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Note on Transliteration  

The transliteration system used in this work is that adopted by the 
Encyclopaedia Iranica, Corpus InscriptionumIranicarum, and 
Persian Heritage Series for the transcription of Persian and 
Arabic elements in Persian.  

Foreword  
Rumi, an extraordinary poet and mystic of the thirteenth century, has been a 
figure of immense influence in the spiritualand literary life of the Islamic 
lands. His Mathnavi, a long poem that embodies his mystical teachings, has 
been called"the Persian Koran." His lyrics, collected in a large diwan, with 
their outpourings of impassioned love, their rhapsodicrhythms, dancing 
words, and ecstatic expressions, have defied imitation. Over the centuries he 
has inspired thinkers,poets, and mystics from the shores of the Bosphorus to 
the Bay of Bengal and beyond.  

Despite many commentaries, long and short biographies, and essays on his 
impact, there has long been a need for afresh and systematic account in 
English of his life and work, comprising a description of his teachings and 
personalityand his aesthetics that could be used by students, scholars and 
non specialists. The Triumphal Sun is a splendid responseto this need.  

Professor Annemarie Schimmel, an outstanding and internationally 
recognized scholar of Islamic mysticism, as well asof the varied literatures 
of Muslim world, has devoted much of her life to the study of Rumi and has 
drunk deeply fromthe fountain of his poems. She brings her vast scholarship 
of the Muslim mysticism and profound knowledge of Persianpoetry to an 
exploration of Rumi's ideas and ideals, his aesthetic sensibilities, and his 
fervent dedication to guiding andilluminating the journeyman on the mystic 
path. All students of Sufism and Persian poetry are indebted to 
ProfessorSchimmel for this enlightening exposition of the life, thought, and 
poetic imagery of a rare human being.  

EHSAN YARSHATER  

 

Preface to the New Edition  
Fifteen years have passed since the first edition of The Triumphal Sun 
appeared. The news of its reprint came as a totalsurprise to me a pleasant 
one, to be sure, because during the last decade I was asked time and again 
how to find thisbook; it was also a somewhat disturbing surprise because I 
would have loved to change a few paragraphs, crosschecksome references, 
and add more details, because Rumi reveals ever new aspects even when 
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one has been reading andrereading his works for now more than half a 
century. Yet, as the book was translated into Persian by Hasan Lahuti 
andpublished in 1989 in Tehran under the title Shukuh-i * Shams (graced by 
a long introduction by one of the leadingmasters of Sufism, Sayyid 
Jalaluddin Ashtiyani), it seems that it is valuable even as it stands now.  

Between 1978 and now, Rumi's thought and poetry has become much more 
prominent in the West than was the casepreviously. William C. Chittick's 
study on The Sufi Path of Love introduced the reader to the thought system 
of the greatmystical poet and offered a considerable number of new 
translations, especially from the Mathnavi. These translations are much 
superior to those offered by the Mathnavi's great editor, Reynold Alleyne 
Nicholson, whose renderings,despite, or perhaps because of the translator's 
erudition, are somewhat heavy and certainly not ''poetical."  

In the same year that The Triumphal Sun was published, my own German 
book, Ich bin Wind und du bist Feuer, appeared through the Diederichs 
Publishing House, Cologne (now Munich); it has seen many reprints during 
the lastyears. Ten years later, the same house published my German 
translation of Rumi's Fihi* ma* Fihi* as Von allem und yon Einen, with 
calligraphies by Dr. Shams Anvari-Alhosseini. In early 1992 another book 
by the present writer wasbrought out by Shambhala, Boston; although its 
title is derived from that of the German book (I am wind, you are Fire),it is 
a totally different work. A few months earlier, Shambhala had published a 
small book with my verse translationsfrom the Divan under the title Look! 
This is Love!, embellished by Ingrid Schaar's fine drawings of  dervishes. 
We are still waiting for publication of the proceedings of the Levi Della 
Vida Conference in UCLA in 1986,which was exclusively devoted to 
Maulana Rumi's work and influence and to which a number of leading 
specialists(such as W. Chittick, J. C. Bürgel, Victoria Rowe Holbrook, 
Margaret A. Mills, and others) contributed. Publication hasbeen 
considerably delayed by a number of unfortunate events. Several articles 
about aspects of Rumi appeared alsoduring the last years. Some of them are 
published in The Heritage of Medieval Persian Sufism, edited by 
LeonardLewisohn (London and New York, 1992), a book grown out of a 
symposium in London in December 1990. There arealso the increasing 
"translations," free adaptations of Rumi's verse by Western poets whose 
enthusiasm is unfortunatelynot matched by an equally good knowledge of 
the Persian language and Islamic culture.  

Despite this lively activity around Rumi's heritage there are still many 
research projects to be tackled. One is a thoroughstudy of Maulana's Arabic 
poetry, which is quite lovely. To analyse how Maulana fit quotations from 
the Qur'an and thehadith apparently without difficulty into his Persian 
verse, and to trace the considerable influence which Mutanabbiexerted upon 
him, is part of this topic. Another line of research would be to study, if only 
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in an article, Khaqani'sinfluence on Rumi's verse. A particularly interesting 
subject is to investigate how the Ismaili community of Indo-Pakistan has 
dealt with Maulana Rumi and Shams. The mysterious "link" (or, as some 
people hold, identity) betweenShams-i Tabrizi and Pir Shams of Multan has 
been a topic of several discussions; but it would be worthwhile to studythe 
firmans of the late Sultan Muhammad Aga Khan III which show how he 
advised the community to study carefullyRumi's Mathnavi.  

In recent years, the most important publication concerning Rumi's 
background is the voluminous book by theindefatigable Swiss scholar Fritz 
Meier, Baha-i Walad (Leiden, 1989). This book, the result of a painstaking 
analysis ofthe life and work of Maulana's father, finally offers reliable 
information about Maulana's early days. Meier's findingsrequire changes of 
the first pages of our book. To sum up: Baha-i Walad did not live in Balkh 
itself but in a small placenorth of the Oxus (present-day  

Tajikistan) by the name of Wakhsh, which was under the administration of 
Balkh. (That his son stated to have comefrom Balkh would correspond to a 
modern American's claim to hail from New York while he might have been 
born andraised in a small town in upstate New York or in Long Island.) It 
can also be proved, thanks to Meier's research, thatBaha-i Walad and his 
son spent some time in Samaqand during the Khwarizmshah's siege of the 
city in 1212 thus thestory about this siege as told in Fihi * ma* Fihi* is 
indeed a true childhood memory of Maulana's. The complicatedpolitical 
situation, the numerous wars and feuds, and furthermore, the success of the 
theologian Fakhruddin Razi, whosefame outshone that of Baha-i Walad (a 
fact that apparently worried the aging preacher very much), led to the 
finaldecision to leave the eastern lands of the caliphate to wander westward. 
This is thus explained as a result of bothpolitical changes and theological 
rivalry. Nevertheless, even now one cannot exactly establish the exact date 
of Baha'sdeparture. It is important to remember that Baha, on the basis of 
his own diaries as contained in the Ma'arif, was not a "Sufi" in the 
traditional sense of the word and the attempt to see him in the spiritual 
chain that leads back to AhmadGhazzali (d. 1126) is futile. It seems also 
that the journey west did not go as smoothly as the later biographers tell, 
andthat it took the aged scholar quite awhile to settle in Anatolia after long 
and difficult wanderings. One has to detract aconsiderable amount of 
lovingly embellished hagiographical details from the stories related about 
the road to Konya.  

One thing, however, is beyond doubt: Baha-i Walad's thought and his 
unusually frank expression of his experience ofma'iyya, that is, of feeling 
God's "being with his heart, mind, rather with every part of his body" has 
deeply influencedRumi's very matter-of-fact way of speaking of his highest 
spiritual experiences. The restless wandering through countryafter country 
during his youth may have influenced Maulana's feeling that life, and 
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especially spiritual life, is a never-ending journey, a quest for the Divine 
Presence of which he was constantly aware (without, however, describing it 
inthe terminology of philosophical Sufism). His journey was indeed never 
ending, as William Chittick shows in the titles of his two complementary 
books, The Sufi Path of Love, not The Sufi Path of Knowledge (one would 
have loved to listen to the discussions between Maulana and his friend, 
SadruddinQunavi, stepson and interpreter of Ibn 'Arabi!).  

Rumi was able to condense in a few poetical lines a whole thought system 
and make understandable the highestexperiences through homely stories 
and metaphors. It is worthwhile to remember that Muhammad Iqbal, the 
poet-philosopher of Muslim India, mentions in his notebook of 1910 (Stray 
Reflections, Nr. 37) that "to explain the deepesttruth of life in homely 
parables requires extraordinary genius" and sees Shakespeare, Maulana 
Rumi, and Jesus Christ as"probably the only illustrations of this rare 
genius."  

Maulana's view of the Divine was comprehensive, jamal * and jalal*, 
Beauty and Love on the one hand, Majesty andPower on the other. One 
cannot be thought of without the other. It is as the sun: its warmth makes 
the snow melt, thefruits ripen, and yet, if it would draw nearer, the whole 
world would be set aflame. To approach this Sun, the veil ofsymbols is 
necessary, and Maulana was able to see such symbols even in the smallest 
and most insignificant events onearth. For him, everything became a sign, 
and his poetry can be seen as growing out of the constant meditation of 
theQur'anic verse: "We shall show them our signs in the horizons and in 
themselves" (Sura 41:53). Keeping this fact inmind one understands why 
Jami (d. 1492) called the Mathnavi "the Qur'an in the Persian tongue." The 
Qur'anic basis ofMaulana's whole thought, especially in the Mathnavi, is 
evident and becomes clearer the more frequently one reads theMathnavi. 
The same holds true for Maulana's deep veneration and love of the Prophet: 
This is the root out of which hismost enthusiastic verses grow.  

The story of the first meeting between Jalaluddin and Shams-i Tabrizi 
seems to point to a very important aspect of histhought as it was to develop 
under the influence of the "spiritual sun," i.e. Shams. When the weird 
dervish Shams askedthe Professor Jalaluddin (as is told) whether Bayezid* 
Bistami or the Prophet Muhammad was greater, Maulana fainted.Shams's 
question alluded to the fact that Bayezid* had exclaimed, "Subhani* Glory 
be to me!" while the Prophet acknowledged that "We cannot praise Thee as 
it behooves!" This juxtaposition may have opened Maulana'seyes to the 
contrast that goes through the entire history of religions, e.g., that between 
the "mystical" experience whichaims at a complete annihilation in the 
Divine, even a "deification," and the way of the "prophetic'' thinkers: the 
prophetis always aware that he is a servant of God, a created being who 
may reach, at the moment of highest bliss, the standingpoint of qaba * 
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qausayn, "two bows's length" (Sura 53:9). It is the contrast between ecstasy 
and order; between the qurban-nawafil* of the saints and the qurb al-
fara'id* of the prophets; between intoxication and "second sobriety"; 
betweenlosing oneself in the fathomless ocean of God, or of the soul, and 
the heavenly journey into the super-radiant light ofkibriya*, the Divine 
Glory. Maulana was to live through both aspects of highest religious 
experience.  

We have many poetical self-portraits of Rumi in his verse he tells of the 
irresistible urge to sing poetry, acting, as itwere, as the friend's flute, and he 
claims that owing to his constant prayers he had turned into prayer himself; 
he voiceshis anger with people who disturbed him and misunderstood his 
poetry, or translates his visions into dramatic verses.Whatever he says, he is 
always very much alive. And yet, whatever he says is done in the hope of 
hiding his truefeelings behind the multicolored veils of images, as he says in 
the beginning of the Mathnavi:  

It's better that the Friend remain in veils Come, listen to the content of the 
tales!  
It's better that his mysteries be told  
In other people's stories, tales of old!  
 
In his longing for the Eternal Beloved, who had manifested Himself to 
Maulana through the guise of Shamsuddin, andlater in different ways 
through the persons of Salahuddin the goldsmith and then his disciple 
Husamuddin Chelebi,Maulana takes up the story of Zulaykha. Zulaykha is 
the lovesick woman, whose every word points to Yusuf withoutdisclosing 
his name. Whatever she might say was an allusion to the friend whom she 
intended with every word, andwhose name carefully concealed from the 
others, became her food in time of hunger, her fur coat in winter days. 
Thisgrand scene at the very end of the sixth book of the Mathnavi,  which 
was probably written only a few weeks before Maulana's death, allows us to 
look for a moment into the poet'svery heart. The story of Zulaykha's love 
for the beautiful Yusuf, to whom one can bring only a mirror as a gift 
worthy ofhis beauty, tells of his own life, for he was transformed into a 
mirror of the Sun, polished in suffering and byuninterruptedly remembering 
the Sun's name a mirror of that Sun that shows itself, as he says in the 
beginning of theMathnavi, in the horizons but even more, and in 
hundredfold splendor, in the soul of the lover.  

BONN, 20 OCTOBER 1991  
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I 
The Historical Background 

The 13th century is perhaps the most fascinating and, at the same time 
embarrassing period in the history of the Muslimworld.  

After the death of the Prophet Mohammad * in 632, the Muslims had 
extended their rule from Arabia over large parts ofthe then known world: 
Syria, Egypt, and Iran were soon incorporated into the new empire; in 711 
the Muslims reachedSpain, the Indus Valley, and Transoxania. The 
kingdoms they founded in the Eastern and Western outposts of theempire 
waxed stronger and more independent in the course of time. The Iberian 
peninsula is an exceptionthe slowreconquista of Spain by the Christians 
was completed in 1492, and the Spanish inherited a brilliant civilisation that 
wasto influence deeply the development of Christian Europe.  

Many different rulers had come and gone; the 'Golden Age' of the four 
righteous caliphs ended in 661 when `Ali ibnAbi Taleb*, Mohammad's* 
cousin and son-in-law, was murdered. The following dynasty, the 
Omayyads, who shiftedtheir residence from the homeland of Islam to Syria, 
waged successful wars and extended the borders of the empirefurther and 
further, although the pious disliked their worldly, luxurious life and accused 
them of not following theinjunctions of the Koran as strictly as they were 
expected in their capacity as leaders of the faithful. In 680, `Ali's cadetson 
Hoseyn* was killed, together with most members of his family, in the battle 
of Karbala; the tragic event resulted ina deep popular veneration for him. 
The sh`atu `Ali (Shiites), `Ali's party, who mainly fostered this love, soon 
developedinto different branches and at times (thus in the 10th century) 
ruled large parts of the Muslim world, attracting themasses by a more 
emotional interpretation of some facets of Islam and also segments of the 
intelligentsia by theircombination of philosophical and theological 
hermeneutics.  

In 750, the Abbasids, related to the Prophet through his uncle `Abbas*, took 
over the rule and shifted the capital toBaghdad; hence, Iranian influences 
upon Islamic culture became palpable in every area of life. The Abbasid 
period is considered the heyday of Muslim civilisation, literatureand art. 
Translations from Greek, Indian, and Persian medical, philosophical and 
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mathematical works were producedand elaborated by Muslim scholars; the 
theoretical foundations of Muslim law were laid, the four schools of 
law,madhhab, developed; theological thinking, armed with the new weapon 
of hellenistic philosophical terminology, grewin different directions. The 
Mu`tazilites, who first used the tools of philosophy to defend the pure 
monotheism of Islamagainst the threat of Persian dualism and Christian 
trinitarian thought, were eventually banned; orthodox currents, withtheir 
unshakeable faith in the Koran as the uncreated, eternal word of God, 
became firmly established in Muslim lands.  

At the same time, the more pious Muslims turned to stricter asceticismin 
opposition to the growing luxury of everydaylife; the name for Islamic 
mysticism, tasavvof, Sufism, is derived from their woollen (suf *) frocks. In 
Khorassan andIraq, in Egypt and Syria people of ascetic inclinations 
gathered in small groups, and out of this movement, whichcentred around 
constant meditation on the Koran, poverty and complete trust in God, true 
mysticism emerged. The idealof perfect love of God, without any selfish 
wishbe it hope for Paradise or fear of Hellwas accepted and elaborated to 
itsutmost consequences. Rabe`a* al-` Adawiyya, the woman saint of Basra, 
is credited with the introduction of thesethoughts. As early as the 10th 
century one finds representatives of different trends in Sufism: there is the 
Nubian Zu'n-Nun* in Egypt (d. 859) whose enthusiastic poetical prayers 
belong to the finest products of classical Arabic Sufiliterature, and there is 
the lonely, weird Bayazid* Bestami* (d. 874) in Western lran, noted for his 
'negative way ofunion' and his stress upon fana'* 'annihilation from human 
qualities' in God; we find Yahya* ibn Ma`adh* (d. 871), thepreacher from 
Reyy who 'had a tongue in hope', and the sober scholars of the Bagdhadian 
school, headed by Mohasebi*(d. 857) whose surname is derived from the 
stern psychological self-control (mohasaba*) he advocated: this system 
ofSufi psychology which shaped the spiritual training of the later moderate 
Sufis finds its first expression in his writings.Among the leaders of the 
Baghdadian school the name of Joneyd (d. 910) is most prominent; he was 
the 'sheykh of this group', 'the peacock of the poor', and most of the spiritual 
genealogies of the laterorders can be traced back to him. It was he 
whoaccording to legendspredicted that his former disciple Hoseyn * 
ibnMansur* al-Hallaj* would meet a terrible end: indeed, Hallaj*, the 
greatest representative of early Sufism was cruellyput to death in 922. The 
reasons were mainly politicalnot so much, as one usually tends to believe 
and as legend asserts,orthodox aversion to his utterance ana'l-haqq* 'I am 
the Truth' or, 'I am God'.  

Although the mystical movement spread over almost every Muslim country, 
Hallaj's* ideas were kept alive, under thesurface, mainly in Iran. They 
became once more conspicuous in the work of c Attar* (d. 1220), the 
mystical poet ofNishapur, who became spiritually initiated into mystical life 
by the Baghdadian 'martyr of Divine Love'.  
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Persian poetry, from its very beginninge.g. from the 10th century 
onwardshad been influenced by Sufi thought; the firstauthor to use Persian 
for his beautiful poetical orisons was `Abdollah-e* Ansari* (d. 1089), the 
patron saint of Herat andauthor of an important Persian biography of saints. 
Other mystics of Eastern Iran used the quatrain (roba`i*) as meansof 
expression for their mystical thought. Again in the same areapresent-day 
Afghanistanthe first comprehensive didacticwork was composed: Sanai* of 
Ghazna (d. 1131), a former court poet converted to Sufism, wrote his 
Hadiqat* alhaqiqa,* 'The Orchard of Truth' around 1120; he thus set the 
model for all later mystical mathnavis, e.g. didacticalworks written in 
rhyming couplets, which contain numerous stories, anecdotes and parables 
without fixed order toillustrate different aspects of mystical and practical 
life. Sana'i's* example was followed by Faridoddin `Attar*, whosenumerous 
epics are much more artistic than those of his predecessor. They soon 
became standard works of mysticalinstruction, widely read wherever 
Persian was spoken.  

In the meantime, moderate Sufism had produced a number of handbooks in 
which mysticism was explained inaccordance with orthodox teachings (as 
in the case of as-Sarraj*, d. 988, al-Makki, d. 996, al-Kalabadhi*, d. 995, 
alQusheyri, d. 1074, and, in India, Hojwiri, d. c. 1070). Abu Hamed* al-
Ghazzali* (d. 1111) of Tus, Sana'i's*contemporary, created the summa of 
moderately mystically tinged Muslim thought in his Ihya' * `olurn ad-din*. 
The Revivification of the Sciences of Religiona book which has not lost its 
paramount importance for Muslim piety up to our day.  

It was, however, Abu Hamed's* younger brother, Ahmad* Ghazzali* (d. 
1126) who should be remembered as one ofthe greatest masters of mystical 
love theories. Mystical love, first directed exclusively towards God without 
any objectin between, was now sometimes blended with the admiration of a 
beautiful face in which God's Beauty reveals itself tothe loving mystic: the 
oscillation between heavenly and earthly love became then, a standard 
aspect of Persian andrelated poetry. Ahmad* Ghazzali's savaneh*, as well 
as the works of his disciple `Eynolqozat* Hamadhani* (d. 1137)show this 
love-mysticism in highly artistic form; the union of lover and beloved in 
Love, the mirror-like relation witheach other is described in words the 
subtlety of which defies translation. In the words of Ruzbehan* Baqli of 
Shiraz (d.1209) nearly one century later than Ahmad* Ghazzali*, these 
ideas reached their apogee.  

Already in very early times the Sufis were attacked because of their 
fondness for music: a beautiful voice might inducethem into ecstacy, 
whether the content of the text was the Koran, the Divine word, or a profane 
love poem. They oftenindulged in whirling movement to attain ecstasy, and 
as early as the late 9th century sama'* -sesssions were held everywhere. 
Here, the Sufis, intoxicated by music and recitation, whirled around their 
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axis, often rending their garmentsso that not only orthodox circles, but also 
more sober groups among the mystics were scandalized. All these 
movementsreached maturity in the 12th centuryand this is the time when 
Sufism, consolidated in theory as well, began to beconverted into a mass 
movement.  

The first mystical fraternities came into existenceit may be that they were a 
counterweight against the Ismailimovement, which, as an extremist Shia 
sect, had attracted large masses in earlier days; in the 11th century, 
theorthodox, like al-Ghazzali*, afraid of the political and spiritual 
consequences of Ismaili theories, relentlessly foughtagainst them with pen 
and sword. Yet the common people craved for a closer communion with 
God which they couldnot find in the outward forms of religion: the lawyer-
divines and theologians had put every movement of body and soul into such 
a narrow framework that the free soaring of the soul was oftenhampered; 
that is why people from all strata of society sought some outlet for their 
feelings in more emotional forms ofreligion. Such forms were offered by 
the orders, which, from around 1120 onwards, slowly developed in the 
MuslimEast and soon spread everywhere. The spiritual leader, the 
sheykhalways highly respected and absolutely obeyed by hisdiscipleswas 
now considered the sole and infallible guide on the path towards salvation: 
he was 'the ladder to Heaven',as Rumi says. His influence over his disciples 
grew tremendously. Many members of Sufi orders wandered through 
theMuslim world; they reached distant provinces like India, founding little 
centres (dargah *) which soon grew intoveritable nuclei of Islamic 
missionary work, and they won over to the simple basic teaching of Islam 
thousands whowould have never been attracted by the official legalistic 
forms of this religion, but who enjoyed the warm, lovingsurrender as taught 
and practised by the mystical leaders.  

Thus was the 'spiritual' situation around 1200.  

On the political plane, many things had changed. The Abbasid caliphat once 
so powerful, had lost many of the borderlands. Spain had become 
independent in 926, when `Abdorrahman* III from the Omayyad family 
declared himselfcaliph; the Eastern provinces were more or less nominally 
under Bagdhad suzerainty. In 945 the Persian Shiite family ofthe 
Buweyhids took over de facto rule in the central provinces so that the 
Abbasid caliph became a mere puppet in theirhands. The powerful Turkish 
ruler Mahmud of Ghazna, who conquered large parts of Northwestern India 
after the year1004 and whose court was a centre of learning and Persian 
poetry, remained a loyal vassal of the Abbasid caliph anddefender of 
Sunnite orthodoxy. Ghaznavid predominance was followed in the East by 
the Ghurids, in the centralcountries by the Seljuks, another Turkish clan 
who entered the realms of Islam in the mid-11th century and 
whosemembers soon became stern defenders of orthodoxy in the Eastern 
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and central provinces. The names of Alp Arslan* andMalekshah* as well as 
that of the capable vizier Nezamolmolk*, Ghazzali's* protector, mark the 
zenith of this dynastyin the second half of the 11th century. Their army 
succeeded also in 1071 in entering Eastern Anatolia at the expense of the 
Byzantines; in spite of the Crusaders, who often crossed Anatolia, 
theseRum Seljuks were able to build up a flourishing rule in Turkey, their 
capital being Konya, the old Iconium.  

Egypt was separated from the Abbasid empire in 969after the short 
interlude of the Tulunids and the Ikhshididswhen theFatimids (again a Shia 
dynasty) conquered it to rule there for two centuries. The country was 
brought back into the foldof the Abbasids, or at least to Sunni Islam, by the 
Ayyubid dynasty in 1171: the Ayyubids are known, to Westernreaders, as 
the main supporters of the Muslim cause during the Crusades, their sultan 
Salahoddin * (Saladin) beingregarded as a model of Muslim virtue and 
chivalry.  

The highly confused history of the Islamic Empire, in which religious and 
political movements interacted and workedagainst each other in ways not 
easily disentangled cannot be told in detail. Suffice it to mention that once 
more a revivalof the Abbasid caliphate was attempted around 1200. The 
inaugurator of the movement was the last truly active memberof the 
dynasty, an-Naser* li-Din Allah*. He tried to build up an organization of 
Muslim princes who should co-operatein the spirit of futuvva, 'virtue'. This 
is a basically mystical ideal, which he used as basis for a chivalric 
organization,insignia of which he sent to the neighbouring rulers at the hand 
of one of the leading mystics of his time, Abu Hafs*`Omar Sohrawardi (d. 
1232). Caliph Nasger's* main aim was to call the Muslims to reunite against 
a power rising onthe Eastern horizon during his lifetime, i.e. the Mongols 
under the leader Genghiz Khan. But the unwise behaviour ofthe 
Khwarezmshah, the ruler of Eastern Khorassan and parts of Central Asia, 
provided the Mongols with the pretextifthey needed any at allfor moving 
towards the Muslim lands. It need not be told how their hordes over ran 
Asia and partsof Eastern Europe in the 13th century, occupying an area 
between the Eastern borders of Germany to the shore of theJapanese Sea, 
leaving death and ruin wherever they went. They soon conquered Iran and 
adjacent countries, andreached Central Anatolia as they had already 
descended to the Indus Valley. The final blow came when Hulaguconquered 
Baghdad in 1258. The last member of the Abbasid house was killed, all 
traces of Baghdad's former glorywiped out. Two years later, in 1260, the 
Mamluks, a dynasty of Turkish slaves recently established in Egypt, 
succeeded in stopping the Mongols in `Ayn Jalut * in Syria.Yet, Mongol 
supremacy was established over large parts of the Muslim world. The whole 
political situation changed inthe second half of the 13th centurynot to 
mention the economical changes that took place after the ruin of so 
manyflourishing cities and the destruction of irrigation works in agricultural 
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areas. Yet, out of the Mongol rule new, and inpart very attractive, facets of 
Islamic culture were to develop in the following centuries.  

