we
should ask ourselves is rather where ought we begin?

My project demonstrated that the history of emotions can shed new light on familiar texts
and open new windows into the literary, cultural, and emotional life of fourteenth-century
Anatolia. In doing so, it contributes to the nascent field of the history of emotions in Islamic
studies. It is my hope that the methodological foundations laid by this project will inspire new
scholars of Ottoman and Turkish studies to consider Old Anatolian Turkish texts and the history

of emotions not only as viable subjects of study, but as rewarding ones as well.
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Bu kissa bunda kalsun soz uzakdur
zire meclis gerek kissa wrakdur

size ¢ogaldicak adam usandur
ani dinleyeniin ‘akl yasanur

gerek soz muhtasar her hal icinde
yvarasmaz ol mutavvel kal i¢inde

uzatmayalum imdi biz de size
ki dinleyeniin uyumaya gozi

size az soyleyiib oz soyleyeliim...

kookosk
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APPENDIX

Old Anatolian Turkish Emotion Words in Danismendname: A Contemporary Emotional

Emotion Word
‘acebe kal-
acl

‘aciz

‘aciz kal-

agla-

aglas-

ah ét-/eyit-/eyle-/kil-

‘akl1 basina gel-
‘akli git-

and ic-
‘ayb/‘ayib

ayin bayin

ayin bayn ol-

basi ates ol-

bi-care

bidar

bi-dil ol-

bi-huzir ol-
bi-huzirlik
bi-karar ol-

bi-mar ol-

Vocabulary

Definition
to be astonished

pain; bitter

powerless, weak, to be not enough

to be incapable of doing x (despite

trying hard)
to cry
to cry (collective)

to sigh, to groan, to sigh
to regain consciousness (after
swooning)

to swoon or lose consciousness
to swear an oath

shame

astonishment

to be taken aback

to rage, to fume

poor, wretched, without remedy,
without hope

waking, to be sleepless

to be in love

to be uneasy, restless, or anxious
unease, malcontent

to uncomfortable or hesitant

to be ill, to be lovesick
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Comments

word of implied emotion

word of implied emotion

literally: for one’s head to be aflame

literally: to be without one’s heart
(for it has left their chest)



bizar ol-
bagir-
bugz (eyle-)

can u gontl ile
caresiz ol-
dert

derdimend

der-mande
dertlii
dertin-1 dil
dil

dil-aviz
dil-dar
dilek
dil-haste
dil-sad
diriga

efgan (eyle-)
endise (kil-)
ferahnak ol-

feryad

feryad ét-/eyle-/kil-
feryad i figan kal-/

kop-
figan (ét-)

gam

gam yeé-

gamnak

to be weary, to be sick of
to cry out, to shout

hate; to hate

with passion, with one’s soul and

heart

to be without remedy; helpless

grief, sorrow

a great trouble or affliction

without hope, without remedy;

broken down or worn out
troubled, sorrowful

from the depths of the heart
heart

very beautiful, who has the heart

possessing one’s heart; beloved

wish, desire, want
heartsick

happy-hearted, rejoicing
a shame, woe is me!, alas
lamentations

thought; worry; curiosity
to rejoice

shouting

shouting, asking for help

shouting and lamenting
lament or cry, to lament
grief

to be sorrowful, troubled, to
worry

grieving, sorrowful, anxious
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gamnak ol-
gazab

gazaba gel-
gonli acil-
gonli cls eyle-
gonli sin-
gongli yumusa-
goniil

gussa

gussalan-

hacil
halvet (eyle-/kil-)

hasret

hayran ol-
hirman

hos

hosniid ol-
‘1ys-ii- ‘igret ol-

1ztirab

in(i)le-

gendiiye gel-
gendilyi yire ur-
kellesi kiz-
kafa dondiir-

kaki-

kaygu

to grieve, to regret, to be
sorrowful

rage
to become infuriated

to have internal distress relieved
to be impassioned

acutely troubled, grieved

to become merciful, to relent
heart

grief, sorrow

to grieve, to be sorrowful

to be embarassed or ashamed
alone; to leave alone

sadness or sorrow

to admire, rapturize, hold in high
esteem

misfortune, despair
pleasant, good

to be satisfied or contented
making merry

pain or distress

to groan or wail, to make a sound

of pain
to come to one’s senses (out of a
Swoon)

to throw oneself on the ground
to become angry

to make dizzy or to stun

to reprimand, to get angry, to
become enraged

apprehension, concern, fear,
worry
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literally: heart boiling
literally: one’s heart tightening

literally: for one’s heart to soften

only used when one is in the
presence of the Prophet (in dreams)

associated with banqueting

lit: for one’s head to get hot



kaygulu
kigir-

kivan-
kivandur-
kiz-

(-dAn) kork-
korku

korku diis-
korku ol-
mahzin
meded
mehafe
melalet
melil
mihnet ¢gek-
miskin
mustuluk
miibtela (kil-)

nagar

0z1 goyin-
perisan

sergeste

sevin-

sOg-

sad ol-

saz ol-

saz1 ol-

sazilik kil-

vehm (ol-/birak-)

vehmnak

worried, sad

to shout, to invite (taunting)
to rejoice, to brag

to make happy, to gladden
to get angry/enraged

to fear

fear

to fear

to fear

aggrieved

help

fear

boredom, tedium; also sad
sad

to worry or suffer

pitiful; a pitiful person
good news

suffer, suffering, to suffer

helpless, hopeless, desperate

to feel great pain, to burn inside
miserable, wretched

miserable

to rejoice

to curse or blaspheme

to rejoice

to rejoice

for festivities to be celebrated
to rejoice

to fear

suspicious, fearful
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word of implied emotion

used frequently

only used to describe Melik
Danigsmend

only used by infidels in anger



yiizin goke tut-
yas dut-
zar

zar agla-/ét-/kil-
zar kal-

zar kil-

turning face to the sky (despairing,
asking for help)

to mourn

weeping; groaning; lamentation;
misery

to weep, to wail, to lament, to
moan

to be exhausted or weak

weeping, moaning, lamentation
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