Strangely enough this period of the most terrible political disaster was, at 
the same time, a period of highest religiousand mystical activity. It seems as 
though the complete darkness on the worldly plane was counteracted by a 
hithertounknown brightness on the spiritual plane. The names of poets, 
scholars, calligraphers could be enumerated, but it ismainly the mystics who 
dominate this century. The supreme figure is the Spanish-born Ibn `Arabi, 
ash-sheykh al-akbar(d. 1240 in Damascus); he developed a most consistent 
theosophical system, which was to be adopted by most of thelater mystics 
of Islam. His contemporary in Egypt, Ibn al-Fared* (d. 1235) sang highly 
refined poems to praise eternalspiritual love. Somewhat later the founder of 
the Shadhiliyya order settled in Egypt; his second successor, Ibn 
`Ata'*Allah* (d. 1309) is the author of words of wisdom (hikam*) which 
have provided spiritual food for thousands ofmystics in the Western Islamic 
world. In Iran, Faridoddin `Attar*, who died in 1220, left a rich spiritual 
heritage ofpoetry and prose (among them his biography of saints, Tadhkerat 
al-owliya*); in the same year the Mongols killedNajmoddin Kobra*, the 
founder of an extremely interesting mystical order in Khwarezm. His 
disciple NajmoddinDaya* Razi*, like so many other scholars and saints, 
including Jalaloddin* Rumi's family, fled to Anatolia where hecomposed 
his mystical work Mirsad* ol-`ebad* under the Seljuks. In India, 
Mo`inoddin Chishti (d. 1236) introducedthe Chishtiyya order; from the long 
list of Chishti saints in 13th century India we may mention Faridoddin 
Ganj-eShakar (d. 1265), Nezamoddin* Owliya* of Delhi (d. 1325) and his 
faithful disciple and biographer Amir Hasan* aswell as his poet-friend Amir 
Khosrow. Baha'oddin* Zakariya founded a branch of the Sohrawardiyya in 
Multan, and inhis presence Fakhroddin`Eraqi *, the mystical minstrel of 
overbounding love, spent twenty-five years of his life before his return 
toAnatolia. There, he found Sadroddin* Qunavi, Ibn `Arabi's foremost 
interpeter in Konya; a little while earlierOwhadoddin* Kermani* had died, 
a poet who had sung about the love of beautiful human beings and had 
written amystical mathnavi jam-e* jam. Antolia was filled with groups of 
mystics striving for social and political changes. Manyof them had migrated 
from the Eastern lands, fleeing from the Mongol threat. Among them we 
may mention Hajji*Bektash to whom the Bektashi order of dervishes trace 
back its origin; slightly later the first great poet of mystical songsin the 
Turkish tongue, Yunus Emre, wandered about the country.  
In short, in almost every corner of the Islamic world were found great 
saints, poets, and mystical leaders, who, in thedarkness of political and 
economical catastrophes, guides the people towards a world which was 
unhurt by change,telling them the secret of suffering love, and taught that 
God's inscrutable will and His Love may reveal itself inaffliction even 
better than in happiness.  
That was the spiritual environment into which Jalaloddin* Rumi was born.  
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Biographical Notes    
 
The inhabitants of Konya were seized with fear during the first half of 
December 1273. For days and days, the earthcontinued to shake and 
tremble, and Mowlana * Jalaloddin* Rumi was feeling weak and exhausted. 
Eventually hedeclared: 'The earth is hungry. Soon, it will get a fat morsel 
and then give rest.' His illness increased, but he consoled hisfriends who 
surrounded him with some poems:  

The lovers who die well-informed, die before the Beloved like sugar . . .1 
melting away in the eternal sweetness of God. And:  
O birds which are at present separated from your cage, show again your 
face, and say: 'Where are you?' O you who were born when you arrived at 
death This is a second birthbe born, be born!2  
On December 17, at sunset, Jalaloddin* passed away, to become united 
with the Eternal Sun; but his radiance remainedbehind him, never fading 
away throughout seven centuries.  

How did this life unfold itself in the realm of time?  

Jalaloddin* was born in Balkh, present-day Afghanistan. The generally 
accepted date is September 30, 1207, although aremark in his prose-work 
Fihi ma* fihi may indicate an earlier date, since he mentions the 
Khwarezmshah's siege ofSamarqand (1207) as if speaking as an eye-
witness.3 An earlier date would also agree better with his father's age. 
Hisfather (born ca. 1148 or somewhat later) was a noted theologian, 
Mohammad* ibn al-Hoseyn* Baha'oddin* Valad,surnamed Soltan* al-
`olama*. This title was conferred upon him, according to his grandson, by 
the Prophet himselfthrough a dream which all the scholars of Balkh saw on 
the same night. Bahaoddin* was a mystic; according to somesources, he 
belonged spiritually to the school of Ahmad* Ghazzali* (d. 1126). In how 
far the subtle love-mysticism asdescribed by Ahmad* in his Savaneh* may 
have influenced him and, through him, his son's spiritual formation 
cannotyet be judged. If Aflaki's* remark about Bahaoddin* Valad's verdict 
on 'looking at beautiful young men' as 'spiritualfornication' is correct,4 it 
would be difficult to believe in his affiliation to the Ghazzalian * school of 
love-mysticism. Close relations withNajmoddin Kobra*, the founder of the 
Kobraviyya*, are more likely.  
 
Some claims have been made that Baha'oddin's* paternal family descended 
from Abu Bakr, the first caliph of Islam.This may or may not be true; 
nothing certain is known about the racial background of the family. It has 
also been toldthat Bahaoddin's* wife belonged to the house of the 
Khwarezmshahs who had established their rule in the Easternprovinces 
about 1080; but this tale can be dismissed as a later invention.  
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Jalaloddin's* hometown was captured in 1206 by the Khwarezmshah from 
the Ghurids; Rumi himself later alluded inhis poetry to the bloodshed in the 
wars between the Khwarezmians and the Ghurids when he attempted to 
describe howseparation had drowned him in blood . . .5  

Balkh was, at that time, still one of the centres of Islamic learning. The 
ancient city had played an important part duringthe formative period of 
Eastern Sufism and is the hometown of many Muslim scholars during the 
first centuries of thehegira. Since it had formerly been a centre of 
Buddhism, its inhabitantsor its atmospheremay have served as mediatorsof 
some Buddhist ideas which are reflected in early Sufi thought: was not 
Ibrahim* ibn Adham, the 'prince of spiritualPoverty', a highborn inhabitant 
of Balkh whose conversion was told in terms of the Buddha-legend?  

During Jalaloddin's* childhood, one of the leading scholars in the town was 
Fakhroddin Razi*, the philosopher andcommentator on the Koran who 
enjoyed great popularity with Mohammad* Khwarezmshah. It is said that 
he instigatedthe ruler against the Sufis and was the cause of the mystic 
Majdoddin Baghdadi's* being drowned in the Oxus (1209).Bahaoddin* 
Valad, too, was apparently not on friendly terms with him, as his writings 
prove: the pious, mysticallyminded theologian 'whose blessed character had 
become stern, and filled with awe due to the large amount ofmanifestations 
of Divine Majesty'6 had a heartfelt aversion against philosophy and the 
cerebral approach to religion;this attitude, already palpable in Sana'i's* 
poetry one century earlier, was inherited by Jalaloddin* as well, 
strengthenedeven more by his friend Shamsoddin who called Razi* 'a red 
infidel'.7 Half a century after Razi's * death, Jalaloddin* Rumi could not 
help writing in the Mathnavi:  
If intellect could discern (the right way) in this discussion, Fakhr-eRazi* 
would have been the mystery-keeper of religion.8 
 
We have, however, to dismiss those legends which attribute Bahaoddin* 
Valad's migration from Balkh to the growinginfluence of Fakhroddin; for 
the philosopher died in 1210, whereas Bahaoddin* and his family left Balkh 
only c. 1218or 1219.  

At that time, the threat of the Mongols from Central Asia must have made 
itself felt. The Khwarezmshah himself, bykilling some Mongol merchants, 
had played a most fatal role in the drama which was to develop during the 
ensuingyears in the whole Near and Middle East. Whatever the reason for 
Bahaoddin's* travel to foreign lands was, he, hisfamily and his disciples 
(Sepahsalar* speaks of 300!)9 were far away from his hometown when it 
was sacked by theMongols. Balkh was reduced to mere ruins in 1220; 
thousands of people were killed.  

When you are in Balkh, make a move towards Baghdad, oh father, 
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So that every moment you get farther away from Merv and Herat . . .10  

The way led the family through Khorassan; legend tells that they paid a visit 
to Faridoddin `Attar* in Nishapur; and theaged mystical poet, impressed by 
young Jalaloddin's* ability, presented him with a copy of his Asrarname*.  

Then the family performed the pilgrimage to Mecca and probably lived for 
a while in Syria, again one of the centres ofIslamic civilization. Information 
about the length of this journey, and of the stay in different places is 
contradictory; itseems most likely, however, that Jalaloddin* stayed for a 
while in Damascus, the seat of learning, perhaps also inAleppo; for it is 
mentioned that he studied under the famous historiographer Kamaloddin* 
Ibn al-`Adim, the chronist ofAleppo.11 In one story of the Mathnavi, he 
alludes to that way in which `Ashura* was celebrated at the Antioch gate 
inAleppo12since the rule of the Hamdanids in the 10th century, the Shia 
creed had been established at least in part in thenorth Syrian town.  

In the mid 1220's, Bahaoddin * Valad and his family reached Central 
Anatolia, Rumhence Jalaloddin's* surname Rumi. They stayed for a while 
in Laranda, present-day Karaman. Here, Jalaloddin's* mother passed away: 
the little mosquebuilt in her honour is still visited by the people. The young 
scholar himself was married to Gowhar Khatun*, a girl fromSamarqand; his 
son Soltan* Valad was born in Laranda in 1226. As to the birth of his other 
son, `Ala'oddin*, somesources place it before that of Soltan* Valad; exact 
information is still lacking. Soltan* Valad was Rumi's favourite son,and 
was to become his father's most faithful interpreter, biographer, and at an 
advanced age his second successor; it washe who finally institutionalized 
the Mevlevi order.13  

Karaman is situated about 100 km south-east of Konya, the capital of the 
Rum Seljuks. To this place, Bahaoddin* Valadwas called by Soltan* 
`Alaoddin* Kaykobad*, who gathered around himself scholars and mystics 
from all over theworld. Anatolia, after recovering from the invasion of the 
Crusaders, had developed into a flourishing country, peaceful,and at that 
moment still far from the reach of the Mongols.14 In 1220-21, Soltan* 
`Alaoddin* (1219-1236) had built theGreat Mosque on the hill in the heart 
of Konya, adjacent to the castle and overlooking the plains. The large, 
simplebuilding bears the stamp of true greatness; it has room for 4000 men 
to pray under numerous pillars in front of thebeautifully elaborated prayer-
niche and most exquisitely carved wooden pulpit. There was no dearth of 
flourishingmosques and madrasas in Konya; some more were erected 
during Rumi's lifetime.  

This was the place where Bahaoddin* Valad and his family settled about 
1228 and where the learned theologian beganhis preaching and teaching 
activities with great success. After only two years, however, he died at an 
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advanced age(January 12, 1231), and his son Jalaloddin* was appointed his 
successor.  

Up to that time, the young scholar seems to have been interested mainly in 
the outward sciences; he was fond of Arabicpoetry, especially of the highly 
difficult verses of Motanabbi (d. 965); probably he had taken part in 
mystical activitiesonly so far as this was 'in the air' in his family. Shortly 
after Bahaoddin* Valad's death, however, a former disciple ofhis entered 
Konya: Borhanoddin* Mohaqqeq* at-Termezi, who had fled from Balkh 
first to his hometown Termez and then farther west, began to introduce 
Jalaloddin * into `ilm ladoni, inspired wisdom, and the deeper mysteries of 
mysticallife. He got his disciple interested in his father's collection of prose-
works, the Ma`aref*,15 in which the teachings andthoughts of Bahaoddin* 
were laid down. It is told that Borhanoddin* made Jalaloddin* keep many 
chilla's, e.g. fortydays' periods of seclusion and meditation, until he reached 
the higher stages of illumination. But it is also told that Rumispent, on 
Borhanoddin's* advice, a long time in Syria to meet the mystical leaders: 
Sepahsalar* relates that he had seenthere Ibn `Arabi (di. 1240), Sa`doddin-e 
Hamavi*, Owhadoddin-e* Kermani* and many other Sufis of Ibn 
`Arabi'scircle.16  

It is difficult to combine the two accounts. We may guess that Rumi indeed 
spent some time, though not too much, inSyria to refresh his mystical 
learning; at that time he may have met Shamsoddin of Tabriz for the first 
time without,however, being aware of his importance. A passage in Shams' 
Maqalat* seems to indicate such a first encounter.17 Borhanoddin* 
Mohaqqeq* left Konya around 1240. According to legend, he foresaw the 
coming a of 'great spirituallion' with whom he could not live in one place.18 
He went to Kaiseri where he asked God to take away the soul whichHe had 
entrusted to him:  

O friend, accept me and take my soul! 
Intoxicate me and take me from both worlds!  
Into everything in which my heart has rested with Thee 
Cast fire, and take that (impediment) away!19  

Rumi came to Kaiseri to look after the remnants of his master's library; to 
his relation with Borhanoddin* a line in alater ghazal may allude:  

When our Caesar is in Caesarea do not place us in Albestan!20  
 
Borhanoddin* Mohaqqeq's* modest tomb, surrounded by flowers, lies in 
the centre of the old cemetery, above whichthe majestic snow-covered 
Erciyes mountain rises. Pious Turkish Muslims still visit the place. 
Borhanoddin* was astern, extremely ascetic teacher; in his Maqalat*, which 
in many respects resemble those of his master Bahaoddin*, onedetects a 
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strong influence of Sanai*an influence which was to become again felt in 
Jalaloddin's* poetry.  

The topic of the soul's journey, sung so eloquently by Sanai * and then even 
more beautifully by `Attar*, recurs inBorhanoddin's* verses as well:  

The way has an end, but not the stations one thing is the journey towards 
God, and something else the journey in God.21  
During the years when the master stayed with Rumi, and at the time of his 
death, Anatolia had become shaken byinternal troubles. The Seljuk ruler 
Ghiyasoddin* Keykhosrow, who ascended the throne in 1237, was weak. A 
mainproblem was caused by the group of Khwarezmians who had fled their 
country to seek shelter from the wrath ofMongols in Eastern Anatolia. 
Soltan* `Alaoddin* had settled them in Akhlat, not far from Erzeruman act 
which drewthe Mongols to Eastern Anatolia in 1232; subsequently, the 
Khwarezmians were resettled in Kaiseri. Neglected by`Alaoddin's* 
successors, this group became again troublesome; some of their leaders 
were imprisoned by thegovernment, an action which added to the 
difficulties. The Khwarezmians in part joined hands with some of 
themystically inclined groups whose members wandered through Anatolia 
and some of whom tried to introduce socialchanges by attacking the ruling 
classes. Strange saints, like the Qalandaris, the Heydaris, the Abdal* of 
Rum with partlystrong Shia tendencies swarmed through the country and 
attracted the lower strata of the population. Among them, thefollowers of 
Baba* Eshaq* even succeeded in conquering Tokat and Amasya; their 
leader was hanged in 1240.22 Allthese groups worked together, more or 
less unintentionally, to weaken the Seljuk power to such an extent that 
theMongols eventually found the country an easy prey: they finally 
conquered Erzerum in 1242; Sivas, one of the culturalcentres of Anatolia, 
was handed over to the Mongol army by its Qazi*; thus, human lives were 
spared. In Kaiseri, whichwas pillaged soon afterwards, all male inhabitants 
were killed.  

People flee from the Tartars 
We serve the Creator of the Tartars . . .23  

The rulers in Konya understood that they were incapable of resisting the 
Mongol forces under these circumstances; theyagreed in paying heavy 
tributes to them, and had, for all practical purposes, lost their political 
independence. The weak Ghiyasoddin * Keykhosrow died in 1245, leaving 
threesons who were recognized, after many struggles, in 1251 as a 
triumvirate by Möngke Khan, the Mongol ruler. Only ashort while 
afterwards one of the three was murdered, and long feuds between the 
remaining two brothers ended in achaos in which the last surviving brother, 
Roknoddin, became a mere toy in the hands of his minister 
Mo`inoddinParvane*.  
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It was during those days, when the Rum Seljuks had to accept Mongol 
suzerainty, that the life of Rumi was likewisecompletely changedas if the 
catastrophe on the political level was counterbalanced by an illumination on 
the politicallevel was counterbalanced by an illumination on the spiritual 
level.  

Do not talk any more of the catastrophe of the Tartars 
Speak of the (scent of the) navel of the Tartar muskdeer!24  

Although 'fire fell into the world, the smoke of the Tartar army',25 
Jalaloddin* saw the eternal sun rising before him: inlate October 1244 he 
met Shamsoddin of Tabriz, the 'Sun of Tabriz' in Konya.  

Your lovely dream-image was in our breast 
The dawn gave a sign from the Sun!26  

Many legends have been woven around this first meeting, and it is difficult 
to decide which one is closest to thetruthperhaps we may accept the report 
that the two mystics started discussing the difference between Mohammad* 
theProphet and Bayazid* Bestami*: Mohammad*, though a prophet called 
himself 'His slave' whereas Bayazid* the mysticexclaimed Sobhani* 'How 
great is my glory' (both expressions, 'His slave' and Sobhan*, belong to the 
same Koranicpassage, the allusion to Mohammad's* heavenly journey in 
Sura 17/1).  

This topic would be much in keeping with the interest of both and echoes of 
meditations about these words can be foundin Rumi's later verses. For six 
months, the two mystics were inseparable, so much so that the family and 
the disciplescomplainedRumi neglected his classes, his friends, everybody, 
completely lost in the company of Shamsoddin.  

For six months they sat in the cell of Salahoddin* Zarkub, discoursing, 
without eating, drinking, or any humanneeds . . .27  

Who was this man who transformed Rumi so completely?  

We do not know much about him. The legends woven around him show 
him as an overpowering personality who, withimmense spiritual pride, 
wandered through the Near Eastern countries in search for a masternone of 
the living mysticscould evade his biting criticism. He himself tells in his 
Maqalat * that he was for a while the disciple of a certain basket-weaver in 
Tabriz whom he left later:  

In me there was something which my sheykh did not see. Indeed nobody 
had ever seen it. But my lord 
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Mowlana* saw it.28  

Shams met the important masters in Iraq and Syria. Famous is the story of 
his encounter with Owhadoddin* Kermani*,one of those who 'worship 
Divine Beauty in created forms', e.g. who saw Divine Beauty manifested in 
youthful humanbeauty.  

He told Shams: 'I see the moon reflected in a vessel with water!' Whereupon 
Shams rebuked him: 'If you have not got a boil on your neck, why don't you 
look at the sky?'29  
It seems that Shams has also met Ibn `Arabi, of whose work and attitude he 
was rather criticalthe Doctor Maximus of theosophical speculations, whose 
works were to exert such a tremendous influence upon later Sufism, seemed 
to himimmature and arrogant; he saw his behaviour not fitting to the Divine 
Law, and compared the Great Sheykh to a pebble,Rumi being a pearl . . .30  

This witness as noted in his Maqalat* is of importance insofar as it helps us 
to limit the extent of Ibn `Arabi's influenceupon Rumi: although Ibn 
`Arabi's main interpreter Sadroddin* Qunavi lived in Konya and was 
Rumi's colleague, thepossible influence of his teaching or of his whole 
attitude upon Jalaloddin* was probably counterbalanced by Shams'aversion 
to these theories as well as against all theoretical burdeneven the most 
important classics of Sufi literaturewere, for Shams, less valuable than a 
single authentic Prophetic tradition.31  

We have no information about Shamsoddin's affiliation to one of the 
accepted chains of Sufi spiritual genealogy;indeed, he claimed to have 
received the kherqa, the dervish-frock, from the Prophet himselfbut not an 
ordinary frockwhich would tear away and get dirty, but the frock of 
sohbat*, e.g. of companionship beyond the limits of time.32 Wemay 
assume, following Gölpinarli, that he was in fact a qalandar,33 a wandering 
dervish without proper affiliation, closely related to the group of 
Malamatiyya, 'those who try to drawpeople's contempt upon themselves by 
outwardly blameworthy actions'. There are utterances by Shams which fit 
wellinto this picture, and Rumi's later praise of the qalandar seems to point 
to the same fact.  

But even more: Shamsoddin claimed to have reached the stage of 'the 
Beloved'. He was no longer an `asheq *, an enthusiastic lover (as they are 
found in three degrees), but had passed all lower stages and reached this 
highest possiblestation to become 'the Pole of all Beloved', qotb-e* hama 
ma'shuqan*.34  

Sepahsalar* relates that Shams, in his early prayers, had asked God:  

Is there not a single created being among Thy elect who could endure my 
company?  
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And he was directed to take the way to Rum . . .35  

There he arrived, at a ripe ageperhaps in his late forties, overwhelming, like 
a burning sun, or a wild lion. Rumi foundhim in a caravanserai, for he 
always used to stay in such places, as it was convenient for homeless 
travellers, andavoided mixing with the society of the learned or the 
theologians.  

We can well imagine how shocked the inhabitants of Konya were when 
they saw their venerated master neglecting hisreligious and social duties 
and giving himself completely over to the company of this wandering 
dervish who did not fitat all into the Konya society. Thus, after long months 
of mystical love, Shams felt that he had better leave Konya,fearing the 
wrath of Rumi's entourage. He disappeared from the town.  

Rumi was heartbroken. He who had formerly rarely cared for Persian poetry 
and music began to sing his passionatelonging and his pain in verses:  

What place for patience? For if patience were the world-encircling Mount 
Qaf*, 
It would become annihilated like snow by the sun of separation!36  

He took to music and mystical dance, searched for Shams 
everywhereTabriz is the magical word:  

If our clay and water had wings like our soul and heart, 
It would come to Tabriz this very moment, it would cross the desert!37  

He wrote letters to the Beloved which, perhaps, never reached him; a few 
verse-letters have been preserved:  

I wrote a hundred letters, I showed a hundred ways 
Perhaps you do not know the way, or do not read a letter! 38  

But eventually, news came from SyriaShamsoddin had gone there. Soltan* 
Valad was sent to bring him back, his handfilled with gold and silver. Rumi 
began to sing of his joy; Damascus, the place where the Beloved was found 
becomesthe centre of his world:  

We are enamoured and bewildered and enraptured of Damascus, 
We have given our soul and bound our heart to the passion of Damascus . . 
.39  

And indeed, Shamsoddin yielded to his friend's wishes, and returned with 
Soltan* Valad to Konya. The sources describethe meeting of Shams and 
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Rumi after the  separation embracing each other; nobody knew who was the 
lover, who thebeloved . . .40 For the attraction was mutual; not only saw 
Jalaloddin* his Beloved in Shams, but Shams had found inJalaloddin* the 
master and friend for whom he had been searching throughout his life. And 
the line in the Mathnavi:  

Not only the thirsty seek the water, but the water seeks the thirsty as well,41 
which condenses Mowlana's* whole philosophy of love and longing may 
well be interpreted as a reflection of thismeasureless spiritual love between 
the two mystics.  
In the hope to keep the friend close to himself, Jalaloddin* married 
Shamsoddin to one of the girls who had beenbrought up in his house. 
Shams loved this Kimiya* deeply. A small room in Mowlana's* house was 
given to the couple.When Jalaloddin's* son, the learned `Alaoddin*, passed 
thereby, Shams rebuked him, telling him not to intrude upon hisfather's 
friends. Whatever the character of this accident may have been, it certainly 
added to the aversion which`Alaoddin* felt for the foreigner who had 
become his father's most intimate friend. For again, weeks and months 
passedin ecstatic conversation between the masters, and again the jealousy 
of the family and the disciples waxed stronger.Kimiya* died in the late fall 
of 1248, and not much later Shams disappeared, never to return.  

The circumstances of this event have been related in different form in our 
sourcesSoltan * Valad barely touches it; othersources say that Shams left 
for an unknown place, as he had predicted it;42 but Aflaki* boldly states 
that he wasmurderedin connivance with Rumi's son `Aliaoddin,*, 'the pride 
of professors'. This version has been doubted untilrecent years; too strange 
seemed it that a member of the family should have committed such a crime. 
One can, however,reconstruct the drama which took place on the night of 5 
December 1248, approximately as follows: Rumi and Shamstalked till a late 
hour, when someone knocked at the door and asked Shams to come out for 
some purpose. He went, wasstabbed, and then thrown into the well opposite 
to the back entrance of the housea well which still exists. Soltan* 
Valad,informed about the action, hastened to take the body out of the well 
and bury it in a hurriedly dug tomb nearby, whichwas covered with plaster 
and then with earth; later the maqam* of Shams, his memorial, was erected 
there. Recent excavations in the maqam* in the course of some repair have 
indeed proved the existence of a rather large tomb coveredwith plaster from 
the Seljuk era. Thanks to this discovery by Mehmet Önder, the then director 
of the Mevlâna Müzesi inKonya, the truth of Aflaki's* statement has been 
proved.43  

Rumi's entourage tried to conceal the friend's death from him for a long 
while; yet, one may feel in some of Rumi'sdarkest verses an echo of this 
shock, and perhaps a subconscious knowledge of the event:  
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This earth is not dust, it is a vessel full of blood, from the blood of the 
lovers, from the wound of checkmate . . .44  
People told him, that Shams had gone, perhaps to Syriaand Jalaloddin* 
went to seek him there.  

Someone said: 'I have seen Shamsoddin!'  Ask him: 'Where is the way to 
Heaven?'45  
Poem after poem about separation and longing was written; but Shams was 
not to be found in Syria.  

My housemate fled from my cries of despair, my neighbour wept from my 
lamentations . . .46  It is told that Rumi went a second time to Syria, again 
without result; but he returned in a more peaceful state of mind.Eventually, 
he had found Shams in himself, 'radiant like the moon'. 47 The process of 
complete identification between loverand beloved had come to its end: 
Jalaloddin* and Shamsoddin were no longer two separate entities, but one 
forever.  
When I went to Tabriz, I spoke with Shamsoddin Without the letters of a 
hundred maqalat*, in the Divine Unity . . .48 
 

Rumi's poems which resulted from this experience show all the stages of 
mystical passionlonging, yearning, searching,and again and again hope for 
union, love without limits. Many ghazals are born out of the dancing 
rhythm in which themaster used to indulge more and more often.  

Not alone I keep on singing Shamsoddin and Shamsoddin 
But the nightingale in gardens sings, the partridge in the hills, 
. . . Day full of splendour: Shamsoddin, and turning Heaven: 
Shamsoddin, 
Mine of jewels: Shamsoddin, and Shamsoddin is day and night. 
Shamsoddin is Jamshid's goblet, Shamsoddin the endless sea, 
Shamsoddin is Jesus-breathéd Shamsoddin is Joseph-cheeked . . .49 
 

More than once he addresses Shams:  

In my hand was always the Koran 
Now I seized the cheghana out of love 
In my mouth were always the words of laud 
Now it is poetry and quatrains and songs . . .50 
 

His whole being was transformed into poetry and music. Music became the 
only expression of his feelings; music,echoed in the enthusiastic words, 
vibrating in the rhythms of his lyrics. Even though he may later have 
realized thatShams was indeed dead on the earthly plane, he never admitted 
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it, for  

Who said: 'The eternally Living is dead . . .' 
Who said: 'Oh, the Sun of Hope is dead . . .' 
That is the enemy of the sun, who climbed upon the roof, 
Put a bandage on his two eyes and said: 'The sun is dead!'51 
 

He sensed that `Alaoddin* had had his share in the tragedy; many stories 
tell, and his letters prove, that he neverafterwards cared for this son. When 
`Alaoddin* died in 1260, the father even refused to attend his funeral. Only 
later, itis said, did he forgive him. One of his letters speaks of `Alaoddin's* 
heritage and his family members who should not bekept in strained 
circumstances; 52 but it seems that even after decades Rumi's other children 
never accepted `Alaoddin's*descendants as legitimate part of Mowlana's* 
family.  

There are many questions about Shamsoddin of Tabrizsome critics have 
even doubted his very existence. But the hugedervish cap preserved in the 
Konya Museum would be a sign of his corporeal existence, even if we did 
not know casesof a similar infatuation among Muslim mystics. Rumi's 
meeting with Shams, however, was unique, since it was not theusual 
adoration of Divine Beauty in the shape of a youthful person, so common as 
inspiring factor in Sufism, but themeeting of two mature mystics of great 
personal strength. Shams has been compared to Socrates who, without 
leavinganything written, was the cause of Plato's greatest writing: he, too, 
drank the cup of martyrdom at the hand of those whodid not understand his 
spiritual fire. Shams was like a spark which kindled the fire in the lamp 
which was Rural. A.Gölpinarli has described the relation of the two mystics 
with this image:  

Mowlana* was ready for the enthusiastic experience. He was, so to speak, a 
purified, cleaned lamp in which oil had been poured, the wick had been 
placed. To make this lamp burn, a fire, a spark was needed. And there was 
Shams to do this. But when the light of this candle the oil of which does not 
end became so strong that it could not even show Shams, he turned into a 
moth and went into the light, giving up his life . . .53  

Taking into consideration the fiery nature of their relation, the intense 
spiritual light, and the world-embracing glow ofthe poetry which emerged 
from their meetingshort as it was in terms of human time the comparison is 
quite poignant.  

The result is not more than these three words:  

I got burntand burntand burnt . . .54  

In the light of Jalaloddin's* overwhelming love experience everything in the 
outward world seems to fade away, andone is easily tempted to forget that 
Mowlana* was also a human being whose deep and strong humanity and 
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hisunderstanding of the sensual world is reflected in his verses in perfect 
lucidity. One also tends to forget the historicalbackground against which 
this candle unfolded itself, and to neglect the numerous social activities in 
which the mysticwas involved on the 'worldly' plane.  

During the same years when Shams appeared and disappeared, one of the 
most fascinating buildings of Konya waserected, the Qaratay * Madrasa, 
completed in 1251. It bears the name of Jalaloddin* Qaratay* (d. 1254), the 
viceroy,stemming from Byzantine family background. This great politician 
was a close friend of Rumi, noted for his unusualpiety and sincerity, so that 
Jalaloddin* addressed him as 'of angelic qualities, Qualified with the 
qualities of the angelswho are closest to God', 'the mine of goodness and 
justice'qualities which were certainly rare among the statesmen ofthe 
decaying Rum Seljuk empire . . .55  

Not long after Mowlana* had discovered his identity with Shamsoddin, he 
found a new source of mystical inspiration. Itis told that one day he walked 
through the goldsmiths' bazaar in Konya. Listening to the melodic 
hammering in the shopof master Salahoddin* Zarkub, he began to turn in 
mystical rapture, asking Salahoddin* to join him, and both dancedfor a 
while in the bazaar. Salahoddin* then returned to his work, but Rumi 
continued whirling around for hours . . .  

This story may well be true, but it should not be forgotten that Jalalddin* 
had been acquainted with Salahoddin* theGoldsmith for many years. The 
young man from a village in the Konya plains had come to the capital in the 
1230s. Hebecame a favourite disciple of Borhanoddin* Mohaqqeq*, 
Jalaloddin's* own mystical instructor; he seems to haveresembled this 
sheykh in his austere and ascetic outlook. Therefore he was elected by 
Borhanoddin* to become his onlykhalifa, his spiritual successor, in spite of 
his being illiterate. Salahoddin* later went back to his village where 
hemarried and had several children. Then he returned once more to Konya 
and remained close to Mowlana* Jalaloddin*whom he deeply admired and 
loved; the meetings of Jalaloddin* and Shams sometimes took place in his 
cell. Thus, atwofold relation between the two mystics existed long before 
Rumi felt that, after experiencing the miracle of perfectlove, he needed a 
mirrorand he found this mirror in the simple minded Salahoddin*, who, 
completely purified fromworldy concerns, gave him the company he 
needed, helping him, thus, to find himself again. Rumi describes the 
changeof the outward forms in which the beloved manifests himself:  

He who came in a red frock in years past, He came this year in a brown 
garb. 

The Turk about whom you heard that time, Appeared as Arab this year. 

The friend is one, only the dress changes He exchanged the garb and 
returned! 

The wine is one, only the bottles are different How beautifully does this 
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wine intoxicate us! 56  

It goes without saying that the inhabitants of Konya who had just rejoiced at 
Shamsoddin's disappearance, were deeplydismayed when the learned 
Mowlana* Jalaloddin directed his love to this goldsmith who could not even 
recite thefateha* correctly, as jealous people claimed: Shams, after all, had 
been an educated person whose influence one couldaccept, though 
grudgingly. But Mowlana* and the goldsmith did not pay heed to the gossip 
and the slander; theirspiritual union was deep and pure, and at times Rumi 
would praise the new friendwho must have been approximatelyhis same 
agein tender and loving verses. In a chapter of Fihi ma* fihi, Rumi scolds a 
certain Ibn Chavush* who had apparently talked against Salahoddin*:  

Men have left their own country, their fathers and mothers, their households 
and kinmen and families and have journeyed from Hind to Sind, making 
boots of iron until they were cut to shreds, haply to encounter a man having 
the fragrance of the other world . . . As for you, you have encountered such 
a man here in your own house, and you turn your back on him. This is 
surely a great calamity and recklessness . . .57  

In order to cement the new relationship, Jalaloddin* married Salahoddin's* 
daughter, Fatema*, to his son Soltan* Valad,who was then in his mid-
twenties. It is revealing that Rumi admonished his son by letter to treat his 
wife well58 (andRumi's ghazal sung at the occasion of the wedding is still 
known).59 At a time when a tension had taken place betweenthe couple, he 
consoled his daughter-in-law with heartfelt words:  

If my dear son Bahaoddin* strives to hurt you, I shall verily verily take 
away my love from him; I will give up loving him, I shall not respond to his 
greetings, I do not want him to come to my funeral . . .60  

Rumi looked also after the second daughter of his friend, Hadiyya Khatun * 
who was married to a certain Nezamoddin*, known as The Calligrapher: he 
helped procure thedowry through the minister Mo`inoddin Parvane's* wife, 
a remarkable woman who was one of his admirers.61 Rumi'sletters reveal 
that the couple did not live in prosperity, and thus he several times asked his 
well-to-do acquaintances forfinancial assistance for Salahoddin's* son-in-
law.  

During the years of Rumi's company with Salahoddin*, many political 
events took place in Anatolia, and in the wholeMuslim world. In 1256, the 
Mongols under Bayju approached Konya once more. Legend tells that they 
did not enter the'city of saints' thanks to Rumi's spiritual presence.62 Power 
was then assumed by Roknoddin Qilicharslan* IV, a merepuppet in the 
hands of the powerful minister Mo`inoddin Parvane*.  

In 1258, the Mongols conquered Baghdad and extinguished the ruling house 
of the Abbasid caliphs. In the same year,Salahoddin* Zarkub fell ill, and 
after a prolonged suffering Jalaloddin* eventually 'allowed' him to leave 
this world andjoin the realm of pure spiritual life. The friend's illness kept 
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him away from his own work, and he rarely leftSalahoddin's* room. But 
when the dead friend was buried, Rumi, and with him his family members 
and friends, joinedin a glorious sama* , a mystical dance accompanied by 
drums and flutefor death is not a separation but, as the dervishes say, an 
`ors, a spiritual wedding. A wonderful threnody celebrates the deceased 
friend:  

O you because of whose emigration earth and sky have wept! 

Hearts sat in the midst of blood, reason and soul have wept! 

Since there is none in the world to take your place, 

Place and No-Place, in mourning you, have wept. 

Gabriel's wing and feather and that of the holy ones have turned blue, 

The eyes of prophets and saints have wept . . . 

O Salahoddin*! You have gone, you fast-flying homa-bird* 

You have leapt from the bow like an arrowand that bow has wept.63  

Events like a sama* after a funeral must have shocked the orthodox circles 
of the population:  

He said: "From sama veneration and high rank diminishes!" 

High rank be yourslove is my fortune and rank!64  

Yet, Mowlana * Rumi's influence over Konya was fairly well established. 
Although he was so fond of mystical dancethat he even gave correct legal 
decisions (fatva*) during his whirling dance,65 he led an extremely ascetic 
life; andSepahsalar*, who served him for many years, describes his 
fondness for ritual prayer as well as for prolonged periods offasting. This 
strict adherence to the law, and his personal charm and sincerity attracted 
many people to his threshold.Among them was also the minister 
Mo`inoddin Parvane* who waited upon him not rarely, and was even kept 
waitingfor a while until he was admitted into Rumi's presence; he is also the 
addressee of most of Rumi's letters that have beenpreserved, for, in his 
position, he could always help the needy.66  

Mo`inoddin was of Deylamite origin, and for 17 years (1259 76) he was de 
facto ruler of Konya. His attitude towardshis Seljuk masters was as shifting 
and unreliable as that towards the Mongols and their enemies, the Mamluks 
of Egypt.He had secured the throne for Roknoddin Qilicharslan* IV, first 
asking to divide the country between Roknoddin andhis brother `Ezzoddin 
Keykawus. `Ezzoddin ruled in Konya between 1257 and 1261, but spent 
most of his time inAntalya, the lovely town on the Mediterranean coast; he 
even invited Mowlana* to join him there (Jalaloddin* declinedthe 
invitation, however).67 `Ezzoddin tried to co-operate with the Byzantines 
against the Mongols, but was imprisonedby his 'helpers' and eventually 
died, after many adventures, in the Crimea in 1278. As to the Parvane* who 
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more or lessopenly took the side of the Mongols, he had Soltan* Roknoddin 
killed at the hands of his overlords in order to put hisinfant son 
Ghiyasoddin* Keykhosrow III on the throne in 1264. Despite his friendship 
with and admiration for Rumi,Mo`inoddin Parvane* was several times 
blamed by word and letter for irreverent behaviour (he talked with some 
visitorwhile Rumi was engaged in sama*, whereupon a long blaming ghazal 
was issued)68 and mainly for his double-facedpolicy, and his unreliability.  

It is told that he visited Mowlana* to ask for a good advice. Rumi said: 'I 
hear that you memorize the Koran and take hadith* classes from Sheykh 
Sadroddin*.''Yes', replied the minister.'Then, said Rumi, if God's word and 
the sentences of the Prophet do not impress youwhat shall I say?'69  

 

Sadroddin * Qunavi, from whom the minister took these lessons, was the 
favourite disciple of Ibn` Arabi, anintellectual, highly sophisticated master 
of mystical, or rather theosophical theories, admired by some members of 
highsociety. Contrary to Rumi's modest way of life, Sadroddin* lived in a 
rather luxurious setting, and not always approvedof Jalaloddin's* 
enthusiastic behaviour, or his unconditioned love and his overflowing 
poetical effusions. Neither didRumi think much of Ibn` Arabi's theories; we 
may well believe the story that one day Mowlana's* friends talked 
aboutIbn` Arabi's Fotuhat* el-Makkiyya, The Meccan Revelations, 
describing this huge work (it contains 560 chapters) as 'astrange book; it is 
not clear what its goal is'. At that very moment a well-known singer, Zaki-
ye Qawwal*, entered andbegan to sing a beautiful tune, whereupon Rumi 
said: 'Zaki's fotuhat* (revelations) are better than the Fotuhat* al-Makkiyya' 
and started dancing . . .70  

Yet, the two great mystics got along without outward friction, and 
Sadroddin* later showed much admiration for Rumi,who must have been 
slightly junior to him. 'They were connected by special friendship' writes 
Jami*,71 and it seemsthat Jalaloddin*, too, became more interested in 
theoretical thought towards the end of his life. When Sadroddin* wasasked 
to lead the funeral prayer of Jalaloddin*, he fainted; only a few months later 
he too died. His modest tomb with anopen ceiling lies in the centre of 
Konya.  

Sadroddin* was the mystic to whom Mo`inoddin Parvane* was particularly 
attached. The influential minister was alsofond of another, though more 
poetical, interpreter of Ibn `Arabi's ideas, e.g. Fakhroddin `Eraqi*.72 This 
poet, whosePersian lyrics belong to the most lovely expressions of mystical 
love, returned from his prolonged stay in India after thedeath of Bahaoddin* 
Zakariyya of Multan (d. 1262); he passed through Konya. We have no 
account of his visit there,but may surmise that he paid visits to all the 
mystical leaders in the late 1260s. Mo`inoddin Parvane* erected for him 
asmall tekke in Tokat, a flourishing town in the northern part of the Seljuk 
empire. After the Parvane's* death in 1277`Eraqi went to Syria, at that time 
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politically more stable than Anatolia; there he died in 1289 and is buried 
close to Ibn`Arabi in Damascus.  

Another mystic who visited Konya during Rumi's lifetimerather during his 
earlier yearswas Najmoddin Daya * Razi*, the leading disciple of 
Najmoddin Kobra* who, fleeing like Rumi's family from the Mongols, had 
settledin Sivas.73 There he wrote his mirsad* al-`ebad*, a mystical work 
which was soon translated into Turkish, and wasaccepted as the best 
handbook of Sufism in the Kobravi* interpretation in every part of the 
Eastern Muslim world,mainly in India. Najmoddin Daya* was given a tekke 
in Kaiseri by Mo`inoddin Parvane*.  

An anecdote relates that during his vitit to Konya he was asked to lead the 
prayer, and he recited twice the Sura 'O ye infidels . . .' Jalaloddin* turned 
to Sadroddin* Qunavi with the words: 'With the first one he intended me, 
with the second 'Infidels', you . . .!'74  

Rumi had many contacts with the higher strata of society; we mentioned his 
predilection for the minister Qaratay*, anda younger politician in the 
crumbling Seljuk Empire who sometimes acted against Mo`inoddin 
Parvane* belonged to hisfriends as well: it is 'our brother', 'the lofty and 
pious' Fakhroddin Saheb* `Ata* (d. 1288), who built many 
madrasas,monasteries, and fountains. The lavishly decorated madrasa in 
Konya which bears his name, was completed one yearbefore Rumi's death. 
It is a fine building although it cannot match in beauty with the Ince 
Minareli, a madrasa famousfor the huge band of Koranic sentences which 
surrounds its portal in exquisite stone carving (built 1258).  

Rich merchants participated in Rumi's meetings; it is told that one of them 
used to give away trunks full of preciousmaterial to the singers and 
musicians at the sama* gatherings. But basically, Rumi's sympathy 
belonged to the middleand lower classes. Some 'high-brow' people blamed 
him for his friendship with the artisans:  

Wherever a tailor or a weaver or a greengrocer is, he will accept him!  

Whereupon Mowlana* reminded himwith full rightof the Sufi leaders of the 
classical period, whose surnames indicatethat they came from the artisan 
class: Abu Bakr an-Nassaj* 'the weaver', the 'glass-maker' (Joneyd al-
Qawariri*), theblacksmith, Haddad*, or the cotton-carder, Hallaj*.75Others 
would remark that he gathered bad people around him; buthis reply was:  

If these around me were good, I would become their disciple; but since they 
are bad, I take them as disciples.  

Quite a number of poor and indigent people sought shelter at Mowlana's* 
door, and many of his letters ask help forthem: could they not be exempt 
from taxes, or given a little job in the vizier's entourage, or granted some 
money to paytheir debts?  

He has no place where to go at night, his mother is poor. His mother's 
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husband is a bad-tempered, stingy person. He has thrown the child out, 
telling him ''Do not come to my house, do not eat my bread . . ."77  

Or he may request the vizier or a high-standing jurist to allot a post in a 
certain mosque or madrasa to this or thatperson, or ask the minister to buy 
some copper vessels from an honourable, poor merchant and to pay 
himimmediately . . .78 And he would always remind his audience of the 
Koranic word contained in Sura 5/32: 'And whoquickens one person, it is as 
if he had quickened all people'.  

It should however be remembered that Rumi, with all his compassion for 
poor artisans, disliked the crude andmisbehaving villagers and spoke 
against the life in the countryside, which makes people stupid.79 And he 
certainly hadno sympathy with anarchistic trends of any form, as they 
showed themselves in some of the groups led by wanderingdervishes; he 
always underlined the importance of the orderly built cosmos in which 
every created being had aparticular function. As he saw that outward forms 
were only the 'pith', through which the seeing eye of the perfectedfaithful 
can penetrate and recognize the eternal 'kernel', so did he know that 'forms' 
and 'piths' have their function in lifeas well:  

If you plant in the earth only the kernel of an apricot stone, nothing will 
grow; if you plant it along with the pith, then it will grow . . .80  

And outward forms of behaviour show the inward attitude of a person, 
comparable to the frontispiece of a letter thatshows the addressee:  

From outward respect, bowing the head and standing on the feet, it may be 
realized what respect they haveinwardly, and in what manner they respect 
God . . .81  

His was a refined way of life, and thus he became the leader of  the urban 
population whereas the villagers and nomads were attracted by his 
contemporary Hajji * Bektash* and by thesmaller bands of dervishes who 
wandered through Anatolia. Out of this urban attitude developed the more 
aristocraticform of culture which characterizes the Mevlevi order in later 
periods.  

It should also not be forgotten that Rumi had quite a number of female 
disciples and admirers; some of his lettersbestow high praise on pious and 
charitable ladies.82 One lady founded a zaviyye* where she acted as sheykh 
(or rathersheykha), and a pretty dancing girl from the Ziya* Caravan-seraia 
place noted for some 'unfitting' eventswas induced byRumi's visit to a 
saintly life.83 Aflaki* tells that the wife of Aminoddin Mikail*, once 
viceroy, invited Rumi tomeetings in her house and used to shower roses on 
his head during the sama* ;84 Soltan* Ghiyasoddin's* wife, whowent to 
Kaiseri, even had a picture of her venerated master made by a Byzantine 
painter because she could not bear theseparation from him.85In later times, 
ladieslike Soltan* Valad's own daughteracted quite successfully for the 
spread ofthe order.86  
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Rumi's own wife, Kera* Khatun* (d. 1292), whom he had married after his 
first wife's death, is praised as the beauty of her time in loveliness and 
perfection, and a second Sarah and the Mary of her age in virtue and 
purity.87  

She bore him two children, one son and one daughter. When the son, 
`Alem*, was born, Rumi celebrated the event,according to Aflaki*, with 
seven days of sama, and a lovely ghazal welcomed the new flower in the 
garden.88 `Alem*later joined first government service, but then, to his 
father's joy, 'put on the dervish garb'.89 Rumi's daughter MalikeKhatun was 
later married to a certain Shehaboddin. The master's days passed in worship 
and meditation, in discussionand at times in sama meetings; in summer 
days, he went out to Meram to picnic with his friends and disciples, 
enjoyingthe sweet sound of the watermill on the hill, and once a year he 
liked to visit the hot springs in Ilgin.  

The inspirational process in Rumi repeated itself three timesafter the 
glowing and burning experience of his love ofShamsoddin he found 
spiritual peace in Salahoddin's* company. The last expression of his fully-
matured mind was produced through the influence of Hosamoddin * 
Chalabi.After the ascent in the love of Shams, and the calmness of his 
friendship with the goldsmith he now showed himself asthe inspired 
teacher, entering into what the mystics call 'the arch of descent', returning to 
the world as guide and master.  

Hosamoddin* ibn Hasan* Akhi Turk belonged to the middle-class of 
Konya. His father's name indicates that he wasprobably a member of the 
akhi organization. This sodality of artisans, merchants and other people, 
renowned forimmaculate life, constituted a kind of offspring of the Arabo-
persian fotuvva-groups which were again permeated withSufi ideals. The 
akhis cared for the welfare of their brethren, offered hospitality to 
foreigners, and formed a closely-knitgroup who looked after the needs of 
the community.  

Hosamoddin* did not enter Mowlana's* life unexpectedly. He had been 
associated with him for many years; it is saidthat Shams-e Tabrizi had been 
very fond of the ascetic and striving young man, who was later appointed 
sheykh of Vizier Ziyaoddin's* tekke, despite the objections of some 
rivals.90 Sepahsalar* praises the mildness of Chalabi, whowould feel the 
pains of his friends in his own body, and who was a model of good and 
descent behaviour: even in winternights he would never use his master's 
privy but went back to his own house to 'renew the ablutions'.91 In his 
lettersRumi generally calls him 'Joneyd of his time', and some of the letters 
reveal the love he felt for the friend with whom hewas spiritually 
completely united, who was both father and son to me, both light and eye . . 
.92  

It was Hosamoddin* who inspired Rumi to commit to paper his thoughts, 
ideas, teachings, in short, his whole wisdom,for the benefit of his disciples, 
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to whom he belonged. These were engaged in reading Sana'i* and `Attar's* 
mysticalepics (mainly the Manteq* ot-teyr* and the Mosibatname*) but 
wanted to know the master's authentic teaching for theirinstruction. Rumi 
acceeded to this wish of his beloved disciple, and began to write what has 
become known as theMathnavi-ye ma`navi*, The Spiritual couplets. 
Hosamoddin* took the charge of the writing:  

O Hosamoddin *, write you the praise of this prince of love, although the 
renegade goes on begging in the air of his love!93 as he says at the end of 
one of the most glowing praise-poems written in memory of Shams.  

For years, Hosamoddin* accompanied the master, noting down every verse 
that flowed from his lips, be it on the street,in the bath, during the sama*, or 
in the house. He would recite the verses once more; then, they were 
corrected anddistributed to the disciples.  

The poem which thus came into existence is written in the easy, flowing 
and simple meter ramal mosaddas (fa`elaton* fa`elaton* fa`elon*), used, 
after Sanai* and `Attar*, for mystical didactic poetry.  

It is difficult to say when the Mathnavi was begun: it is usually assumed 
that Hosamoddin* appeared as an inspiringforce only after Salahoddin's* 
death, but we would rather accept the chronology of A. Gölpinarli who 
proves rightly thatone story in the first book of the Mathnavi alludes to the 
Abbasid caliphs in Baghdad as still being in power.94 Sincethe last Abbasid 
caliph was killed in 1258 by the Mongols, the first book, with its 4000-odd 
verses, may have beendictated some time between 1256 and 1258. This can 
be supported by one of the dated poems in the Divan*, which in a strange 
visionary recital alludes to the Mongol attack near Konya. It is dated 5. 
Dhu'l-qa`da* 654/25 November 1256and bears, as nom-de-plume 
Hosamoddin's* name:95 he was already then close to Mowlana's* heart. A 
remark at thebeginning of the second book of the Mathnavi would also 
become clear: Rumi complains that quite a long time haselapsed since the 
first volume was finished: during the years between 1258 and 1263 (this 
latter date is given inMathnavi II 5-6) Salahoddin's* death had caused in 
Jalaloddin* a deep feeling of bereavement which disabled him 
fromcontinuing his poetical teaching, and Hosamoddin* was afflicted by his 
wife's death, which, again, caused a break in theinspiration. It was in 1262 
that Hosamoddin* was officially appointed as Rumi's khalifa: the young 
friend who appears,in the discourse about the mystery of Shams at the 
beginning of the Mathnavi as still comparatively immature,96 couldnow be 
accepted as his true spiritual successor.  

The dictation of the Mathnavi continued almost until Rumi's last illness. 
The book is not built according to a system; it lacks architectural structure; 
the verses lead one intothe other, and the most heterogenous thoughts are 
woven together by word associations and loose threads of stories. 
Theimagery is protean: the same image can be used in contradictory sense. 
Rumi has used all kinds of associations fromeveryday life in this book, as 
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he had done in his lyrics; he expounded the layers of tradition from 
Khorassan and fromAnatolia where Hittites, Greeks, Romans, and 
Christians had lived and left traces of their spiritual legacy. He takes 
histopics from historical events, legends, hagiography, folktales; he inserts 
theoretical discussions about free will andpredestination, about love and 
prayer, or muses about proverbs and Prophetic traditions. Sometimes he 
seems to followthe lead of one of the chapters of Ghazzali's * Ihya* `olum* 
ad-din; at other times he inserts bluntly obscene storieswhich are then 
interpreted in a spiritual sense. Centuries-or millenia-old stories, as were 
alive between India andByzantium are mixed with remarks pointing to 
contemporary Iranian or Turkish customs.  

Rumi knew when he began the sixth book of the Mathnavi that this would 
be the last part of the great work; the finalstory even lacks a logical 
conclusion. He was exhausted after a life in which he reached the loftiest 
summits of spirituallove. After tasting the most ardent longing, the deepest 
home-lessness, and final spiritual union, and after pouring outmore than 
30,000 verses of lyrical poetry, more than 26,000 verses of didactic poetry, 
talking to his friends as is noteddown in Fihi ma* fihi, composing numerous 
letters for the benefit of his countrymenafter all this, he felt tired.  

Besides, the political situation in Anatolia grew worse every year. Even the 
most marvellous buildings, like those whichwere erected in Sivas just 
during the years before Mowlana's* death (combining every conceivable 
artistic means todecorate the façades in the most superb way by ornament 
and writing)even those buildings could not conceal the factthat the Seljuks 
not only had lost their independence and were constantly paying tribute to 
the Mongols, but that theywere also weakened by internal political struggle 
and internecine feuds. Rumi complains about the misbehaviour ofsoldiers 
who broke into the houses and about unpleasant events which preoccupied 
the learned inhabitants of Konya.97Many of  those who had a deeper insight 
into the political scene left Anatolia after Rumi's death and went to Syria or 
Egypt. Syriahad become part of the Mamluk kingdom, founded in 1250, 
and proved to be a solid wall against the Mongols afterBaybars had been the 
first to stop them in the decisive battle of `Ayn Jalut in 1260.  

Rumi was fading away in the autumnal days of 1273, and the physicians 
despaired of diagnosing his illness; they foundwater in his side, but 
otherwise an overall weakness. Mowlana's * friend, the physician 
Akmaloddin Tabib*known as acommentator of Ibn Sina's* Qanun*stayed 
with him, as did his closest friend, Serajoddin* al-Tatari whom he 
hadvisited and with whom he had talked about Shamsoddin. Other friends, 
disciples, and colleagues came to call upon him.He consoled them, reciting 
poems about death as the door towards a new lifea subject which he had 
touched time andagain during his lifetime. The earthquakes in Konya made 
people restless, and all those who learned about Mowlana's*illness came to 
the town to show him their love and veneration. He passed away on 17 
December 1273, at sunset.  
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His burial was attended by all communities of the province; Christians and 
Jews joined in the funeral prayers, eachaccording to his own rite, for he has 
always been on good terms with the large non-Muslim population of the 
town . . .They praised him: 'He was our Jesus, he was our Moses . . .'98 
After the funeral prayers were over, sama* and music went on for hours and 
hours:  

When you come visiting my grave, 

my roofed tomb will appear to you dancing . . . 

Do not come without tambourine to my tomb, brother! 

For a grieved person does not fit in God's banquet!99  

Then, Konya became silent.  

It is told that Jalaloddin's* cat refused food and died one week after him; his 
daughter buried her close to him. Howoften had he mentioned in his poetry 
the animals whom he saw engaged in constant praise of God, and which 
could soeasily serve as models or symbols of human behaviour!  

 

Jami* relates that shortly after Rumi's death, Sadroddin* Qunavi, 
Shamsoddin e-Iki, Fakhroddin `Eraqi* and other Sufileaders were sitting 
together, remembering the late master, and Sadroddin *, the great 
theosophist, said: 

If Bayazid* and Joneyd had been alive at this time, they would have seized 
the hem of this virtuous man andwould have considered this a boon; he is 
the majordomo of Muhammadan Poverty, and we taste it through his 
mediation . . .100  

The stream of visitors to his tomb never ceased to this day. Although Rumi 
did not want a complex construction overhis tomb but would have 
preferred, like many dervishes, the sun and rain to touch the dust of his 
grave, his wealthyadmirers soon built a magnificent dome over his tomb, 
known as al-qubbat al-khadra'* or yesil* kubbe, the Green Dome, the 
centre of a complex which contains a whole monastery with cells, a large 
kitchen, and a library. Under thisdome, Mowlana* Jalaloddin* is buried, 
together with his family members and his most faithful friends. On his 
coffin,some of his most 'intoxicated' verses are inscribed, and Arabic words 
praise his greatness. Black velvet shrouds withgold-embroidery cover the 
coffins.  

Mowlana* Jalaloddin's* teaching was continued by Hosamoddin* Chalabi, 
the last 'reflection' of the spiritual Sun whichfirst appeared in Shamsoddin 
of Tabriz.101  

Poetic Tradition, Inspiration, and Form  
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Jalaloddin* was deeply influenced by his two predecessors in the field of 
mystical poetry, and primarily mathnavis, i.e. by Sanai* and `Attar*. The 
verse:  

Sana'i* was the spirit, and `Attar* his two eyes; We have come after Sanai* 
and `Attar*. has been often quoted as proof of his high estimation of the two 
masters. However, A. Gölpinarli has recently shownthat these words should 
be read differently, the second line beginning:  

We have become the qebla of SanSUi and `Attar*. a version which places 
Rumi himself on a higher level than the previous poets.1  

Whatever be the correct version, it cannot be denied that Mowlana* has 
underlined the importance of both his predecessors in various connections. 
Playing on the meaning of their names, he speaks of Sanai's * sana*, 
'splendor,eminence', and Faridoddin's fardiyyat, 'uniqueness';2 or he 
combines them with Bayazid* Bestami*.3 `Attar* appears toRumi as the 
`asheq*. 'lover'; Sanai* as the 'king and superior' (faeq*), whereas he 
himself is 'neither this nor that' buthas lost himself completely.4 It is 
revealing that he calls Sana'i* 'superior' or 'paramount'he was indeed more 
influencedby the Sage of Ghazna than by `Attar*. This is perhapsat least in 
partdue to Borhanoddin* Mohaqqeq's* influence, aspeople even blamed 
him for 'quoting Sana'i* frequently in his discourses.'5 On the whole, 
Sanai's* powerful and directdiction seems to have appealed particularly to 
Mowlana*, who in his approach to mystical problems, in unquestioningfaith 
and love, is perhaps closer to the Ghaznavid poet than to the restless seeker 
`Attar*, over whose mystical epicsthere always hangs a cloud of 
melancholy. Sanai* is more matter of fact, often cruder in his expression 
than`Attar*echoes of his style, though refined, can be easily detected in 
Rumi's poetry.  

Jalaloddin's* elegy on Sanai* is one of his best-known lyrical poems, 
impressive in its simplicity:  

Someone quoth: Master SanSUi has died! 

The death of such a master is not a small thing . . . .6 

However, this ghazal is nothing but an elaboration of a qet`a* by Sanai* 
himself (who had in turn imitated an elegy byRudaki) which he composed 
shortly before his death:  

Sana'i* died who has not yet died 

The death of this master is not a small thing.7  

Allusions to the Sage of Ghazna occur frequently in Rumi's Mathnavi;8 
verses from both his lyrics and his variousmathnavis serve as starting points 
for Rumi's own stories;9 they were often inserted in the conversations 
recorded inFihi ma* fihi. Strangely enough, Rumi several times associates 
the Ilahiname* with Sanai*, not with its real author, `Attar*.10 In many 
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cases, similarities with or variations of verses of Sanai* can be found;11 
they range from verytender love-verses to the famous lines in the Mathnavi:  

One does not sleep with such an idol with a shirt,12 and to utterly crude 
remarks inspired by the satirical Karname-ye * Balkh13 7. Sanai*, like 
Rural, praised the ney, the reedflute; likewise the story behind the proem of 
the Mathnavi, that of the reed which tells the secrets of the king thatwere 
entrusted to the lake is found in detail in Sanai's* Hadiqa*.14 The story 
itself goes back to the Greek tale of KingMidas15 (who lived not too far 
from Konya, in Gordion); in Islamic lands, it has been transferred, through 
anotherstream of tradition, to `Ali ibn Abi Taleb* who disclosed the secrets 
entrusted to him by the Prophet to the reedbed inthe lake; the reed, then, 
made them public after being cut from the reed-bed. The originally Indian 
story of 'The Blindand the Elephant' is likewise inherited from Sanai*, who 
may have learnt it from Abu Hamed* al-Ghazzali*, his 
eldercontemporary.16  

Some of Rumi's favourite expressions have been coined by Sanai*, thus 
barg-e bi-bargi, spiritual poverty andcontentment, a combination which 
both poets like to combine with the generally known word barg, 'leaf':  

You have not got the foot (suitable) for this arena: don't don the garment of 
the Men (of God)! 

You have not got the barg-e bi-bargidon't talk about the state of the 
dervish!17  

Another allusion common to both Sanai* and Rumi (which seems to occur 
rarely, if at all, in `Attar's* poetry) is that toAbu Horeyra and his miraculous 
bag, into which he put 'the hand of faithfulness' (sedq*) to take out 
wonderful things.18  

Sanai*, though probably in poetical technique and rhetorics superior to 
Rumihis early career as court panegyrist proveshis skill in most difficult 
poetical expressionssometimes uses in his verses catch-words for the Arabic 
meters, or thoseof musical modes, like tan tanna tanin tan tannana tan 
tanin19a practice of which Rumi, too, is fond; with him,however, it is the 
genuine expression of musical intoxication. Both mystical poets use a 
common stock of proverbs andanecdotes. Of course, one can also easily 
detect quite a number of allusions to or adaptations from `Attar's* poetry. 
Thevery meter of Rumi's Mathnavi, i.e. ramal mosaddas, suggests that of 
`Attar's* Manteq* ot-teyr*. The sources tell that Jalaloddin* was 
particularly fond of this epic and of the Mosibatname *, which relates the 
spiritual journey through the forty stages in which everything created 
expresses itsyearning for return to the Lord until the hero finds God in the 
ocean of his own soul. Both these epics with their centraltheme of the 
mystical journey, or Pilgrim's Progress appealed to Rumi's dynamic 
Weltanschauung. Whole stories from `Attar's* epics have found their way 
into Rumi's Mathnavi; that of the Hindu boy and Mahmud* of Ghazna is 



 38

describedby the poet as adopted from `Attar*.20 One of Rumi's deepest 
words on prayer is taken almost verbally from theManteq* ot-teyr*:  

Both prayer is from Thee, and answering is also from Thee . . .21  

`Attar* sings of the fire of love which consumes everything:  

Finally, nobody should be without love in this valley, He who is not fire, his 
life may be not agreeable22 just as Rumi addresses his audience in the very 
beginning of the Mathnavi: He who does not possess this fire, may be 
naughted!  

The image of the cross-eyed person who sees everything double and cannot 
imagine that there is only one, is also takenfrom the Manteq* ot-teyr*;23 it 
is a good symbol of the unbelievers who are unable to recognize God's 
unity.  

But Rumi had not only studied the poetical works of the Sage of Ghazna 
and the master of Nishapur. He was well-versed in both Arabic and Persian 
literaturesas every educated person in those ages would have beenand now 
and thenreminiscences of his readings can be found in his verses. Among 
them, the collection Kalila va Demna occupies themost prominent place: 
these fables, ascribed to Bidpal, were translated into Arabic in the late 8th 
century, and formedone of the most important sources of inspiration not 
only for Muslim scholars, poets, and mystics who used the fables ofanimals' 
behavior to elucidate their theories, but also for generations of philosophers 
and literates in Europe, up toLafontaine. Kalila va Demna certainly inspired 
Rumi whose predilection for animal-imagery is remarkable, and many 
astory in the Mathnavi is taken from this book. As he himself says:  

You may have read it in Kalila, but that was the husk of the story and   
this is the kernel of the soul. 24 Nevertheless, in a fit of anger, he calles the 
Kalila-stories, in another place, 'all falsehood',25  

Rumi was of course well acquainted with the Persian national tradition of 
the Shahname*,26 although the heroes ofFerdowsi's epic figure 
comparatively rarely in his work, except Rostam, the central hero as symbol 
of the 'true man' whorescues people from the hermaphrodite27 and shows 
his power in destroying everything mean. As in the verses of otherPersian 
poets, Rostam is often linked or equated with `Ali, since both are paragons 
of humanity, of manly virtue andheroism, in short, models of the 'man of 
God'. Compared to the general tenor of Persian literature, however, 
allusions tothe Shahname* are not too common in Rumi's verses although 
they cover almost all the traditional scenes.  

Jalaloddin* had read the famous love stories of medieval Persian 
literatureGorgani's* Vis u Ramin*,28 as well as Vameq* u`Azra;29 the 
heroes of both tales became standard types of lovers in his poetry. Rumi 
further quotes fromNezami*,30 alludes to his Makhzan al-asrar*;31 the 
figures from Nezami's* romantic epics, Leyla* and Majnun as wellas 
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Farhad*, Khosrow and Shirin, also Iskandar (Alexander) play a prominent 
role in his poetical symbolisma role whichis completely consistent with the 
general imagery of 13th century Persian poets:  

You may be a hardworking lover, taking bitterness and drinking bitter, 

So that Shirin (sweet) may give you medicine from the imperial (khosravi) 
honey . . .32  

It seems from Rumi's imagery that he was well acquainted with Khaqani's* 
poetry; some unusual expressions in hiswork can be traced back to the great 
panegyrist's lines which excell by their incredible strength and imaginative 
power.  

From the Arabic tradition, Rumi sometimes quotes the Kitab* al-aghani*, 
the famous collection of poetry and literaryhistory as compiled in the 10th 
centurybut these poems are only 'the branch of longing for union'33 since 
they talk aboutearthly love. Whether the allusions to Bu`A1a'* intend the 
Arabic philosophical poet Abu'l-`Ala' al-Ma`arri can not bedecided; it 
would be possible since this person always figures as a negative symbol, 34 
sometimes along with Bu`Ali, e.g. Ibn Sina*, the philosopher-physician: 
both of them are in the'sleep of heedlessness'.35  

There are allusions to Abu Nuwas*, the wine-poet of the Abbasid court,36 
and the traditions agree that Rumi greatlyadmired the Arabic poet al-
Motanabbi (d. 965) whose panegyrics constitute the apex of traditional 
Arabic poetry. Hewas fond of him to the extent of quoting his verses 
verbally.37 And which Muslim scholar of the l3th century would nothave 
enjoyed reading the masterpiece of Arabic rhetoric, the Maqamat* of 
Hariri*, this firework of puns, word-garlands, and witty remarks which was 
studied in every madrasa between Egypt and Muslim India? Rumi addresses 
hisBeloved:  

As long as I saw your kindness (fazl*) and your high stations (maqamat*) 
and miracles, 

I am helpless, fed up with the fazl* and the Maqamat* of Hariri.38  

We may safely admit that Mowlana*, according to the traditions of his time, 
studied the whole bulk of Arabic literatureas well as theology, and of course 
mysticism; he had read Makki's Qut al-qolub and Qosheyri's Resala*, and 
certainlyGhazzali's* Ihya* `olum ad-din which seems to have provided 
some inspiration for his Mathnavi. Many other workshave enriched his 
vocabulary and his imagery.  

But, as he says:  

I read the story of the lovers day and night 

Now I have become a story in my love for you . . .39  

The meeting with Shamsoddin changed him completely and although 
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formerly he had enjoyed poetry, he had probablynever written any verses, 
perhaps with the exception of a few linesfor every student of Arabic and 
Persian writes fortechnical purposes to acquire some skill and taste. The 
change brought about by his spiritual experience is best reflectedin a 
chapter in Fihi ma* fihi in which he, years later, put down his reflections. It 
begins with a verse from the Divan* where the last question is put in 
Turkish:  

Where am I and where is poetry? But into me breathes that one Turk who 
comes and says to me: 'Hey, who are you?'  

Otherwise, what have I to do with poetry? By Allah, I care nothing for 
poetry, and there is nothing worse in my eyes than that. It has become 
incumbent upon me, as when a man plunges his hands into tripe and washes 
it out for the sake of a guest's appetite, because the guest's appetite is for 
tripe. 40  

These words sound very harsh, and one wonders in how far one should take 
them at face value. The mystic probablythought of the Koranic verdict 
against the poets who 'say what they do not do' (Sura 26/226) and of some 
allegedProphetic traditions condemning poetry. Poetry, understood in the 
sense of panegyrics, love- and wine-songs whichbelong to the category of 
the religiously prohibited things, was indeed, for a scholar, considered a 
most despicableprofession in the Eastern lands of the caliphate, as Rumi 
attests at the end of this passage:  

I have studied many sciences and taken much pain, so that I may be able to 
offer fine and rare and precious things to the scholars and researchers, the 
clever ones and the deep thinkers who come to me. God most High Himself 
willed this. He gathered here all those sciences, and assembled here all 
those pains, so that I might be occupied with this work. What can I do? In 
my own country and amongst my own people there is no occupation more 
shameful than poetry. If I had remained in my own country, I would have 
lived in harmony with their temperament and would have practised what 
they desired, such as lecturing and composing books, preaching and 
admonishing, observing abstinence and doing all the outward acts.  

 

Yet, after meeting Shams, Rumi could not help expressing himself in 
verses: 'It was a great urge that compelled me tocompose'41an urge which 
grew weaker in the course of time, as he attests. We may understand the 
term 'poetry' here asmerely designating 'lyrics', for his urge to compose the 
Mathnavi certainly did not become less in the later years of hislife . . . And 
he knew, notwithstanding his verdict on poetry, that:  

After a hundred more years this ghazal will be an evening-talk, like Joseph's 
beauty.42  

In many a verse he describes his state:  
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Can't they speak in their dreams words without tongue? 

Thus I speak in my state of wakefulness.43  

Every hair of mine has become due to Thy love verse and ghazal,Every 
limb of mine has become due to Thy relish a barrel of honey. 44 

We encounter here the central problem of every mystical writer: to what 
extent is mystical poetry written consciously,and to what extent does the 
poet feel that he is merely an inspired instrument, deprived of his own will, 
and givinghimself over completely to the inspiration which leaves him no 
choice and which he cannot resist:  

When I do not recite a ghazal, He splits my mouth . . .45  

When pondering this problem one usually thinks of the verse from the 
Mathnavi where Jalaloddin* addresses Hosamoddin*:  

I think of rhymes, but my beloved says: 

Don't think of anything but of my face!46  

The beloved is the inspirer who induces the lover into poetry; without his 
radiance, the mystic is silent.47 The same iseven more true about 
Shamsoddin, the first and decisive force of inspiration:  

You sit down and shake your head and say: 

Shams-e Tabriz shows you the secrets of the ghazal . . .48  

The mystic is like Mount Sinai, which echoes the voice of the Divine 
Beloved;49 or like David, burning in the heart'sfire and producing lovely 
psalms, whereas the imitator only regurgitates foreign words, like a wall or 
a parrot.50 Theinspiration that overwhelmed Rumi after Shams had 
disappeared is beautifully expressed in the line:  

The pre-eternal moon is his face, verse and ghazal are his scentthe scent is 
the portion of him who is not intimate with the view.51  

Just as the relation between the Prophet Mohammad* and Oweys al-Qarani 
was established by the 'breath of theMerciful', the scented breeze which 
came from Yemen and informed Mohammad* about his friend's saintliness 
(although he had never seen him), thus the very scent of Shamsoddin's love 
inspired Rumi to write so that he might feelhis presence in his poetryto 
draw him, so to speak, closer by the magic of words. If he could but enjoy 
the concrete viewof the beloved, ghazal and verse would be superfluous, 
word and sound would become silent.52  
When the ghazal is washed from the heart's tablet,Another ghazal without 
form and letters is heard from the soul. 53 
 
Rumi's poems reflect every mood of his soul in the long months of 
yearning. At times, he may joke with the beloved: You tell me every 
moment: 'Say some nice, witty words!'Give me a kiss for every verse, and 
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sit beside me!54  

But this light mood is rare; the mystic rather speaks of his 'blood-stained' 
ghazals from which the odor of the heart'sblood rises.55 He was sure that 
the word which has been entrusted to him, was something weighty, even 
heavenly.56 Since the flute can only talk when touched by the musicians' 
lip, Rumi oftenin almost all his verses connected with musiccalls for the 
friend's breath, or hand, to enable him to sing again: If I could only be 
joined to my Reason, then I would say whatever is to be said.57 Sometimes 
he tires of scanning verses. He probably never gave much time to correct 
scansion, and metrical orgrammatical flaws can be easily detected in his 
poetry, for the rhythms flowed without intellectual effort. 
Butsometimesmainly in the last one of two verses of a ghazalhe inserts the 
catchwords for the meters when he lacks properwords, or else uses them as 
symbols of outward intellectual fetters: This mofta`elon fa`elaton* has 
killed my soul . . .58 Would it not be better to become active (fa``al*) 
instead of repeating fa`elaton* fa`elat*?59 For poems (she`r) should be torn 
like old pieces of hair-cloth (sha`r)60 so long as they are devoid of real 
meaning. True meaning, however, can be granted only by the inspiration of 
the beloved. 
Although Shamsoddin, Salahoddin*, or Hosamoddin* inspired poetry, yet, 
letters and breath and rhyme are all foreigners;61  

when the `asida* (a sweet cake for festive occasions) arrived, why still 
write a qasida*?62 And when the veritable Sun arrives, the 'snow of words' 
will melt.63 Poetry grows only in separation, words die in union. Rumi has 
expressed this mystery of mystical poetry very often, andhas lived through 
it for many years:  

To speak words means to close that window, the manifesting of word is 
exactly its veiling.Sing like nightingales in front of the rose in order to 
divert them from the scent of the rose; 
 
So long as their ears are occupied with qul 'Say!', their understanding does 
not fly towards the face of the rose(gol). 64  

The mystic who was once blessed with union, and has seen the deepest 
light, knows that he cannot express his vision inhuman words: 'Who knows 
God, becomes dumb', as the hadith* says, and the true gnostics 'put a seal 
on theirtongues'.65 On the other hand, overwhelmed by the beauty and 
greatness of Divine Majesty, the mystic cannot helpconveying at least 
fragments of his experience to the world, because he wants everyone to get 
at least a pale image, aweak scent of this final Reality, and therefore, as 
another hadith* attests: 'Who knows God, his tongue becomes long 
(intalking).'  
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Every mystic in the Muslim worldand not only there!experiences this 
dilemma, and exactly those who claimed time andagain that silence is the 
only way of speaking of Godconstantly reminding themselves, like Rumi, at 
the end of theirghazals to become silenthave written most voluminous 
works on mystical topics in verses or prose . . .  

Rumi was well aware that silence is the language of the angels which is 
without words,66 and that silence is the ocean out of which the stream 
'speech' is derived.67  

He calls himself no longer to knit the net of speech,68 to close his lips 
although his words make the mouth fresh andlovely like a toothbrush 
(mesvak*) made of odoriferous wood.69 But the wave of love and longing 
was so strong that itoverpowered him and carried him away into ever new 
poetical expression. It is the wave of a primordial experience, ofa love 
which was sealed at the day of the Pre-eternal Covenant:  

Leave the ghazal, and look into pre-eternity (azal), for our grief and passion 
came from pre-eternity!70  

In more sober moments, then, he tried to ponder upon the role of language 
in the expression of mystical experience. Oneof the finest passages in this 
respectwhich is, in fact, a key passage for his whole understandingis noted 
down in the firstbook of the Mathnavi when Hosamoddin*, still 
unexperienced, asks him to speak about Shams. But Rumi refuses: this Sun 
is so radiant that its secrets can be only told in metaphors, stories, parables: 

 

It is better that the secret of the Friend should be disguised: do thou hearken 
in the contents of the tale. 

It is better that the lovers' secret should be told in the talk of others. 71  

For nobody can look at the sun without veils; if this sun, unveiled and 
naked, as young Hosamoddin* wanted it, shoulddraw nearer, it would burn 
the whole world. All the stories invented in the Mathnavi, all the lovely 
images in theDivan* are nothing but a veil to hide this overpowering sun of 
Shamsoddin, in whom Divine Love and Majesty revealeditself. The eye is 
incapable of seeing this sun in its brightnessits very brightness constitutes 
its greatest veil; but he whohas seen it for a moment, and has been 
transformed by its rays, must invent colourful images, like stained glass-
pieces,to show the world how marvelous the Sun is. Rumi very clearly 
recognized this twofold function of the poetic word, itsrole in veiling the 
extremely bright beauty and in revealing parts of it:  

The jealousy of love uses the words to hide the beauty of the beloved from 
the strangers, speaks His laud without five and seven,72 without outward 
images. But the common people cannot enter the Divine Fire without 
mediation: images and examplesserve, for them, as a hot bath which shows 
them how hot the fire beneath may be . . .73  
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Rumi's store of symbols is almost inexhaustible: he relies upon the stories 
of yore, the asatir-e* awwalin,74 or takes examples from Arabic grammar 
to show in how far a symbol can be useful. The Arabic proverb ma* la* 
yudraku kulluhu la* yutraku kulluhu 'When the whole of a thing is 
unattainable the whole of it is not (therefore to be)relinquished' is applied to 
a defense of symbols: although one can never reach the full reality, one 
should not refrainfrom at least attempting a certain approximationalthough 
one cannot drink the flood from the cloud, yet, one cannotrefrain from 
drinking water either.75  

Common man is comparable to a child whose parents explain the secrets of 
life in simple images,76 or give a wooden sword or a doll in his hand: 77 he 
is a child who still reads books for instruction78 and talks much, while a 
mature person leaves books, and is silent.79  

Rumi comes always back to the relation of word and meaning: you may call 
a man 'a lion' in bravenesshow great thedifference between the outward 
form of man and lion may be: the interior meaning of both, e.g. the essence 
'bravery', isthe same.80 The corporeal senses have to serve as a vessel for 
understanding,81 and too much water may break thevessel. The tongue is 
like the earth in relation to the heaven 'heart':82 yet the tongue, fertilized by 
the heaven, will showfinally what is hidden in it. Or, in another image, the 
tongue, like the kettle's lid, reveals what is cooked in the kettle'heart'.83 A 
story may be likened to a measure-vessel in which the meaning is contained 
like grain.84  

The poet can only express the husk, but the kernel, the marrow, is meant for 
those who can understand.85 Or: words arelike the tresses which veil the 
face of the lovely idol and should be opened so that the sun-like face can be 
seen86buttresses and curls are also part of that very beauty.  

Certainly, there are correspondences between experience and 
expressionexperience is like the hand, expression like theinstrument through 
which the hand acts,87 like the pen or brush by means of which are painted 
on a wall pictures,which are mere reflections of true beauty, shades which 
man thinks to be real. Expressions are beacon-lights which areneeded only 
so long as one has not arrived at the port;88 they are the scent of heavenly 
apple-trees,89 or stars whichwork by God's permission.90  

Rumi has often tried to solve this riddle of the relation between words and 
meaning, of experience and expression, butalways returns to the feeling that 
words are merely dust on the mirror of 'experience',91 dust brought forth 
from themovement of the broom 'tongue' . . .92 and the true meaning, the 
'soul of the story' can be found only when man loseshimself in the presence 
of the Beloved where neither dust nor forms remain.93  

It does not matter, therefore, whether the words are spoken in Arabic, 
Persian, or Turkishthe 'Arabic meaning' isimportant, not the Arabic word.94 
Rumi himself often turns to Arabic expressions and has composed a 
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considerable number  of skilful Arabic poems. He also liked writing verses 
in both languages alternatively, and the languages of hisenvironment, 
Turkish and Greek, are used in his lyrics as well. What difference does it 
make?  

Love has a hundred different tongues! 95  

He tells the story of four quarreling persons: the Arab wanted `inab, the 
Persian angur, the Turk üzüm, the Greek estafilbut eventually they 
discovered that they all desired 'grapes' in their different languages.96 And 
the blind who failto describe the elephant properly are in the same position 
as the mystic who tries in vain to describe his experiences inan created 
language . . .97  

The whole Mathnavi is an attempt to show the way that leads towards the 
inner meaning which is 'hidden like the lion inthe forest',98 dangerous and 
overwhelming. Or, to put it differently:  

The word is a nest in which the bird 'meaning' rests.99  

Notwithstanding all his remarks about words as veils, Rumi apparently felt 
a certain pride when composing hisMathnaviye ma`navi: even if the trees 
were pens and the ocean ink, the Mathnavi could not be completedit is 
infinite,since it tries to expound the infiniteness of God.100 But not always 
the poet found an ear to listen;101 people evenobjected to the style of the 
book,102 so that the poet, in a fit of anger, sighs:  

This discourse is now left like a donkey on ice, since it is not fitting to recite 
the Gospel to Jews. 

How can one speak of 'Omar to Shiites? How can one play the lute before 
the deaf?103  

The Mathnavi is, according to its author, 'the shop of Poverty', and the 'shop 
of Unity';104 here, lovers can find spiritualnourishment and precious rubies 
and a source of life.105 The highest mystical stages are noted down in this 
poem,although the 'true wakefulness of the heart' cannot be described even 
in a hundred Mathnavis;106 yet, it is an island intowhich the stream of God 
flows.107  

Rural, under the waves of inspiration, must often call himself back to 
continue a story; he feels that forty camels wouldnot be able to carry this 
book if he were to tell everything that is in his mind,108 and if he were to 
explain the  secret of love, inspired by God, it would become eightyfold . . . 
109 

 

To be sure, the person intended by the Mathnavi, its source and its goal is 
Chalabi Hosamoddin*.110 As inspirer of thepoem, he is addressed at the 
beginning of each of the six booksonly the first one is built up 
differentlyand at times alsoin the course of a story. Hosamoddin* took the 
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place of Shamsoddin; but he is only 'sunlight' (ziya*), not the Sun itself.  

It would perhaps be easier to understand and appreciate Rumi's full 
greatness as a mystical poet if his poetry had alwaysremained on the highest 
level, speaking of nothing but heavenly things, of union and love, of God, 
angels and prophets,without descending into the lower strata of life. Indeed, 
quite a few Western critics have felt in Rumi's verses theperpetual repetition 
of high soaring ideas which can be enjoyed only for a certain span of time 
due to their enthusiasticflights. This judgment is mainly based upon the 
translations of those selected poems from the Divan* which are available to 
Western readers. But once we take a close look at Rumi's poetry we will be 
surprised to discover the rangeof humanand very. human indeed!stories, 
allusions and images the poet has compiled.  

First of all, Rumi is a good story-teller. He cannot compete, though, with 
`Attar*, whose main epics show acomparatively logical architectural 
structure, and whose stories are generally well-knit. Rumi's stories are 
withoutbeginning and end; he often starts with one tale, then is carried away 
by a loose association of words or thought, andmay insert a second, and 
even third story until he reminds himself to return, once more, to the basic 
anecdote. Thislooseness of the Mathnavi, which most Western readers find 
difficult to appreciate, is reminiscent of the form ofmystical sessions: the 
master gives some advice, or expresses an opinion; some visitor or disciple 
may utter a word; hetakes it up, spins a new tale out of it, is caught by some 
verbal associationvery common in the Islamic languages withtheir almost 
infinite possibilities of developing different meanings from one Arabic 
rootthen, he may become enrapturedand recite some verses, and thus the 
evening passes in an enchanted atmosphere; but it would be difficult to 
rememberthe wonderful stories and points the next morning in any logical 
sequence.  

In 1251i.e. before the Mathnavi was begunMowlana's * friend, the minister 
Jalaloddin* Qaratay*, founded the Qaratay*madrasa, a small edifice which, 
in my opinion, better reflects the character of the Mathnavi than any 
rationalexplanation could do: its inside is covered completely with the 
turquoise blue tiles that are so typical of Konya and ofSeljuk art; its walls 
join the tambour-zone by means of five so-called 'Turkish triangles' in each 
corner; on thesetriangles, the names of the Prophet, the first four caliphs, 
and some prophets are inscribed in black quadrangular Kufic.The tambour 
zone itself is covered with an exquisite Koranic inscription in plaited Kufic 
of the most complicated styleso that only the initiate may decipher it. The 
knots and stars in the letters lead the spectators' eye higher to the 
domewhose white, bluish, black and turquoise tiles form a pattern of most 
complicated stars which are connected with eachother and yet remain 
separate entities so that the eye wanders, without finding a beginning or 
end, until it reaches theapex of the dome which is open so that at night the 
real stars can be seen; these are, in turn, reflected in a tiny pond inthe 
middle of the madrasa.  
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This decoration corresponds directly with the character of the Mathnavi: the 
same greater and smaller units ofartistically connected stars and starlike 
motifs, rising from the foundation of Koranic wordsas Rumi has always 
reliedupon the Word of Godand leading, finally, to the heavenly stars which 
every literary work, or work of art, can onlyimitate in the hope of leading 
man to the original.  

If we regard the Mathnavi, and part of the lyrics, from this viewpoint we 
may understand it better.  

Mowlana* Jalaloddin* himself had a very fascinating way of getting his 
audience interested in a topic. His art of storytelling shows itself, of 
necessity, mainly in the Mathnavi, where his subjects range from highest 
meditations on prayerand resurrection to the lowest aspects of life, like 
pederasty, fornication, and similar topics. He can describe in glowingwords 
the day of resurrection,111 and, matured in the pangs of love, knows how to 
depict the lover who has eventuallyreturned to his beloved Bukhara.112 The 
tenderness of his style reaches an acme in the description of the 
annunciation of Mary, a story which could be easily taken out of a 
medievalChristian book of devotions; 113 it contrasts with the sarcastic 
description of Kharaqani's* hideous wife which is socolourful that even the 
least mystically minded person can enjoy it.114  

The liveliness of all tales in the Mathnavi is remarkable, even though they 
sometimes lack logical sequence, and eventhough the symbols show an 
almost protean variance so that the same image can be used sometimes in a 
positive, atother times in a negative setting. The imagery is fresh, and the 
discussions of the persons are lively as if taken from thespoken word. 
Amazingly enough, the uniform meter does not hinder the poet from giving 
a different flavour to hisstories; the wording and even the structure of the 
sentences is so variable that one does not easily tire of reading, despitethe 
monotony of the meter.  

Rumi's art as a story teller and his way of attracting people's attention can 
be witnessed in his lyrics, too.115 He belongsto the poets who prefer a 
strong matla'*, first verse, for their poemsit is as if a lightning strikes him 
and sets him on fire.Take for example the line:  

baz* amad* an* mahi ke nadidash falak be-khab* avord* atashi* . .. 116  

with its sequence of strongly stressed long a* at the beginning. Sometimes 
the fire continues through the wholeghazalthere are poems which seem to 
be spoken almost in one breath, each line beginning with agar 'if' . . . The 
initial fire may develop so that one can almost feel the movement of the 
whirling dance becoming faster and faster until, all ofa sudden, the 
inspiration is brokenbut the poet, lettered by rhythm and rhyme, still 
continues speaking in verses which,however, are much weaker and less 
attractive than those before the climax.117  

One of Rumi's most frequently-used poetical techniques is the repetition of 
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words, or groups of words. Anaphora, soabundant in `Attar's* later epics in 
order to describe the ineffable, are common in Rumi's lyrics as well; 
hammeringquestions in the rhymelike the constant ku? ku? 'Where?' 
Where?'serve the same purpose. He repeats the call to thelovers or the 
Muslims twice, even thrice, in each hemistich so that sometimes only the 
rhyme-word changes, or he uses long chains of radifs in which his longing, 
his rhythmicalshouting is echoed. How many poems follow the pattern of 
this one:  

bahar * amad*, bahar* amad*, bahar-e* muskhbar* amad* negar* amad* 
negar* amad* negar-e* burdbar* amad* . . .  

The spríng has come, the spríng has come, the spríng with loáds of musk 
has come, 

the fríend has come, the fríend has come,the búrden-beáring fríend has 
come . . .  

Or he may call the Beloved through the whole poem biya* biya* biya* 
biya* 'come, come, come, come', or ask him koja'i* koja'i*? 'Where are 
you, where are you?'118  

This technique is made possible by his use of meters which are easy to scan; 
often, meters are applied which allow of acaesura in the middle of the 
hemistich: that enables the poet to insert interior rhymes as well 
(mosammat*). The singleverse is thus split up into four smaller units and 
becomes quite similar to Turkish popular folksongs with four lineverses in 
the rhyme-scheme aaaa bbba ccca etc.119  

Frequent also are meters with a large amount of short syllables, reflecting 
the breathless excitement and the quick heartbeats of the poet; in many such 
cases, the closing last two long syllables then bear a very heavy stress as if 
they were tobe extended for a long while. Full statistics of the verse forms 
used by Rumi as well as his rhyming technique, his use ofalliterations is 
still a desideratum; but everyone who reads his lyrics will be carried away 
by the strong rhythmicalmovement which, in many cases, even suggests 
that the verses can be read according to stress, not according to `aruz* 
(although they adhere firmly to the rules of classical quantitative meters).  

Rumi has sometimes coined unusual forms, like comparatives of nouns: 
ahutar* 'more gazelle than a gazelle' orsowsantari 'you are more lily than a 
lily', etc.;120 he has also rhymed whole ghazalsof satirical characterin 
diminutives.  

His imagery is inspired by the events in his environment. He may start with 
the question:  

Did you hear? Our neighbour was ill last night? and then goes on to 
describe the symptoms of his illness, not sparing the reader some rather 
unspiritual details, until hedis covers the true reason for the illness, i.e. love. 
The rather common occurrence of the government confiscating 
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wealthypeople's goodsoften accompanied by all kinds of torturesleads Rumi 
to compare Love to a police-officer who enactsfines and confiscation from 
the whole world. 121 The ragman who walks around the town, shouting in 
Turkish eski babuj kimde var? 'Who has old shoes?' becomes likewise a 
symbol of Love, which carries away everything old androtten.122 The 'bald 
man of Baalbek' who carries trays with pinches of drugs and herbs on his 
head appears as themodel of man who is loaded with pinches and pieces out 
of the treasures of the Divine Attributesa pinch of speech, apinch of 
generosity, etc.123  

Rumi takes us to the bazaar to test earthen pots: if they give a good sound, 
one should buy them, but those with hiddencracks sound differentwhy not 
discern the faithful and the hypocrites by the words and sounds they 
produce?124  

Mowlana* Jalaloddin* knows the charming but thievish lulis*, the gypsies 
who come to Konya, enchanting andconfusing people with music and rope-
dance; they remind him of the rope-dance which his soul performs on the 
blacktresses of the beloved.125 His aversion to villagers finds expression in 
the fact that they are used as symbols for theuneducated base faculties 
which create all kinds of trouble in the bazaar and are eventually arrested by 
the market-superintendent 'Reason'.126 His mystical beloved Shams 
appears even in the image of a bleacher who scolds the sunwhich hides 
behind cloudsbut at his word, the sun will appear and do his work for ever . 
. .127 Rumi may close a poemby comparing himself to a water-carrier's 
horseonce the water-carrier has found a customer, he takes off the little 
bellfrom his horse: silence is the end . . .128  

After the happy days of Ramadan and the `Id, daily life begins anew and 
makes the poet sigh:  

The festival has passed, and everybody has returned to work, the intelligent 
have gone to the bazaar for the sake of the capital. 

You are the bazaar and profession of the lovers 

The lovers have despaired from any bazaar but you! 

The silly have gone to their meetings for sex and stomach, the jurists have 
gone to the madrasa for the sake of arguing . . .129  

Rumi knows the kitchen and the weaving places, the art of  calligraphy and 
music. The stone-figuresman or beastwhich are found in the caravanserais 
and on the highways pouringwater out of their mouths prove to him that the 
so-called 'secondary causes' are deceiving: water does not issue out ofthe 
mouth of a stone-bird, but comes from a higher source. 130  

Just as everything in his daily life could become a symbol for a higher 
reality, he also animates everything, be it pain,sleep, love, or grief. Grief is 
a market-superintendent whom the lover sends away;131 it may also appear 
as a thief whoruns away when he sees that the lover is a friend of the police-
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officer 'Love',132 if he is not hanged by the police-master'Union'.133 His 
grief is growing fatter and fatter, whereas he himself becomes emaciated in 
longing; 'Union' too hasbecome so lean that it needs nourishment from the 
friend's goblet;134 or else, when the lover becomes mad, grief willdecrease 
in weight.135 Who would not think of John Donne's complaint in 'Love's 
Diet':  

To what a cumbersome unwieldiness  

And burdenous corpulence my love had grown . . .  

Rumi looks for his lost heart, and  

when I searched house by house, I found a wretched thing . . . 

. . . in one corner, prostrating itself and crying 'O God!'136  

The most tender verses are addressed to sleepRumi who according to 
Sepahsalar* slept little and spent most of hisnights in prayer, has used the 
sweetest words to describe this state of sleeplessness: he warns sleep lest he 
be drowned inthe ocean of tears:137 sleep only looks at him and flees to sit 
with someone else;138 glancing at his heart, he found thisroast meat too 
tasteless (bi namak) and therefore did not stay;139 or the fists of love 
mistreated him so much that hebecame wounded and ran away.140 Perhaps:  

My sleep drank the poison of separation and died . . .141  

There are lines of unforgettable beauty in which Jalaloddin* addresses his 
beloved:  

Open the veil, and close the door, 

I am and you, and empty the house . . .142  

or, in a verse inspired by a line of Sana'i*:  

Without your word the soul has no ear,without your ear the soul has no 
tongue . . . 143 

 

And he is afraid that nothing is soft enough for his beloved: When the shade 
of a rose petal falls on you,A mark will remain on your delicate cheek . . 
.144 Descriptions of spring and flowers, of the sweet sleep of the lovers 
belong to this category: Under the shade of your tresseshow softly slept my 
heart,Intoxicated and lovely, so peaceful and so free . . .145 But there are 
those verses of tremendous darknessthe subconscious remembrance of 
Shamsoddin's blood in the dust may loom behind lines in which he 
exclaims:  

Make a mountain of skulls, make an ocean from our blood . . .146 kuh 
kon az kallaha* . . . with a remarkably hard alliteration in the first 
hemistich. The image of the world as a cauldron filled with blood out of 
which he brings forth a ladle filled with spiritual experience, or the 
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statement We make the cup for our wine only from a skull . . . belong to this 
category:147 Terrible loneliness, and haunting fear of separation are voiced: 
O dog of the butcher 'Separation', lick my blood nicely!148  

This aspect of his poetry should never be forgottenthe dance in blood, the 
dark night of the soul after the Sun hasdisappeared, the separation of the 
reed from the reedbed are the painful experiences out of which his poetry 
grew. Yet, Rumi had also a good sense of humour, and when he claims that 
even his dirty jokes are instructional, he is certainly right.149 Here, he is 
again close to Sana'i*, whose language was anything but chaste. He 
ridicules the market-inspector, the laughing-stock of most love-intoxicated 
poets,150 and sees people in ridiculous situations, like the manwho seeks 
cheese from an empty tray,151 or the Sufi who becomes enamoured of the 
empty food-vallet.152 Mostamusing is his description of the poor dervish 
who was most heartily welcomed by the inhabitants of a Sufi convent,who 
then sold his donkey in order  to procure sweetmeat for the sama`-party *: 
one almost hears the hand-clapping which accompanies their cheerful song:  

khar beraft u khar beraft u khar beraft. . .  

Gone the donkey, gone the donkey, gone is he . . .153  

Or take the story of the drunken Turk who asked a musician to sing before 
him and then mocked at the negative way ofdescription 'not like this and not 
like that . . . neither . . . nor . . .'154  

Surprising remarks or comparisons put forth to shock or at least awaken the 
auditors are sometimes reminiscent of theparadoxes (koan) in Zen 
Buddhism.  

Why should the bald man comb himself? He has no hair!155  

Rumi is most critical of the common people'men like animals', as the Koran 
asserts (Sura 7/179). The tale of the cowwhich entered Baghdad exemplifies 
this view.156 Stupid human behaviour is often described in not very 
decentlanguage,157 and one of the targets of Rumi's attacks is the self-
complacent and proud Khaja*, the teacher or merchant,and often, in this 
poetry, an image of the 'bourgeoisie':  

You call him red gold, though he is yellow-handed and painful; 

You call him the khaja* of the town, and he has not even pants!158  

In Rumi's descriptions of the 'world'the world of base instinctshis language 
becomes even more expressive:  

Who is this shabby little old woman? A tasteless little hypocrite, 

Layer upon layer like an onion, stinking like a little garlic . . .159  

And his words against the philosophers do not lack spice either.  

Rumi loves to insert proverbs and popular expressions into his poetry; 
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Arabic proverbs are sometimes translated,160 butwere probably well 
enough known to everybody to be used in the original. Expressions like 'to 
come out like a hair fromthe dough'161 or 'the vessel fell from the roof', i.e., 
a secret was revealed (or will be revealed after nine months, for'nights are 
pregnant')162 are used without difficulties in his verses. Popular beliefs, 
superstitions and customs becomeevident from his allusions.  

Everything became a symbol for him, from rotten onion co the radiant 
beauty of the full moon, from a donkey's excrement to the life-giving breeze 
of spring; and, strangely enough, even the uncouth expressions do not form 
animpediment for our enjoyment of his poetry. One may indeed say that 
Jalaloddin * had the gift of transformingeverything that came into his 
hands. He often speaks of the sun which transforms, by means of its Divine 
rays, the hardstone into a ruby, making it partake of the eternal sun-light. 
Thus, Rumi, united with the spirit of Shamsoddin andseeing through his 
light, discovered the spark of the Divine in everythingfor everything has 
been created by God inorder to proclaim His glory. By his poetry Rumi set 
this spark free. That is why his poetry is both human and full ofspiritual life, 
an instrument leading from metaphorical existence towards Real Existence.  

Mowlana* Jalaloddin* knew well that all the symbols are but weak 
'astrolabes' to point the way towards the Divine Sun.But how should the 
movement of the hidden breeze which keeps the world alive become visible 
if there were no duststirred up, or if the leaves in the garden would not 
dance? Nothing is outside this danceand thus Jalaloddin* sang in evernew 
verses that:  the whole world is charged with the Grandeur of God.  
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We shall show them Our signs in the Horizons and in themselves. . . 
 By the morning light!'  The Sun  
 

II  
Rumi's Imagery 

One of the most revealing verses in Rumi's Divan * is the last line of a 
ghazal in which he describes his mystical meeting with Shamsoddin:  

As the sun moving clouds behind him rim, 

All hearts attend Thee, O Tabriz's Sun!1  

Man has always been overwhelmed by the power and glory of the created 
suna sun, which, however, could easily findits peer,2 if God had willed. For 
the visible sun, beautiful and useful as it may be, is only God's cook, not 
anything to beworshipped. What would happen if man would seek the sun 
at midnight?3 Then, only 'the Sun of the Sun of the Sun'remains . . .4  

Yet, this created sun offers itself as a fitting symbol for anyone who tries to 
describe the Divine Majesty and Glory, andis, indeed, one of the most 
common images in religious literatures throughout the worldnot to mention 
the numerousreligions in which the sun itself was worshipped as 'the God', 
or at least one of the leading deities. But for Rumi, thecombination of this 
ages-old symbol with the very real experience of his love for Shamsoddin 
gives his sun-imagery afresh, and very personal, note. Whenever we find in 
his poetry allusions to the sun we may be sure that he, consciouslyor 
unconsciously, thought of Shamsoddin whose light changed his life so 
completely. He was right to call himself 'amessenger from the sun' and a 
slave of the sun, who talks constantly about the sun, not about sleep and 
night.5 Thus, headdresses the Sun of his life in words overboarding with 
enthusiasm:  

Bravo, o limitless sun about which your atoms say: 

''Are you the Divine Essence? Are you God?" . . . I do not know!6  
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It is not only the brilliant and gracious sun which Rumi praises, that friendly 
luminary which ripens the fruits and fillscreation with happiness: he knows 
all too well the tremendous power, the destroying strength of this sun. The 
keypassage in the beginning of the Mathnavi when Hosamoddin* asks him 
to speak of the secrets of Shams, reveals much of his feelings: he refuses to 
talk openly about the lost friend, for:  

If this sun should become naked and visible, neither you would remain nor 
your breast or hem. The sun through which the whole world is illuminated 
if it would draw slightly closer, the whole world would be burnt. 7  

That is a statement which he repeated almost verbatim in Fihi ma* fihi.8  

The sun is both tremendum and fascinans, and thus the perfect symbol of 
that God who is kind and loving and, at thesame time, a consuming fire.  

The Koran endowed Rumi with new possibilities of combining the sun-
motif with God: did not God call Himself 'theLight of the heavens and the 
earth' in the famous light-verse of the Holy Book (Sura 24/35)?9 This verse, 
which isamply quoted by the mystics in different interpretations, serves 
Rumi i.a. to describe the spiritual sun, Shamsoddin, who'radiates from the 
zodiacal sign "Neither Eastern" . . .',10 e.g. the sun which is not bound to 
any spatial relations butreveals the Divine Light in its fullness. Another 
Koranic versethe beginning of Sura 93 'By the Morning-light!'points tothe 
same end. It was generally used, in Sufi circles, to describe the glory of the 
Prophet; Rumi, however, combines itwith Shamsoddin as well, for in him 
the eternal light of Mohammad*which is light from the Divine Light11is 
reflectedin perfect purity. And it is this sura which speaks of the miraculous 
morning-sun of Eternity which is used, in Islamicfolklore, to cure headache 
and repel grief.12 Thus, the connection with the Beloved who heals every 
pain is given in thebackground.  

There is no doubt that the meeting with Shamsoddin was the one decisive 
experience in Rumi's life. He has neverceased to see Shams in the various 
manifestations of the sunhe is the Sun of ma`aref* (gnostic knowledge) in 
theforeplace of inner meaning,13 and he is, like real sunlight, separate from 
everything and yet miraculously connectedwith everything.14  

Rumi's friendship with Salahoddin* and later with Hosamoddin* are mere 
reflections of this first encounter with thespiritual sun; Jalaloddin* clearly 
expresses in the Mathnavi what he sees in his younger friend Hosamoddin* 
Chalabi: 

 I have called you ziya * (light) hosam* od-din (sword of religion) for this 
reason,because you are a sun, and these two (words) are epithets 
(appropriate for the sun).15 

Ziya'* is the Koranic expression for sunlight, and hosam*, 'sword' reminds 
the reader of the rays of the sun whichdestroy everything mean, be it the 
snow which covers the frozen and loveless earth, be it the uncertain greyish 
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dawn.16Ziya'* ol-haqq*, the Sun of Reality, is a new manifestation of 
Shamsoddin, the Perfect Beloved; hence he performs thesame miracles as 
Shams, and as the sun does: the rubies in the mountains prove his power of 
transforming raw mineralsinto precious gems, the garden smiles when he 
looks at it.17 For the stone, touched by the sun, assimilates into himselfthe 
sun-like qualities; likewise man, under the spiritual influence of the Divine 
Sun as revealed in Shamsoddin andZiya'* al-haqq*, becomes purified and 
gains some approximation to the Divine qualities, following the 
Prophetictradition:  

Qualify yourselves with the qualities of God (takhallaqu bi-akhlaq* 
Allah*), until he becomes a transparent vessel for the Divine Light.18  

There is no end of descriptions of the miraculous power of the sun in 
Rumi's poetry, and often he invents tender andsweet images:  

The sun addresses the sour grape: "I came into your kitchen for that purpose 
that you should not sell vinegar anymore, but take up the profession of a 
sweetmeat-confectioner".19  

It should be remembered that in Turkey a very sweet thick and nourishing 
jam is prepared from ripe grapes (calledpekmez)hence the sweetmeat. Just 
as these grapes participate in the power of the sun, selfish and sour human 
beingsbecome sweetened through the meeting with Shams. Man will melt, 
like heaven and stones and mountains, once he istouched by this spritual 
sun;20 but at the same time he will gain a new life thanks to its kindness: 
annihilation isfollowed by eternal life. But this holds true only for those 
who lovingly surrender to the sun: the fresh tree gains powerfrom its warm 
light so that its fruits ripen; but the dried-up branch will become even drier 
under its burning heat, andwill be eventually destroyed 21the Sun of Divine 
Grandeur leads spiritually barren people not towards life but towards 
death.The Beloved is indeed the true sun, other people being flighty and 
short-lived like the lightningand:  

What letter could one read in the lightning's light?22  

Night falls over the human heart when He disappears, just as the moon is 
eclipsed when the sun hides itself . . .23  

The created sun offers still more analogies to the poet, although it is subject 
to changes whereas the Sun of InnerKnowledge has its East in the soul and 
spirit and enlightens the spiritual world day and night.24 But the setting of 
thesun is a symbol for man's death and resurrection: the heavenly light 
appears, in renewed beauty, the next morningwillnot man be resurrected 
and reborn in a similar way?25  

Much as medieval astronomers computed the sun's way by means of an 
astrolabe which serves to indicate the station ofthe Divine Sunhow could a 
word or a speech give true news about the worldly, not to mention the 
Divine Sun?26 Theyare useful to a certain degree, but ineffective like the 
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signs of the astrolabe. For the true sun which dwells in the heart ofthe lovers 
is beyond time and space. It is the mehr-e jan*, 'sun of the soul' with no 
mehrejan* 'autumnal feast'.27 How could one expect scholars like Avicenna 
to explain this light and its mysterious ways?28  

Nobody can describe this sun properly. The shade may point to its 
existence, since things are known through theiropposites29but the shadows 
which seek light become annihilated when the sun appears in full radiance, 
just as reasondisappears when God manifests Himself, for 'Everything is 
perishable save His Face' (Sura 28/88). And the Koranicexpression 'how the 
shade extended' (Sura 25/45) points to the saints who tell people of the 
existence of the Divine Sunby their own shadowy existence: Rumi 
describes himself as circumambulating the sun like a shade, 
sometimesprostrating himself, sometimes standing on his head.30  

The created sun, again, shows how easily man can be deceived: when he 
puts only one finger upon his eyes the sundisappears.31 That is what the 
infidels do in respect to their spiritual eyes and the spiritual sun. Closing 
their eyes withvery meaningless devices, they resemble also bats which 
deny the very existence of the sun, even hate it. Their hatred against 
daylight is comparable to the hatred the infidels nourishagainst the Prophet, 
or against God: it does not detract from the luminosity of those spiritual 
lights but rather proves thatthe hated object is in fact a veritable sun. 32 
However, these poor creatures who blindfold their eyes believe that theycan 
hinder the sun from reaching others, that they can jeopardize the prophets' 
activity which consists in illuminatingpeople.33 And how stupid is the 
person who asks proofs from the sun when it risesis not daylight itself proof 
enough?He who does not see that, is blind.34  

If they would but look . . . every atom, every particle of dust gives news 
from the sun, moves thanks to it, is itsservant.35 Thus those who praise the 
sun praise themselves, for from their laud one understands that they are 
endowedwith insight and willing to see, being capable of receiving 
illumination,36 whereas the enemy of the sun is, finally, hisown enemy.37  

The atom which is annihilated in the sun, becomes part of it. After realizing 
the truth of the Koranic assertion 'Verily webelong to God and to Him we 
return' (Sura 2/156), the atom now fully co-operates with the Divine Sun,38 
and every atom touched by the Sun of the Soul, robs cloak and hat from the 
created sun,  

i.e. it is infinitely higher than anything created.39 For to love the Sun means 
to love the eternal values; but he who lovesthis world is comparable to the 
man who is enchanted by a wall upon which he enjoys the reflections of the 
sunraysanapplication of Plato!until he discovers that the light spots do not 
originate from the wall but from a source higher andpurer.40 When these 
sun rays hear the call 'Come back (irji'i*, Sura 89/28) they return to their 
origin, and neither thecolours of the rose garden nor the ugliness of the ash-
house remains; for only by the light of the sun the world is aliveand 
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visible.41  

This sunlight is not defiled by any outward dirt or darkness;42 it remains 
pure wherever it reachesthe spiritual cannot bepolluted by the material.  

Is not the sun a model of the illuminating intellect?  

When the sun of the sky goes the wrong way, 

God makes it blackfaced (disgraced) by an eclipse . . .  

Likewise human intellect will experience an eclipse if man deviates from 
the God-given spiritual rules. 43  

Rumi's sun-imagery is not only the result of spiritual experiencesthe 
sunrises and sunsets in Central Anatolia are sosplendid that he was inspired 
by their beauty time and again:  

The sun drew its sword, and spilled the blood of the dawn the blood of 
thousands of dawns is ritually permitted to its countenance (tal`at*, also: 
appearances).44  

The heart which was like dawn drowned in blood became now filled with 
sun, like the sky . . .45  

When the sun came out of the pit of black water, hear from every atom (the 
profession): 'There is no deity but God!'46  

Whosoever has once experienced the true sunrise which annihilates the bats, 
e.g. the senses, is completely filled withsunlight and will bring this light 
wherever he goes; the East will envy his West, so full of light has he 
become:47 that iswhat Rumi felt after his meeting with Shamsoddin who 
permeated his whole being and shone through him. His point ofsunrise is 
beyond the Orient and not bound to the particles which reflect the light: he 
and all those who haveexperienced a similar sunrise in love, have become 
suns without rising-place in both worlds.48  

Rumi had experienced what other mystics called 'the sun at Midnight', the 
sunrise beyond time and space which ispreceded by the pangs and 
loneliness of the 'dark night of the soul': only out of its depths can this 
eternal and everlastingsun of love rise.49  

Then, no one has the right to speak;50 the stars are extinguished, and the 
shades dissipated, or at least called todisappear in the sunshine.51 The dark 
material existence of man is annihilated in its splendor.  

Be silent so that the preacher Sun may talk, 

For he came to the pulpit, and we all are his disciples.52  

It is natural that Rumi should have tried to explain the experience of fana'*, 
annihilation, with the symbol of the sun andthe stars, or the sun and the 
candle: fana'* is not a substantial union, but resembles the state of a candle 
in front of the sunits light, though still materially existent, is no longer 
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visible and has no power of its own; it is existent and nonexistent at the 
same time. 53 Thus, human qualities no longercount when the Divine Sun 
fills every comer of the spirit.  

Rumi has, of course, also alluded to the Prophetic tradition that 
Mohammad* himself is like a sun, and his companionslike stars, radiant, 
and helpful for the traveller, throwing stoneslike meteorsagainst the devils. 
But the real light comesfrom the sun;54 the stars are but helpers and 
reflections of its majesty. And since 'the scholars are the heirs of 
theprophets', the perfect scholar is also comparable to the sun, whose whole 
function is giving and dispensing universally, converting stones into rubies 
and cornelians, changing mountains of earth into mines of copper and gold 
and silver and iron, making the earth fresh and verdant, bestowing upon the 
trees fruits of diverse kinds. His trade is giving: he dispenses and does not 
receive.55  

Whatever the sun meansthe Divine Light, the Prophet who guides his 
people, the Perfect Man, the Spiritual Beloveditis, no doubt, the central 
symbol in Rumi's poetry through which the name of Shamsoddin is echoed 
and re-echoedthousands of times.  

Connected with the image of the sun is that of the colours. Rumi never tires 
of expressing the truth that the sunlight initself is much too strong to be 
seen, and that its very strength and brilliance is a veil in itself.56 Things can 
berecognized only by their opposites, and pure light can be seen either by 
the contrasting darkness, or broken in differentcolours.57 Red and green 
and russet are only veils for the unmixed light58 which is, so to speak, filled 
in glass vesselsof different hue59an image long since known among the 
mystics. As soon as the vessels break, as soon as the materialworld 
disappears, the sunlight remains in its purity, and no colour or shade is 
left.60  

But besides this general explanation of the colours as veils for the pure 
invisible light, which occurs repeatedly in theMathnavi, Rumi plays with 
the traditional colour concepts very frequently. He has, however, not 
developed a colourmysticism like that of his elder contemporary Najmoddin 
Kobra* or his colleague in Sivas, Kobra's* discipleNajmoddin Daya*,61 in 
whose works the mystical meaning of colours, and a whole polychromatic 
system of mystical experiences is systematically described. Rumi merely 
sees the various colours, like everything else in the world, as symbols for 
his mentalstate, or for generally accepted truths. In his descriptions he often 
invents images which can be understood best whenone thinks of the 
glowing colours of Central Anatolia.  

There are his descriptions of the night, when the sun has disappeared:  

When the face of the sun became absent from the eye of the earth, 
In consequence the night put on, out of grief, a black dress. 
When the sun in the morning lifts its head (the sky) puts on a white garb 
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O you whose face is the sun of the soul, do not be absent from your court! 
62 
 

The night put on this black dress, like a wife donning a black dress for the 
sake of her husband who has goneunder the dust63  

verses which show that black was, at that time, the colour of mourning, 
white being for Rumi the colour of joy.The poetmay compare the blackness 
of the night sky to the smoke of the fire of his yearning for the Sun which 
has gone.64 Onlywhen the moonagain the belovedwanders about, the night 
puts on a joyful white dress.65  

Spring is, of course, the time when everything dresses in green, the colour 
of Paradiseit is as if heavenly beings in greengowns had descended upon 
earth to greet the faithful,66 reminding them of the happiness of the eternal 
gardens.  

Red is, for Rumi, the best colour, and he even alludes to an alleged 
Prophetic tradition that God could be seenif at allin ared garment.67 For red 
is the colour of the radiant and happy beloved, connected with sun and with 
love, whereasyellow is the sign of the pale and lean lover who resembles a 
piece of straw . . .68  

In a lovely passage of the Mathnavi Mowlana* describes the activity of the 
sun and the various colours, particularly inspring time:  

The King's sun, in the zodiacal sign of reproach, makes faces black as a 
piece of roasted meat. 
Our souls are leaves for that Mercury (to write on): that white and black 
(writing) is our standard (criterion). 
Again, he writes a patent in red and green, that our spirits may be delivered 
from melancholy and despair. 
 

Red and green are Spring's cancellation (of winter); in regard to their 
significance (they are) like the lines of the rainbow. 69  

Rumi uses the traditional wordplays connected with the different colours as 
cleverly as any other Persian poet: hespeaks of the red wine to be poured in 
the head ofblackmelancholia;70 and he marvels at the wrong behaviour of 
hishair which puts on a black dress in the time of youthful gaiety but a 
white one in the time of grief and separation.71 Buthe has no special 
predilection for a certain colour like some other poets (such as Mirza 
Ghalib) in whose lines onepeculiar colour taints the whole poetry. All the 
different colours are caused by the blandishments of the beloved; the 
skybinds its blue cummerband for His sake (due to its blue frock, the sky is 
often equated with a Sufi), and the dusk is red-faced from the blood of the 
liver (which the sky sheds out of love).72 Only thanks to the activity of the 
Divine Belovedthe various colours appear and disappear, as reflections of 



 60

the one great light:  

Through Him the greenery of the leaves becomes yellow, 

Through Him the twigs of the trees become green, 

Through Him the cheeks of the beloved become red, 

Through Him the cheek of the free becomes yellow,73  

as he sings in a little Arabic poem, which best summarizes his attitude to the 
manifold colours which reveal the Sun'sunceasing activity and, at the same 
time, hide the pure light from the eyes of the common people. The end of all 
coloursis the dyer's vat of what the Koran calls sibghat* Allah*, 'the 
baptism of God' (Sura 2/l38). In this vat a dress with ahundred colours 
becomes clean and lucid, like the sunlight itself.74 Here is the beginning 
and end of all colours.  

Another aspect of the imagery connected with the sun is the poet's use of 
the names of stars and terms from astronomyand astrology. Rumi displays, 
in his verses, the normal knowledge of the medieval Muslim intellectual 
about the stars,their astrological qualifications and their importance for 
human life. He likes to play with their names and qualitiesdescribing them 
as living personalities:  

Jupiter takes out of his pocket the finest kind of gold, 

Mars says to Saturn: 'Bring out your dagger against me . . .' etc.75  

However, his imagery is not remarkably original: the inherited ideas about 
the stars are faithfully reproduced: Jupiterthe Greatest Fortune, Saturn the 
Great Misfortune, Mars the Warrior, etc. Neither is Rumi's connection of 
the bloodshedding Mars with the Turks 76 and of black Saturn with the 
Hindus by any means novel. One may mention, assomewhat more original, 
Rumi's numerous puns on the name of Jupiter, moshtari, which means also 
'the buyer', 'thecustomer'; this word is, then, combined with the Koranic 
promise that God will 'buy your souls'77 (Sura 9/111)whichconstitutes, of 
course, the true 'great fortune' for man.  

Soheyl, the small but radiant star connected with Yemen is generally 
mentioned as a symbol of spiritual beauty: thepossible combination with the 
'breath of the Merciful' which comes from Yemen as well as with the 
cornelian, theYemenite gem which symbolizes the friend's lip made this star 
a happy augury for the lover;78 perhaps a remembranceof the 'Yemenite 
wisdom' as taught by Sohravardi Maqtul can be detected in allusions of this 
kind. Soheyl, appearing atthe rokn-e yamani, the south-east corner of the 
Ka`aba, can even work upon the process of tanning raw hide and makingit 
into delicate ta'efi-leather*;79 that means it symbolizes the Beloved and his 
miraculous power.  

Mercury, the intelligent secretary of heaven,80 and Venus, the playful 
dancing and singing star, could likewise be usedin connection with the 
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experience of love which makes even Mercury break his pen.  

Among the signs of the zodiac hamal*, Aries is most prominent, since it is 
the spring-sign in which the sun becomesmost radiant,81 hence the 
equivalent for the lover's heart in which Shamsoddin finds his true home, to 
dwell in fullglory.  

When the sun of union with you comes one day into Aries, it will find in my 
heart another sign Aries!82  

The other signs of the zodiac are likewise used in appropriate connections, 
and their application by the poet wouldperhaps yield some interesting 
observations for the specialist in medieval astrology.  

That Rumi uses the old image of the radiant moon for the 'moon-faced' 
beloved, goes without saying, and innumerableverses sing of the eternal 
beauty of this moon who kisses those who spend their nights wakeful, 
counting the stars . . . 

 

Mowlana * is fully conversant with the medieval idea that the world rests 
upon a cow, the cow upon a fish, and claimsthat in love even those 
mythological creatures beneath the seventh layer of the earth have become 
happy, just as thesigns of the zodiac up to the fishes stamp their feet in 
enthusiastic dance:83 again, the whole world is created to worshipand love 
the eternal Beloved, and express their constant adoration in an intoxicated 
dance which embraces fish andmoon (az mah* ta* mahi*), atom and sun.  

The lover, then, can claim to be the astrolabe of the world, which accepts 
the forms of the whole firmament,84 andRumi closes a great poem filled 
with astronomical images with the words:  

This sky is an astrolabe, and Love is reality 

Whatever I may say about it; turn your ear toward the inner meaning!85  

The power of the spiritual Sun, and the attraction of love, is not restricted to 
the skies but works in stones and mineralsas well.  

The Prophet of God said: 'Humans are like mines' there are mines of silver 
and gold and surely full of jewels.86  

This prophetic tradition gave Rumi a means to explain the differences in 
human beings,87 since their jowhar, their 'jewel' or 'essence' is different. 
Basically, God Himself is the true mine which contains everything; so we 
may find gold,copper, and cornelian in it.88 Or else the lover's heart is 
comparable to minerals:  

For a while I tremble on the hand of his love like mercury, For a while I 
become gold in the mine of all hearts.89  

This imagery gains more weight when Rumi compares the soul to iron 
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pieces and the beloved, or love itself, to themagnet which attracts them:  

You are the magnet, and the soul, like iron, comes intoxicated and without 
hand and feet.90  

All the images and dreams of the world run in front of the dream-image of 
the Beloved like iron pieces attracted by themagnet,91 for:  

Where would there be iron which is not in love with the magnet? 92 The 
soul of the poor turns around annihilation like iron and magnet.93  

Indeed, there is no better symbol for the mysterious power which draws 
man close to Godeven though one must beapprehensive of the danger that 
love, a very personal Divine force in Rumi's view, might be interpreted here 
as a purelymechanical attraction. But the numerous equations of the magnet 
with a person, namely Shamsoddin, make such aninterpretation quite 
unlikely, although it would conform to some philosophical doctrines of 
Rumi's contemporaries.  

Rumi also speaks of the attraction exerted by the kahroba* 'straw-robber', 
e.g. amber, upon the piece of straw; indeed,the tiny straw pieces are 
comparable in their weak yellow appearance to the frail, pale, and 
submissive lover who iscarried by every draft in a new direction.94  

The threshold of His tent became the amber of the lovers  

O lean lovers, make yourselves like a piece of straw!95  

Rumi often mentions the sparks hidden in the stoneas long as iron and stone 
will co-operate, they can producesomething higher than themselves, namely 
fire and light, and thus the world will never be without light.96 These 
hiddensparks serve to illustrate man's power to perceive the yet unborn 
possibilities in the gross matter; to see the sparks in thestone, to recognize 
the wine already in the grapes are the signs of the perfect spiritual leader 
who sees through the lightof God.  

In the tradition of worldy love poetry, Rumi speaks of the golden, e.g. pale, 
face of the lover as contrasted to the silver-limbs of the beloved:  

The six directions became like gold due to my face so that I might see the 
silver of your seven limbs . . .97  

Rumi knew well how to discern the false and the true, and often uses the 
image of false gold, qalb, which is put on thetouchstone to test it.98 The 
identity of the word qalb 'counterfeit' and qalb 'heart' offers an excellent 
way of introducingthe idea that the heart has to be tested by the touchstone 
of love and grief, or in the fire of afflictions and pains,99 so thatits true 
value can be discovered by the beloved. The idea itself is not novel, but fits 
very well into Rumi's world-view.  

Mystics of all countries have tended to see man's experiences on the 
mystical path in the image of alchemy. AndSepahsalar * tells that Rural, to 
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the amazement of one of his disciples, was able to transform base matter 
into preciousgems . . .100 No wonder that kimiya*, spiritual alchemy, plays 
an important role in Rumi's imagery as well. Man feelshimself to be a piece 
of copper which has no right to attest its own base qualities.101 The 
beloved, or the hand of Love,can change this lowly metal into pure gold:  

Why do you seek gold? Make your own copper into gold, and if it is not 
gold, then come with a silver-breast!102  

The Divine call irji`i 'Return!' (Sura 89/28) is the great alchemy which 
transforms the low material beings into spiritualgold;103 only after such a 
transformation has taken place, the copper will become aware of its 
previous miserablestate.104 In one of his ironical poems, Rumi ridicules the 
worldly people who think only of sleep and sensual joy, thingsforbidden for 
whose who long for spiritual growth (and he may well have thought of the 
erotic symbolism of alchemy):  

We have melted like copper thanks to our search for alchemy (e.g. Love) 

You, for whom the bed and bedfellow are alchemy, keep sleeping!105  

For only when the black stone is transformed by chemical processes and 
loses its identity, when it so to speakexperiences fana*', it turns into 
precious metal and can be used as money.106 Only after the annihilation of 
his basequalities it becomes useful in the world.  

This alchemy is a painful processeven more painful than the testing of gold 
by touchstone and fire; it requires long andpatient work and suffering. The 
gold ore has to be put into the furnace to become purified; the lover has to 
live together with the fire in the midst of the furnace like gold.107  

Hearts which are like iron are melting in this fire, and with full right is the 
experience of annihilation, in which manfeels himself completely united 
with God, compared to the state of the red-hot iron which calls, with its 
whole being 'Iam the fire'.108  

Rumi knows that it is alchemy for the heart to look at God's saints, 109 or at 
the Beloved, the most perfect manifestationof Divine Grace:  

From myself I am copper, through you: gold; 

From myself I am a stone, through you, a pearl . . .110  

The transformation of ordinary stones into precious gems is one of 
Mowlana's* favourite imagesit is an old Orientalbelief that stones can be 
changed by the light of the sun into rubies.  

Every stone which you seized, you have made into jewels, every fly which 
you brought up, you made like a hundred homa-birds*!111  

The la`l-e badakhshan*, the most esteemed species of ruby, is the product 
of the look of the beloved:112  
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When the sun entered Aries, its rays became active: look at the ruby of 
Badakhshan and the alms-tax on garnet!113  

Rumi never tires of describing this miraculous power of his Sun, 
Shamsoddin, who is the treasure of rubies andcornelian and can transform 
even the stone-hearted into gems.114The ruby is, on the other hand, 
produced from theheartblood of minerals being poured, when stones lie for 
ages in darkness, patiently waiting for the ray of the sun which,eventually, 
will recompense their endurance by making them transparent for its own 
light. The connection of blood andrubymuch more frequent in later Persian 
poetry than in Rumi's linesis openly expressed in a dark and hopeless verse 
inthe Divan*:  

'Blood' became the name of the mountain whose name had been 'ruby', 
when shame, because of you, fell into mountain and hill range.115  

Whoever has seen the mountains of Anatolia or Iran at sunrise and sunset, 
glowing in deep crimson and purple hues,feels that these images were not 
only cerebral plays but inspired by the nature which surrounded the poet.  

The most beautiful poem in which Rumi speaks of the ruby connects this 
stone not, as usual, with the power of love andthe mine of beauty, but with 
faqr, 'spiritual poverty':  

I saw Poverty like to a mine of ruby, so that I became, thanks to its colour 
(some grandee who) dons (crimson) satin.116  

Perfect spiritual poverty is the most valuable royal gem which grants those 
who gather around it the royal garment, thered majestic satin.  

It adds to the special charm of stone-imagery that ruby, rarely garnet, and 
often cornelian, the Yemeni stone, aremetaphors for the lips of the beloved 
(who is often asked to pay the alms-tax due on these stones, e.g. a kiss). 
117Especially the precious cornelian has served Rumi for many 
comparisons.  

Without his cornelian, the market of existence be destroyed, stone by 
stone!118  

The emerald is mentioned always in the Oriental tradition as the gem 
averting evil by blinding the eyes of serpents anddragons; thus it becomes a 
symbol for everything spiritual, be it the sheykh, the beloved, or love 
itself.119  

Whatever images Rumi has taken from the mineral world, he knew that, as 
the Koran has attested, every stone ispraising its Lord, and that even in this 
inanimate part of the world there are likenesses for those who see. The 
stoneitself, representative of the lowest natural kingdom will become, in the 
course of time, either a valuable gem, like theruby, or it will be polished to 
be used as a mirror, or else it becomes dust, modest and soft, out of which 
plants cangrow: minerals are the starting-point of the constantly rising 
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movement of the created beings which leads, through longperiods of time, 
to plants, animals, and man to end, finally, in God. (cf. ch. III, 4).  

We made everything alive from water. . .  

 
The Imagery of Water  

The poets and mystics of the Islamic world have delighted in using the 
imagery of water in all its aspects, and the Korangave them ample 
justification for this usedid God not attest, time and again, that  

We made everything alive from water (Sura 21/30, and many similar 
instances).  

The idea that Divine Grace, or even the Divine Essence itself, reveals itself 
in the image of water is therefore one of Rumi's main topics; but in his usual 
protean style he applies thewater symbolism to different levels, although the 
breadth of variations is not as large here as in other symbols.  

Created water reminds the poet of the water of life, the water of grace and 
many other beautiful and life-bestowingthings which are sent down, like 
rain, from heaven to refresh the world.  

What is the call of water? It is like the call of Israfil, quickening the dead, or 
like a dervish in the days of religious almsgiving, or like the sound of 
freedom for a prisoner, like the breath of the Merciful which reached the 
Prophet from Yemen, or like the scent of Joseph's shirt which cured Jacob's 
blindness . . . 1  

The whole world and existence can be compared to a stream of waterthe 
Ash`arite theory of the atomic structure of theuniverse which is annihilated 
and recreated every wink, could be easily represented under the image of 
water in a riverwhich looks always the same and yet, is different every 
moment.2  

The main object of this water is to clean the dirty (cf. Sura 8/11)-rain is sent 
down in order to purify man.3 Should thedirty hesitate to enter the water to 
clean himself, because of his fear lest the water be polluted, the water will 
call himback and promise help: only shame hinders faith, as the hadith* 
says.4 Thus is God's treatment of his sinful servants: heis the limitless ocean 
of grace in which everyone who dares enter will be purified and sanctified. 
What would the waterdo without the dirty? It needs them to show its 
kindness . . . a theological thought not alien to Christian ideas.  

But water has many other functions besides, like supporting the plants or 
carrying boats without hands and feet, etc.5  

Water is always the symbol of the Divinebut not everyone understands its 
secret: the water of the Nile became blood forthe infidel Egyptians, but was 
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helpful for the Israelites6God revealed Himself to the faithful in His grace 
as water oflife, to the infidels and hypocrites in His wrath as poison, danger, 
and death.  

Even more: there are people who are not even aware of the existence of 
sweet water, for they dwell in places withbrackish water, like certain 
birdshow could they understand that there is a water of greater purity and 
limpidity than theone they know? Thus, the people bound by this world will 
never understand the sweetness of mystical experience, they rather prefer to 
remain in their dwelling-places in the salty,stagnant pools of this world. 7 In 
fact, they do not understand water at all, for:  

The ocean is a home for the duck, but death for the crow.8  

Rumi has often confronted the 'ocean of inner meaning' and the external 
world: outward manifestations and all formsvisible to the eyes are nothing 
but straw and chaff which cover the surface of this divine sea.9 He has 
repeatedlyelaborated this image, though calling the sea by different names, 
be it the 'water of Life',10 or the 'ocean of Unity',11 butwhatever be its 
name, the outward material forms are always conceived as something 
accidental which hides thefathomless depths of this ocean.  

In other places, and quite often, Rumi uses the image of the foam on the sea 
to express this very ideain his great ghazalon visionary experience12 he 
sees the world and its creatures emerging from the divine ocean like pieces 
of foam,clapping their hands (an often-used tajnis between kaf 'palm of the 
hand' and kaf 'foam'), and disappearing again at thecall of the abyss. He 
visualizes people clapping their hands like the sea, and prostrating 
themselves like waves.13  

The ocean which is hidden behind this veil of foam is the Divine 
attributes,14 and it behoves the mystic to enter into thewater without caring 
for the foam.15 Yet:  

This world is but foam full of floating jetsam; but through the turning about 
of those waves and the congruous surging of the sea and the constant 
motion of the billows that foam takes on a certain beauty ,16 this world is 
'decked out fair' (Sura 3/13) for a moment, but the eye which perceives 
reality, cannot be deceived by itstemporal charm. And the poet juxtaposes 
those who look at the foam and those who behold the sea, those who are 
still'in the world' and those who fix their eyes on God, breathless with 
adoration:  

He that regards the foam tells of the mystery, while he that regards the Sea 
is bewildered. He that regards the foam forms intentions, while he that 
regards the Sea makes his heart (one with) the Sea 

 

He that regards the foam-flakes is (engaged) in reckoning,while he that 
regards the Sea is without conscious volition. He that regards the foam is in 
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(continual) movement, while he that regards the Sea is devoid of hypocrisy. 
17  

 

Divine Mercy is an ocean which produces its effects without reason and 
without explanation,18 and man is called todwell upon the sea-shore so that 
maybe the wave of grace will fill his little vessel.  

Rumi has described also the world of sleep using the image of a big sea 
which covers everything and in which a darkleviathan swallows thoughts 
and individualities until man is rescued, again, when the morning-sun rises 
in the East.19  

More than any other image that of the ocean of God lends itself to a 
pantheistic interpretation:20 the world appears hereonly as an outward 
aspect of the hidden Divine reality, whereas in most of his verses Rumi 
underlines the mystery ofDivine power which works upon not-being, and 
creates out of nothing.  

This personalistic interpretation of the relation between God and man 
becomes more explicit in the idea that the humanbody is like a fish in the 
ocean World; hidden in this fish, the soul lives like Jonah, waiting until God 
leads it out of itsdark prison; the poet then turns to say that the souls are 
likewise like fishes in this oceanthose who have ears to hear canlisten to the 
permanent laud and praise which the soul-fishes utter in the depths of the 
sea.21 (This example showsclearly how easily Rumi changes his 
application of images to particular facts or states.)  

Man's movement towards God is, as in other mystical works, often 
compared to the journey of the torrent, or theriver,22 towards the ocean:  

Prostrating myself I run towards the sea like a torrent, 

On the face of the sea we go afterwards, clapping our hands (or; producing 
foam).23  

The reader acquainted with German literature will immediately recognize 
the motif of Goethe's poem Mahomets Gesang in which the life of the 
Prophet of Islam has been symbolized by this very imageit is a poem which 
has in turninspired the Indo-Muslim poet-philosopher Muhammad Iqbal to 
imitate it in Persian verses,24 thus uniting the twomajor influences under 
which he composed his lyrics, that of Goethe and of Mowlana * Rumi. 

 

The imagery of river and sea is mainly used in Rumi's lyrics; the ocean is 
the river's true homeland, and like the dropwhich emerges from the sea of 
`Oman (a well-known catch-word for the ocean) man goes back to this 
place.25 His wishis to break the vessels of material externals, to be reunited 
with this source of being.26  
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Those who have finally arrived in the ocean are submersed in the 
Essencehow could they still regard the Attributes?Lost in the abyss, how 
could they know anything about the colour of this Divine water?27 This 
infinite and fathomlesssea is Lovethat is why the lover makes his own 
breast (kanar*, also 'shore') an ocean of tears.28 The love which 
manexperiences, is a branch of this ocean which reaches his heart; he is 
called to leave the shore of the lower soul, of hisego, and to enter into this 
sea in which he has no longer to fear the crocodiles.29 Numerous verses use 
this imagery;love can even be called 'an ocean of fire'.  

The motif of the spiritual journey which underlies the image of the torrent 
returning into the sea, is even moreoutspoken in the image that out of the 
sea humidity rises to take a place, for a while, in the clouds; thence, it 
returns tothe ocean and becomes, if Divine Grace wills, a precious 
pearl30for pearls are produced, according to Oriental belief,by the drops of 
April rain which fall into choice oysters. The oyster thus represents the saint 
whose perfect contentmentis recompensed by his silent mouth being filled 
with such a jewel.31 Or else the oyster becomes a sign of God's mercy:He 
feeds it with most wonderful food although it possesses neither ear nor eye . 
. .32 The twofold imagery of the dropand the sea as used by the mystics in 
all religions appears very lucidly in Rumi's verses: the drop either returns to 
theocean to become united with its own source once more and to disappear 
completely in the all-embracing water, or itlives as a pearl, embraced by the 
sea and yet distinct from it. Both images have been utilized in later times by 
the Sufis:the confessors of wahdat* al-wojud, 'Unity of Being' preferred 
that of the drop which loses itself in the ocean, whereasthe followers of a 
more personalistic interpretation of the Divine liked to speak of the pearl: 
the drop returns into itsproper element after being purified and  elevated by 
its journey, and lives in God though distinct from Him in its substance. 

 

Rumi sees the distribution of the 'water of intellect', the 'water of Universal 
Reason' through different channels into manas Divine water flowing into a 
garden. 33 In a similar strain of thought he may also imagine the body to be 
the canalthrough which the spirit flows like running water: only by water 
the canal gains its proper importance, and man shouldbeware of covering 
the surface of this water with sticks and straws of useless thought, but rather 
keep this spiritualwater clean, sweet, and unpolluted.34  

Again, the senses resemble an ewer which can contain a certain quantity of 
water; or material man is like a vessel withfive spouts, e.g. the five senses. 
The ewer and the water preserved in it have to be kept pure so that it can be 
brought asa gift to the king who will appreciate its fine taste and 
limpidity.35 Rumi applies this simile to man's restricted sense-perception 
which is like the ewer; the caliph to whom the simple-minded bedouin 
offers his water, is the huge riverTigris of Divine knowledgeif man were 
only aware of the existence of such a river, he would break his ewer 
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withouthesitation!  

That the 'rain of mercy' occurs frequently in Rumi's imagery, goes without 
saying: the traditional relation of the Prophetwho was sent as a 'mercy for 
the worlds' (Sura 21/107) and the rain which is likewise called rahmat*, 
'mercy', in theMiddle Eastern countries, could easily serve to interpret the 
activity of the Prophet or of the perfect saint, the Belovedwho quickens the 
thirsty land of the souls by his advent. And the tears of the lovers are 
likewise comparable to theblissful rain which causes the garden to open its 
blossoms in spring . . .  

One can certainly not draw a clear picture of Rumi's religious ideas by 
relying only upon his imagery connected withwaterin this field, his 
expressions are very much like those of the mystics of all times and 
religions, who lovingly usedthe image of the Divine Ocean which indeed 
offers itself to everybody who has eyes to see. In Rumi's poetry 
versespraising the unlimited ocean of God, or of Love, stand side by side 
with clearly personalistic images like that of theDivine Sun.  

A particular aspect of this imagery are verses speaking of  ice: here, Rumi 
seems to be close to Ibn `Arabi who had described the relation of God and 
the world like that of water and ice. Rural, however, takes the image in a 
very realistic sense and usually connects it with the image of the sunaslong 
as ice remains in the shadow, it is immovable, only the sun can melt it. 36 
Thus, the human body and whateverman possesses, is like ice; God will buy 
it and give, instead, a sweet melting in annihilation.37  

The ice and snow in the solidified world of winter38be it the winter of 
corporeal life, or that of the congealed mineralsand inanimate beingswould 
immediately melt if it only knew the strength and beauty of the sun, and 
would turn oncemore into water, running in brooklets towards the trees to 
do useful work in quickening themfor being frozen is the stateof the selfish 
and egotistic person.39  

Rumi's Divan* is replete with verses in which he sings the deplorable state 
of those who, far from the sun, become likesnow40 and long to be melted:  

That snow says every moment: 'I will melt and become a torrent, I will roll 
towards the sea, I am a being which belongs to the sea and the ocean.  

I am alone, I have become stagnant, I have become frozen and hard so that I 
am chewed by the teeth of affliction like snow and ice.41  

The sigh of the frozen, isolated human heart which yearns to be dissolved in 
spiritual union is here expressed in animage which was at once understood 
by those who know the hard winter in the Central Anatolian provinces and 
thesudden outbreak of spring, when the sweet murmuring of the brooks fills 
the hillside. And how beautifully does the poetindicate the secret of true 
annihilation:  

In the essence of annihilation I said: 'O King of all kings! 



 70

All images have melted in this fire!' 

He spoke: 'Your address is still a remnant of this snow 

As long as the snow remains, the red rose is hidden!42  

As long as the smallest trace of self-expression and self-will is left (be it 
even a word of praise for the Beloved), therosegarden of perfect union is 
still closed to the lover.  

The whole world is like iceit will melt on Doomsday, and if people would 
know that, the partial intellect would behave like a donkey on ice. 43 For 
who could believe that ice and snow will become water? And yet, they will 
set free thewater hidden in them, just as the body's dissolution will set free 
the soul which is concealed behind its frozen surface.  

And the annihilated snow will turn to earth and will be richly decorated by 
flowers which praise the power of theSun . . .44  

And Gardens beneath which flow rivers. . .  

The Symbolism of Gardens  
Joseph yon Hammer-Purgstall, the Austrian orientalist, was the first to 
translate some of Rumi's poems into German in1818. One of these 
translations begins with the line:  

Mondnächte sind wieder gekommen, aus Gräbern die Gurken, 

Und aus dunkelem Sand ist Geile des Bibers gekommen . . .1  

I am quite sure that his readers must have accused him of having 
mistranslated Rumi's verse: for who could imagine thata mystic like him 
would use the words 'reed and 'cucumber' in his poetry? However, 
Hammer's translation is not too faroff the mark, and we have here an 
example of the garden imagery which abounds in Jalaloddin's* 
poemsthough indeed,a rather weird one. Gourds, cucumbers, and other 
products of the gardens of Konya can, however, be found severaltimes in 
his lines in various combinations: for instance he ridicules the would-be 
Sufi who shaves his head like a gourdor a cucumber,2 an image which fits 
well with the descriptions of certain groups of the qalandar dervishes who 
roamed about the country.  

Of course, vegetables like gourds are 'slowfooted' and have still a long way 
before them in their pilgrimage towards thebeloved;3 but even they partake 
in the constant upward movement of life. Rumi may compare the self-
complacentperson to a high growing gourd4 whereas the stupid one is like a 
gourd unaware for which purpose the gardener bindsits throat:5 but on this 
rope, the silly fruit may even learn rope-dancing.6 The bitter gourd, often 
compared to man'shead,7 becomes useful  when used as a drinking-vessel in 
which unexpected wine may be contained. 8 
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For Jalaloddin* the garden is full of life. He dreams of the garden of which 
heaven is but one leaf,9 and yet, the earthlygarden is at least a tiny 
reflection of this uncreated garden. Only those who have spent some days in 
May in the Konyaplain can fully understand the truthfulness of Rumi's 
imagery; they know how all of a sudden a thunderstorm arises andheavy 
rains flow; then, the sun breaks through the dark clouds, and the trees open 
their buds; the whole air is filled withthe fragrance of roses, igde*, and fresh 
grass, and the town is covered with a lovely green veil. The fields 
surroundingthe city are filled with hazelnut-bushes: poppies, mint and 
fenugreek grow soon beside the brooklets which rush downfrom the two 
hills10 that limit the plain towards the Southwest.  

The rosegarden and the sweet basil, different kinds of anemones, a violet-
bed on the dust, and wind, and water, and fire, O heart!11  

The four elements participate in the Festival of Spring (as a translator has 
called his verses inspired by Rumi), and thecountryside becomes like 
paradise where the cypress drags from the earth the sweet water of 
kowthar12 (for in poeticalimagery the cypress is always connected with a 
brook or pond).  

Indeed, one of Rumi's favourite comparisons in his enrapturing spring 
poems is that of springtime with the day ofresurrection: the wind blows like 
the sound of Israfil's trumpet, and whatever was hidden and apparently 
rotten13 underthe dust, is quickened again and becomes visible. The poet is 
a faithful interpreter of the Koranic invitation to witnessthe proof for 
resurrection in the revival of the dead earth in spring.14  

The grace is from God, but the bodily people do not find grace without the 
veil 'garden'.15  

The new green leaves show God's eternal grace and life-bestowing power 
which will manifest itself once more and forever on the Day of 
Resurrection: thus, the true lover sees behind this new life of the garden 'the 
beauty of thegardener'.16  

Trees and flowers are perfect symbols of human beings; for the changes in 
the garden 'human heart' which bears spring and fall in itself if man would 
only look!are reflected in the external world; 17 and once the beloved 
approves of theheart, hundreds of thousands of roses will open, nightingales 
will sing.18 For just like man, the world, too, is sometimes patient, 
sometimes grateful, and that is why the garden now wears a lovely dress, 
and then, again, becomesnaked.19  

In winter, the trees are like Jacob who patiently waited to see his beloved 
son Joseph, practising 'fine patience'20 (Sura12/18), as the Koran attests. 
This winter, mainly the month of December, is a mad21 thief from whom 
the plants andtrees hide their goods:22 but as soon as the police-master 
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(shehna*) Spring comes, this thief disappears and hideshimself.23 Then, the 
army of rosegardens and odoriferous herbs becomes victorious, thank God: 
for the lilies havesharpened their swords and daggers24 which act as 
veritable zu'l-feqar*, the mysterious sword of Ali.'25 It was indeedhigh time 
for such a victory, for winter had closed the ways which lead towards the 
beloved, and all the lovely budswere imprisoned in the dark dungeon 
Earth26winter in Central Anatolia is hard, and snow prevents 
communication.  

But winter is also the season of gathering for the sake of spending: all the 
riches which the trees have collected in theirdark treasure-houses will be 
spent when spring comes.27 The lover himself becomes like fall, yellow-
faced28 andshedding his foliage,29 when separated from the beloved, or 
else he turns into winter, frozen and unhappy, so thateveryone suffers from 
him. But as soon as the Friend appears, he is transformed into a rosegarden 
in spring.30 In factthe Beloved is spring-time for the whole field of 
creation, and it is only thanks to him that anemones can blossom.  

To be sure, everything longs for warm April days, but one should not ask 
the secret of spring from stones and clods ofearth, but rather from hyacinth 
and boxtree for they know better what this season means.31 They know that 
now thepatient seed which had been waiting under the dust will be 
recompensed by hundredfold fruit,32 that it eventually willripe into corn; 
and then, finally, the beloved may separate the grain Joy from the straw 
Grief.33  

Spring in the Middle East, is the messenger from the invisible Paradise,34 
when the 'green-dressed' i.e. the paradisicalpeople, arrive from the blue hall 
of heaven.35 And it means the arrival of warm rains. The clouds which 
come slowly over the hills are 'pregnant from the ocean of love', 36just like 
the mystic himself: they will shed their tears on the dust and praise God:37  

As long as the cloud weeps not, how could the garden smile?  

That is one of Rumi's central ideas. The manifestations of nature correspond 
exactly to human behaviour: Smilinghappens in proportion to weepingthe 
smile of the garden is the compensation of the cloud's weeping.38 For as the 
raindrops are instrumental in producing the beauty of the garden, the lover's 
tears will eventually result in a manifestation ofDivine Lovingkindness.39 
And does not the complaining water wheel attract the water from the 
darkness and makesgreenery sprout in the field of the soul?40 The cloud's 
weeping, together with the heat of the sun, grants the garden newsplendour, 
just as the 'weeping eye and sunlike intelligence' give the heart real life.41 
The thunder's wrath, again, helpsto unfold the hidden possibilities of the 
heart.42  

Until there is the lightning of the heart and the rain-clouds of the two eyes, 
How shall the fire of Divine menace and wrath be allayed? 
How shall the herbage grow, (the herbage) of the delight of union, 
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How shall the fountains of clear water gush forth? 
How shall the rose-beds tell their secret to the garden, 
How shall the violet make an engagement with the jasmine? 
How shall a plane-tree open its hands in prayer? 
How shall any tree toss its head in the air (of love-desire)? 
How shall the blossoms begin to shake out their sleeves full of largesse in 
the days of Spring? 
How shall the cheeks of the anemone flame like blood? 
How shall the rose bring gold out of its purse? . . .43 
 

These poetical images were known in Sufi circles since at least the early 
tenth century: but in Rumi's verses they gain anew actuality. Was he himself 
not weeping like a cloud after the Sun of Tabriz had disappeared?44  

In a sweet and melodious ghazal Jalaloddin* describes his loneliness and 
helplessness after the sun has gone:  

O you, from whose cries and callings 'O Lord!' the heaven wept the whole 
night . . .! 
I and the sky were weeping yesterday, I and he have the same religion. 
What grows from the sky's weeping?Roses and violets nicely 
arranged.What grows from the lovers' weeping? 

A hundred kindnesses in that sugar-lipped beloved . . . 45  

There is no end of these spring songs in Rumi's Divan*. The lightning 
laughs only for a short moment and remainsimprisoned in the cloud,46 but 
the thunder comes like a drum to announce the great wedding party of the 
earth.47 Thehieros gamos, the ancient myth of the marriage of heaven and 
earth, is spiritualized in Rumi's garden poetry:  

You are my sky, I am the bewildered earth, 

For what things make you grow every moment from my heart! . . . 

How knows the earth, what you have sown into its heart? 

It is pregnant from you, and you know its burden . . .48  

When man wanders thirsty through the burning sand of the desert, the 
water-carrier Love consoles him with the voice ofthe thunder which 
promises rain.49 However, only when the seeker becomes like dust, 
breaking his stone-like nature,can roses grow out of him.50  

Using an old comparison Rumi describes the lover who is like a cloud 
weeping for an hour, like a mountain at the time of endurance, like the 
water prostrate, and lowly like the dust of the road.51  

In ever-changing images he sings of the beauty of flowers, water and trees 
which come into existence by the tears of thecloud  

Where are the compassionate tears of spring, that they may fill the hem of 



 74

the thorns with roses?52 and which are quickened by the breath of the 
spring-breeze.  

The breeze, again, is a fitting symbol of the life-giving breath of the 
Beloved: the twigs and branches becomeintoxicated and dance, touched by 
the wind,53 stamping their feet on the tomb of January,54 and clapping 
theirhands.55 Even more: the spring breeze becomes visible in the rosebeds 
and sweet herbs: invisible waves of roses hiddenin the breeze need the 
medium of the earth to become visible to the human eye, just like man's 
qualities must berevealed by outward means, be it speech, fighting, or 
peace-making.56  

Thus, every leaf and tree is a messenger from nonexistence 57 which 
proclaims the creative power of God, talking with long hands and green 
fresh tongues.58 Later, inFall when the plane-tree sheds its leaves (barg) 
God grants it the grace of barg-e bi bargi, barg denoting also 'sorrow' 
or'possession': this is the state of perfect spiritual poverty and selflessness 
which the mature Sufi should attain.59  

In a fine pun the poet speaks of the wind which moves the twigs, whereas 
the tree-Heart is moved by an interior breeze(bad*), namely the recollection 
(yad*) of the Beloved.60 This breeze keeps it steadily a-dancing. Only 
those treeswhich are sapless and dry can no longer be moved by the wind of 
love and recollection; either their roots must bewatered by the water of life, 
which is repentance,61 or else they must be cut off to be used as fire-wood 
for the ash-house:62 who would not think of Sura 111 where Abu Lahab's 
wife is called, for her faithlessness, 'the carrier of firewood'? As in her case, 
every heart that is not moved by love (and, as Rumi says, only Abu Lahab, 
the Father of theFlame, has no share in the fire of love)63every heart that is 
filled with envy64 and other base qualities will be throwninto the depths of 
the ash-house. The golkhan 'ash-house' where dead dogs are also thrown,65 
is the lowest conceivableplace, always contrasted with the rose-garden 
(golshan): thus, the hypocrite's praise of God is comparable to 
greenerygrowing out of the ash-house.66  

The dried-up branch, though it be close to the sun, will dry up even more 
when touched by the warm rays:67 thus theloveless heart will receive not 
life but death from the Eternal Sun. This image of the dried-up, lifeless, and 
henceloveless, tree was taken over by most of the poets in the Muslim East. 
But not only such sapless trees, but also thesteadily growing thorn-hedge of 
evil qualities should be rooted up, the earlier the better.68  

The trees are like dervishes, slowly advancing, slowly growing and smiling 
until they bear full fruit;69 and their leavesbear witness of the root's 
character and tell what kind of nourishment they have imbibed.70 As long 
as the branches aredry, they resemble ascetics who become refreshed 
(sarsabz 'green-headed') and intoxicated when the friend's lip 
touchesthemasceticism is transformed into love.71  
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Even though the tree moves and trembles in its branches, it is firmly 
grounded:  

Even though I am restless, I am at peace in my soul. 72   

 

The classical philosophical discussion as to whether the tree precedes the 
fruit or vice versa is elaborated or alluded toin several passages of the 
Mathnavi, and is solved in the sense that although the tree was earlier in its 
outward form, thefruit is its meaning and end;73 without fruit it will be 
ashamed'the last will be the first' al-akhirun* as-sabiqun*, as Rumi adds 
with a well known hadith*.74 The whole world is like a tree on which the 
fruit 'man' is ripening;75 and theyellow leaves are signs that the fruit is 
ripeso man's white hair shows that he has reached maturity, whereas the 
barg-ebi bargi is the state of the perfect gnostic.76  

This equation of trees with the world, or with human beings, leads Rumi 
frequently to describe the trees as 'pregnant';77they therefore can be 
compared to Mary who became pregnant by the Holy Spirit78do not the 
trees in their youthfulbeauty and virgin innocence surrender to the Divine 
breath as manifested in the spring breeze which fertilizes them sothat they 
bring forth delicious fruits?  

In a different strain of comparisons, Rumi sees the beloved as the tree on 
which the lover is the fruit:  

We went away from your town and did not see our fill of you,79 

From the branch of your tree did we fall, quite unripe . . .  

For such a fruit can be ripened only by the sun of His mercy.80 The beloved 
is a marvellous palm-treethat tree underwhich Mary experienced the miracle 
of Divine grace, when fresh dates were showered upon her during her birth 
pangs(Sura 19/25)and the lover attests:  

Since I sleep in the shade of his palmtree, 

I became sweeter than dates, O yes!81  

Man in general is called not to remain in the dust, but to lift his head and 
become fresh and lovely like a branch of thepeach,82 full of tender 
blossoms and sweet fruit. The apple and apple-tree are likewise used in 
Rumi's imagery: Rumihas also utilized the famous image of the apple with 
its yellow and red cheek83 that was known as a symbol of loverand 
beloved, or of the lovers' farewell, to the Arab poets in the Abbasid period, 
and which has found its classicalexpression in the Golestan of Rumi's 
contemporaryand, if we can believe the sources, his admirer Sa`di of Shiraz. 
84 

 

Yet there are less common images as well: the beloved is a strange tree 
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which produces now apples, now gourds,85 orthe ascetic who performs 
many acts of piety without experiencing spiritual relish, is like a nut without 
marrow.86 Thecustom of putting odoriferous herbs into an earthen flower 
potoften mentioned by earlier poets, especially byKhaqani*is mentioned in 
Rumi's Divan* as well.87  

Whatever plants he chooses, all of them have only one function: to praise 
without tongue the grace of the water whichquickens them88comparable to 
the faithful who are free and happy like cypress and lily, praising God in 
differenttongues. Yet, compared to His garden, the gardens of this world are 
as lifeless as a picture in the bath house, without thefruit of Eternal Life or 
fresh branches.89 The Beloved is the great gardener; he gives every day a 
new colour and a newform to the garden-Heart so that, finally, the heart has 
no longer its original form (which is called sanowbari*, shapedlike a pine-
tree's fruit).90  

In Rumi's garden, every flower has its function in representing various 
states and aspects of human life, functionsinvented partly by his 
predecessors, the Arab and early Persian poets. The tulip with glowing 
cheek has sometimesburnt its heart from wrath,91 or reflects the splendour 
of his friend's fiery cheeks;92 or perhaps it has performed itsablutions with 
blood like a true martyr (the tulip has often been connected with the martyrs 
in Islamic lore).93 Thecarnation tells the story of the rose,94 the waterlily is 
like the lover, restless on the foam of the Divine Sea;95 the lotusflower 
rests fresh and peaceful in the garden of Beauty.96 The jasmine reminds the 
poet of the separation from hisbeloved, for this flower saysif we analyse its 
nameya's-e man 'My hopelessness'; already in medieval Baghdad it 
wasconsidered bad taste to give jasmine-flowers to friends for the possible 
combination of its name with ya's 'despair'.97  

The lily has a brilliant sword;98 but even more, it possesses a hundred 
tongues which it uses to explain the beauty of theRose99comparable to the 
lover, adoring and praising the beloved without words. Sometimes it praises 
also the cypresswhich represents the slender stature of the beloved.100  

Rumi does not add any new dimensions to the usual imagery of the lily or 
of the narcissus, symbol of the languid intoxicated eyes; he adds only little 
to the inherited image of the'bent' violet: this flower may represent the 
lowly person sitting in the dust; 101 it is bent under the burden of 
thebeloved,102 full of grief.103 In general, the violet is the symbol of the 
ascetic in his dark blue frock, who sitsmeditating, or in the position of 
genuflexion in ritual prayer.104 It is the mature believer:  

When the base soul has become old, and heart and soul are fresh and green, 

(you are) like a violet with fresh face and hum-backed . . .105  

Rumi not only listens to the constant laud and praise uttered by the flowers 
and by all the inhabitants of the garden, butvisualizes them in the various 
positions of prayer:  
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See the upright position (qeyam*) from the Syrian rose, and from the violet 
the genuflexion, the leaf has attained prostrationrefresh the call to 
prayer!106  

It would be surprising if Rumi had not reserved the central place in his 
garden lyrics for the rose. As much as he hasdescribed the various 
flowersthe rose is different; it is the most perfect manifestation of Divine 
Beauty in the garden.The vision of Ruzbehan* Baqli, the mystic of Shiraz 
who saw God's glory radiating like a majestic red rose, may havebeen 
known to him.107 Thus he admonishes himself to become silent:  

When the Lord of the Qul ('Say'!) speaks-how could the nightingale sing? 

This (Divine) Rose is eloquent and creative in His talk.108  

Yet, the rose, in its absolute perfection, was known as the flower 
representing the beloved long since; it was the finestsymbol for his/her 
cheeks. Of course, even the centifolia tears its dress when thinking of the 
face of the Friend (abeautiful phantastic aetiology for the opening of the 
rose, which reminds the Muslim reader also of the torn dress ofJoseph, the 
paragon of beauty, and of the healing scent of his shirt).109 And if even the 
rose is ashamed how should thelover, who has seen the friend's Beauty, 
look at the created garden, unless it be out of heedlessness?110  

The rose was loved by the Prophet, was perhaps even created from his 
perspiration, as legend tells, and therefore everyMuslim would certainly be 
fond of this flower . . .111  

Rumi's poetry abounds in rose-poems, beginning with the famous ghazal:   

Today is the day of joy, and this year is the year of the rose . . . 112   

 

Only rarely the 'faithlessness' of the short-lived flower is mentioned in 
accordance with the usage of earlier Persianpoetry,113 or the adept is 
warned not to sit 'with open mouth like the rose, with closed eyes like the 
bud'.114 Thesmiling flower115 rather becomes a symbol of the happy soul:  

Like a rose, I smile with my whole body, not only by way of the mouth, 

For I amwithout myselfalone with the king of the world.116  

When Rumi sees the rose, he remembers the description of Arab writers 
who saw it like a royal prince, riding into thegarden, surrounded by the 
grass and the herbs as if they were an army of foot-soldiers.117 But he 
knows that the truerose-garden, the rose-garden of love, is eternal and needs 
no support from Spring to unfold in its beauty.118Nevertheless, he may 
complain:  

That rose which is in the centre of the soul's garden did not come into our 
embrace tonight . . .119  
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And he connects the external roses with his own state of mind:  

Every red rose that exists has become thus by the help of our blood, every 
yellow rose which grows is from our yellow gall-bladder,120 so that from 
his bleak cheek a yellow rose will grow after his death . . .121 But hundreds 
of thousands of centifolia willblossom when he dies in the shade of the 
cypress in the Friend's rosegarden,122 for the feelings of the lovers 
aremanifested, after their death, in the flowers that grow from their tomb, as 
many Persian poets have claimed.  

And why should it not be like that? Rumi admonished himself and repeats 
the expression in the Mathnavi:  

Die with a smile, like the rose, although you are more excellent. . .123  

Slowly dropping its petals, the lovely flower fades 
away, without complaint, in perfect serenity, and 
leaving sweetfragrance behind it . . . And when the 
rosegarden has vanishedhow to find the rose? From the 
rose-oil: its scent reminds the lover's heart of the friend. 
124  

  

 

Out of the feeling that the rose is the highest possible manifestation of God, 
Rumi may invent expressions like 'the roseof Poverty',125 or 'the 
rosegarden of gratitude'.126 The rose as a sign of Divine grace is also the 
basis of the post-Koranic legend according to which the pyre into which 
Abraham was cast, turned for him into a rosebed, 'cool andpleasant' (Sura 
21/69); and Rumi, like every Persian poet, has not hesitated to apply this 
beautiful story to the state ofthe perfect lovers who are saved, in the midst 
of the fire of worldly afflictions, by the Beloved who can transform aflame 
into a rose, a rose into a flame.  

At the end of the oft-recited story of the lover who after a year's separation 
was transformed into his beloved, the loveris addressed by the beloved  

Come, enter the house, O you completely I, 

no longer opposing each other like rose and thorn in the garden!127  

Rose and thorn are generally considered to be enemies, but both belong to 
the same plantwhy should they fight?128Rumi has often pondered upon the 
strange relation of rose and thorn in which God's Beauty and Wrath 
manifestthemselves. He asks the rose to send away the thorn, but the flower 
answers that it has become sanctified by performingmany 
circumambulations around its face.129 Both are inseparablethe thornlike 
lover in all his destitution belongs to therose-like beloved.130 Even more: 
the thorn boasts of its sharp weapon by which it protects the lovely rose 
against thehost of its enemies.131 The rose, touched by the faithful 
behaviour of this thorn,132 bestows grace upon it, and thuseven the thorn is 
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transformed into a rosebed, thanks both to its faithful adherence to the rose 
and the endless kindness of the Divine flower.133 (In the hand of the sinner, 
however, every rose turns into a thorn.)134 He who has realized thesecret of 
Unity, can no longer distinguish between rose and thorn;135 for in the 
cypress-garden of Hu 'He' the thorn loses its base qualities and opens like a 
rose:136 God grants the naked thorns a gala dress of roses.137 Thus, the 
saintsand initiated who see everything with the eye of unity apprehend the 
All (koll) from the atom, and the rose (gol) fromthe thorn . . .138  

Rumi has used this pun on gol and koll several times; it is particularly 
appropriate, since every rose gives, by its very scent, news of the mysteries 
of the Whole, carrying at least aslight fragrant message from the rosegarden 
of Union. 139 Thus the rose (like all the flowers in the garden) remindsman 
of the Garden of Paradise, of creation and resurrection; it allows a first 
glance on Divine Beauty, and hides thisbeauty again with a colourful veil:  

The remembrance of rose and nightingale and the lovely (inhabitants) of the 
garden 

Is all pretextwhy does He make it? 

It is the jealousy of love-otherwise the tongue comments upon the graces of 
God . . .140  

<><><><><><><><><><><><>  
Do they not look at the camel, how it was created . . .?  
 

Imagery Inspired by Animals  

No one who has travelled in Anatolia will forget the long rows of camels 
lined up along the road, carrying their heavyload from the Salt Lake to the 
city, or bending under the burden of grass, straw, or wood. Mentioned in the 
Koran as asign of God's creative power, this animalso familiar to the 
medieval Muslimbecame a favourite symbol for Mowlana*Jalaloddin*.  

The Prophet said: Know the faithful as a camel, always intoxicated by God 
who leads it as the camel driver. 

Sometimes he puts a mark on it, sometimes he puts fodder before it, 
sometimes he bends its knees, bends them prudently. Sometimes he opens 
its knee for the camel's dance, until it tears its mehar* (the piece of wood 
put in the camel's nose through which the leading rope goes), and it is 
bewildered.1  

These lines summarize Rumi's approach to the patient animal which is so 
similar to man:  

Although I am of crooked nature, yet I lead towards the Ka`ba like the 
camel . . .2  
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The human body, too, may be compared to a camel whereas the heart itself 
is the Ka`ba.3  

The poet is the naqat* Allah, God's she-camel which, like Saleh's* she-
camel in the Koranic story (Sura 7/70 ff.)performs miracles and dances 
upon wild roses and carnations. 4 When the faithful hear the sound of the 
spiritual leader's voice,they start their journey towards the Ka`ba of truth, 
intoxicated by his sweet songclassical Arabic tradition has often toldstories 
about camels which died from excitement when listening to the lovely voice 
of the hadi*, the driver.5 Rumi can, hence, interweave the camel-motif with 
that of the spiritual journey, and that of sama`, mystical music and dance. 
Theintoxicated camel which tears the rope of intellect6 and its dance belong 
to his favourite images, denoting the mysticwho, out of himself, hurries 
towards the beloved. For:  

Whereas intellect still seeks a camel for the pilgrimage, 

Love has already gone to the hill Safa* (purity).7  

Our poet realistically describes the animal, chewing its rope8 and, like 
himself, eating only the thorns which God givesit, even though it were 
grazing in the garden of Iram.9 He sings in a light rhythm (ramal mosaddas 
with a strong stresson the third syllable) as if he were dancing:  

O you in whose hand the mehar* of the lovers is,  

I am in the midst of the caravan, day and night, 

Intoxicated I carry your burden, unwittingly, 

I am like the camel under the burden, day and night . . .10  

And thus he walks to the resting-place where he is free from both just and 
tyrannical people,11 or runs towards Tabriz,the spirit being the camel, the 
body the chain.12 Grief and joy, too, resemble two camels which are led by 
the beloved'sreins.13  

Rumi gets his audience interested by telling them:  

A camel went up on a minaret and cried; 'Alas! 

I am hidden hereplease don't reveal me!'14  

and then explains this incredible event:  

The camel is the lover, the top of this minaret is love, For all the minarets 
are perishable, but my minaret is eternal.  

The camel on top of the minaret designates something very conspicuous,15 
something strange to which people pointwith their fingers16and that is what 
happens to the poor lover. In a variation of a well known saying Rumi again 
tells: When you make a house for the chicken,the camel does not fit into it, 
since it is too tall. 
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The chicken is reason, and the house is this bodythe camel is the beauty of 
your love with uplifted head andstature. 17  

And he elaborates this very idea by telling the story of the poor hen which 
invited a camel into her humble den and wasdestroyed . . .18 Rumi alludes 
also several times to the evangelical-Koranic parable of the camel and the 
needle's eye(Sura 7/40):19 here, again, love is the camel which does not fit 
into the narrow hole of human intellect. He tells the littlestory of the Kurd 
who had lost his camel, and finding it again in clear moonlight, thanked the 
revealing moon;20 and hecompares those who try to describe the Divine 
Essence to well-meaning people who give a Bedouin an 
approximatedescription of his lost camel'and you know that the signs are 
wrong'.21  

The soul-camel is described best in the touching verses which speak of the 
herdsman who takes the animals every nightinto the pastures of Non-
Existence, where they graze on the greenery of Divine gifts, with their eyes 
bound so that theycannot recognize the Divine Path on which they walk 
when the body sleeps.22  

There are a few other images which do not match the general tenor; for 
Rumi's imagery is always ambivalent, and thesame image can be applied to 
completely different realities. Thus, the poet may see himself as a camel 
ready to besacrificed;23 the camel-once compared to the bodycan represent 
the base faculties as in the story of Majnun who tried todrive his camel 
towards his beloved whereas the animal always returned to its kid: thus, 
reason seeks the way towardthe beloved, and the instincts are bound to their 
earthly relations.24  

And in one of his poems which starts with the description of the Beloved, 
guiding the soul-camel by its nose-ring, hecloses his musing with the 
charming little joke:  

The first line of the ghazal was a camelthat is why it became long; 

Do not expect shortness from a camel, O my sober King!25  

Rumi's camel-imagery is typical of his whole poetical approach to mystical 
truth. Not only the animal fables as found inKalila va Demna but everyday 
life in Konya inspired him to give animal-symbolism an amazingly large 
room in his poetry.  

He saw the signs which God had put into the world, and interpreted them. 
He saw the animals in the stable telling eachother proud stories about their 
ancestrythe ram remembers that he had shared the pasturage with Ishmael's 
sacrificialram; the ox was yoked together with Adam's ox when he began to 
plough the earth; but the Bactrian camel needs noteven a historical date 
since it is so high and impressive . . . 26 And he heard the poor little 
gazelle's sigh when the hunterhad put her into the donkey's stable. . .27  

Rumi is aware that Wolf and rooster and lion know what love is He who has 
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no love, is less than an ass . . .28  

The comparison of human beings not touched by love with animals is 
commonplace in Sufi writings; the mystics couldrely upon the Koranic 
verdict that many people are 'like animals, nay, even more astray' (Sura 
7/179). In Rumi's poetry,the cow or ox symbolizes the body or the carnal 
soul which has to be slaughtered,29 and those who 'worship fodder' 
arecomparable to the cow and will die like asses.30 The story of the golden 
calf which induced the Israelites into idol-worship may have added to the 
negative aspect of these comparatively rarely mentioned 'stupid' bovines. 
Yet, even suchanimals are sometimes more intelligent than humans:  

Would the cow eat from the hand of her future murderers, or give them 
milk, if she knew what her end will be?31  

Man, however, though aware of death, refuses to draw the consequences. 
Divine grace can elevate the bovines as well:  

When Thou transformest animal and cow into humans, it is no wonder,  

Since Thou changest the excrements of the cow in water into amber.32  

The strange animal commonly known as the sea-cow becomes, thus , a 
symbol of the lower soul, the nafs ammara*, which is transformed, by 
Divine grace, into the 'soul at peace', the nafs motma'enna *.33 

That the pigritually unclean in Islamshould become a symbol of the lowest 
qualities in man, is but natural, and is nottypical only of Islamic imagery. 
Sensual dirty pleasures are attributed to this animal, and man is rather a pig, 
dog, assand cow when following his lusts.34 Sana'i* and `Attar* had 
visualized the grave sinners transformed into pigs at theday of Judgment,35 
an idea to which Rumi alludes.36 He mainly connects the pig with the 
Europeans, the ferangi who have desecrated and defiled the holy city of 
Jerusalem with their pigs (a reminiscence of the Crusades).37  

Rumi is, at times, convinced that everything is bound to return to its origin, 
and that outward changes can not modifythe innate character of man:  

Even if a pig would fall in musk, and a man into dung, 

Everyone goes back to his own origin from (these outward) provisions and 
dresses.38  

Yet, at other times he believes that the leather bottle filled with spiritual 
wine is so potent that even the pig can reach aplace superior to the Lion of 
the Sky (the zodiacal sign Leo) from trying one sip of this wine.39  

The goat is used in a proverbial setting still common in Turkey:  

If one would become a man by virtue of beard and testicles, every buck has 
enough hair and beard!40  

The setting of rural Konya is reflected also in the negative allusions to the 
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wolves as they are still found in Anatolia; theKoranic story of Joseph and 
the wolf has, of course, contributed to the images in which the nafs,41 or 
sensual lust,42 and even separation43 are compared to a ferocious wolf. 
Only those who trust the shepherd, the Eternal Beloved, willfind safety 
from the ruses and claws of these animals. Did not the Prophet say that 
every prophet was, for a while, ashepherd tending his flocks before he 
became a shepherd of men?44 Hence, the image of the good shepherd is 
extendedto the Beloved.45 From this idea, Rumi develops the 
eschatological hopeso often expressed since the times of Israel'sprophetsthat 
'wolf and lamb will lie together': when the kindness of the King will 
manifest itself, eternal peace willreign; peace will be between fire and 
water, and the wolf will nurse the lamb; 46 for the Beloved enchants flock, 
wolf, and shepherd together.47 

 

In an impressive and unique image Rumi compares thought (andisha) to a 
forest in which hundred wolves run to catchone lamba hopeless and useless 
affair, not fitting for him who is intoxicated by the One who gave him 
thought.48  

Other animals as found in the steppes are not so frequently met with in 
Rumi's poetrythe hare plays a prominent role ina story taken from Kalila va 
Demna where it represents the base soul.49 Lovely is the story of the jackal 
who went intoa dyer's shop and then revealed himself to his astonished 
colleagues as a peacock, and the jackals, in amazement,gathered around him 
'like moths around a candle'.50The fox is, as always in literature, the 
prototype of cunning, wellaware of the danger of life:  

A fox saw a tail in the meadow and said:  

'Never has one seen a tail without a noose in the grass . . .'51  

Generally,though not as often as in later Persian poetrythe fox is contrasted 
with the brave lion. But even this animalcould induce higher inspiration: it 
is told that a salesman came to Rumi to sell a fox, and the Turkish name of 
theanimal, tilku, made the mystic exclaim del ku? 'Where is the heart?', 
words, by which he immediately started a newghazal.52 We have no reason 
to doubt the truth of this story which is fully in tune with the reactions of 
medieval, andeven modern, Muslim mystical poets.  

The mice run through the granaries, and are comparable to those who stay 
in the dust of this world for the sake of food,intoxicated by cheese, pistachio 
and syrup,53 instead of leaving this material world like birds.54 Those who 
silently tryto steal some 'spiritual morsels' are blamed because they 'make 
their way towards the kitchen in the dust, like mice'.55  

Mice are generally similes for unintelligent people in the fables of the 
Mathnavi: whether the mouse (nafs) falls indesperate love with a frog,56 or 
leads a camel and then shuns the water which was shallow for the camel, 
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but as deep asan ocean for the tiny creature . . .57  

Where there are mice, the cat is not far. Rumi has included many cats into 
his poetry, though not always favourably.There is the famous story known 
from Nasreddin* Khoja, that a wife told her husband that the cat had eaten 
the meat for dinner: the man weighed the cat and, finding it exactly thesame 
weight as the meat, became perplexed:  

If this is the cat where is the meat?  

And if this is the meatwhere is the cat? 58  

This deliberation leads to a discussion of the relation between body and 
spirit . . .  

'The cat dreams only of (sheep's) tail' says the poet ironically when telling 
the story of a Jew who claimed to have beenblessed by a vision of Moses in 
his dream.59  

The cat is generally mentioned as the enemy of the mice; that is why God 
has created this animal;60 the mice may be asnumerous as the stars, the cat, 
like the sun, will never be frightened by them.61 When the house of religion 
is pierced bythe mice 'envy', these will flee as soon as they see the cat's 
tail:62 the cat is the police-master63 and, as such, therepresentative of the 
Universal Reason that keeps the world in order.64 But if the cat sleeps and 
the mice eat holes intothe box, the cook will put both in a bag and cast them 
in the fire to punish them, since the mice have transgressed theirlimits and 
the cat has neglected her duties.65  

The cat can also be an image of the hypocrite who feigns fasting in order to 
catch more reward66that is the story of the'pious' cat who, dressed as an 
ascetic, tried to seduce the mice. Their qebla is either the mouse-hole or the 
top of theroofaccording to the way in which they catch their prey.67 And 
death can be compared to a cat which suddenly jumpsupon her prey, illness 
being its claw;68 likewise heaven and earth produce in their marriage 
children whom they devouragain, like cats which eat their kittens.69  

These images are not novel; they offer themselves to everybody and are 
partly elaborated from proverbial sayings. Butnow and then Rumi invents 
strange similes. He sees the branches in spring:  

like a cat each of which has taken her kitten into her mouth why do you not 
come to look at the mothers in the garden?70  

The soul 'licks its lips like a cat' remembering the taste of the Beloved;71 
and when Love comes, grief chirps like amouse in the claws of the cat.72  

The soul is a cat, producedas legend saysfrom the lion's sneezing; but once 
this cat miaows, even the lion trembles. 73Born from such a noble animal, 
the poor soul-cat is imprisoned in the bag (anban*) 'world': this connection 
is frequentin Rumi's poetry.74 Now and then, interrelations between this 
bag and the mysterious bag of Abu Horeyrah are madethename of the 
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companion of the Prophet 'Kitten-father' could invite poets to such plays of 
words which were sanctionedeven by prophetic tradition.75 Rumi uses the 
image very realistically: when the cat 'lower soul' says 'miaow' it will beput 
in the bag;76 and his heart is, in the hand of love, like a cat in the bag, now 
low, now high.77 But eventually catsand mice go together into the bag 
Eternity.78 Yet, there is still hope for the poor creature:  

Yesterday His kindness asked me: 'Who are you?' 

I said: 'O Soul, I am the cat in Thy bag!' 

He said: 'O cat, good tidings for you, 

For your King will make you a lion!'79  

Strangely enough, more than the cat, the Prophet's favourite animal, it is the 
'unclean' and lowly dog that is used as asymbol in Persian poetry. There are 
many different shades in the dog's relation to humans. Inserting a well 
knownproverb, Rumi alludes more than once to the dogs which bark while 
the moon,80 or the caravan, continues its waywithout being disturbed by 
their noise;81 the dogs of the world can neither sully the radiant purity of 
Eternal Beauty,nor threaten the caravan of hearts on its ways towards God.  

The dog is, first of all, an animal connected with the world:  

The world is a carrion, and those who seek it, are dogs,82 says a hadith* 
often repeated by the early ascetics of Islam. It is the typical animal 
representing the greedy lower soul83which was even seen by some early 
Sufis in the shape of a black dog accompanying its owner.84 Man's 
inclinations arelike sleeping dogs which awake when some carrion is 
brought: incited by the trumpet of Resurrection which is, in theircase, 
greed.85 We really see the half-starved Anatolian dogs when looking at 
Rumi's descriptions: as the dogs feed ontripes and dung86 and enjoy it, 
waving their tails, common people are bound to disgraceful wordly 
pleasures; smellingfried meat they run for the pot,87 and when you throw 
some bread before them, they first sniff and then eat it 88 (later, Rumi adds 
'the dog sniffs with his nose, we with our intellect')89  

They come, running after the broth90 or breadwhy should man exhaust 
himself for a crust of bread? On the other hand,Rumi has told man not to sit 
in indolence waiting for a Divine gift, be it material or spiritual nourishment 
after allyou are not less than a dog which is not content to sleep in the ashes 
and say 'If he wills, he will give me bread of himself', but entreats and wags 
its tail. So you do wag your tail and desire and beg of God . . .91  

And Sepahsalar* tells that his master Mowlana* Jalaloddin* did not drive 
away a sleeping dog from his way but ratherwaited until the poor creature 
got up . . .92  

We hear the terrible barking and howling of dogs in the Anatolian villages 
at nightbut that is meant to scare away onlythe hermaphrodite: the true 
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spiritual rider, the perfect lover, could not care less for this noise;93 still, we 
will certainlyagree with Rumi who blames these ugly and repellent 
sounds.94 From here, a connection with the lovers who enjoybeautiful 
voices which inspire them to mystical dance, is easily possible:  

If you deny the sama* of the lovers, then you will be resurrected at 
Doomsday with the dogs!95  

Jalaloddin* knew, however, that the kalb-e mo`allam, the well-trained 
dogeven though he can never deny his wolfishnature96is indispensable for 
the shepherd and the hunter;97 for he awakens the shepherd in times of 
danger.98 TheTurcomans have extremely vicious dogs, but their children 
can pull their tails,99 since the animal is acquainted withthem. In a lengthy 
tale, Rumi has compared the Turcoman watchdog, which has to be driven 
away with a formula forprotection, to Satan who sits at God's door, 
threatening the wayfarers unless they send him off with the word 'I 
seekrefuge by God . . .'100  

However, even this despised animal remains at the 'door of fidelity',101 if 
you only give him some bread.102 Rumi doesnot yet indulge in the fashion 
of praising the dog of his beloved's street, envying that wretched cur and 
kissing its paws(as Majnun did with Leyla's dog,103 and as Jami* has done 
hundreds of times in his poetry). But he respects the faithful animal, best 
represented in the dog of the Seven Sleepers: by staying with his masters in 
the cave, this dog becameendowed with almost human qualities; 104 he is, 
thus, the model for the man who, through keeping company withsaintly 
persons and mainly with the mystical guide becomes purified and reaches a 
state formerly unknown to him.Then, as Rumi points out by ingeniously 
changing the proverb 'A wakeful dog is better than a sleeping lion':  

A loving dog is better than sober lions!105  

This imagery serves Rumi perfectly to illustrate one of his central theories, 
e.g. that man can become a new creaturethrough love:  

And the heads of all the lions in the world are lowered, since a hand was 
given to the dog of the Seven Sleepers, (e.g. since God showed His grace to 
this animal).106  

The nafs and its education can be symbolized as horse or donkey as well. 
The 'restive horse'107 offered itself asfavourite image to the early Sufis: the 
nafs has to be trained properly in order to carry its owner towards the 
goal(although even the best trained horse is of no avail for reaching the 
Shah: only by giving up one's horse may one attainto his Presence).108 The 
hals-horse has to be beaten109 and taken under the rein of faith and 
reason,110 and the burden of patience and gratitude must be put on its 
back.111 The princely rider (shahsowar*) who marvellously directs 
thesteed of his instincts is a fine image of the Perfect Man, or the Beloved 
par excellence.112 And in this lofty state theperfect lover may even pass 
beyond the two horses 'day' and 'night'.113  
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The animal which occurs most in this connection is the ass, which chews 
zhazh* i.e. talks nonsense.114  

The renegade (monkar) is for your eye a blow like an ass's head(=scare-
crow) in the midst of a rose- 

garden.115  

For a moment, the poor ass may serve as the model of the faithful who 
patiently carries everything God puts on hisback.116 In general, however, 
Rumi delights in telling stories of people who lost their donkeys:  

Where is my ass? Where is my ass? For yesterday, woe, died my ass . . .117  

This lost or dead ass turns, then, again into a symbol of the base soul at 
whose death or loss man should rejoice ratherthan complain. For  He who 
let the donkey go due to his drunkenness, has no grief of pack-saddle and 
crupper! 118  

Perhaps one should read under this aspect the amusing story of the Sufi 
whose donkey was sold by his Sufi brethren inorder to procure the 
sweetmeat required for a musical party . . .119  

The donkey which gets stuck in the mire, resembles intellect in its attempt 
to explain love;120 and is not man, unawareof himself, like a person sitting 
on a donkey and asking: 'Where is the donkey?'121  

Time and again Rumi advises the vulgar to join the company of asses, 
describing in amusing and often outrageousdetails how these animals gather 
on the pasture ground.122 But the donkey, stupid as it may be, still gets 
used to itsdriver, knows his voice and recognizes the way he binds and 
feeds it:  

It has eaten from his hand nice fodder and good water strange, strange, that 
you have not got such a relish from God!123  

If even the unintelligent beast can recognize the servant who feeds it how 
much more should man be grateful to theEternal Nourisher!  

The donkey is very often connected with Jesusox and ass stood at his 
cradle, and out of modesty he rode to Jerusalemon a donkey. Thus, 
'Jesusdonkey' is a firmly rooted topos in Persian poetry, particularly used by 
Sana'i* from whomRumi takes some verses almost verbatim.124 The 
images point to the contrast of the animal soul and the spiritualmaster: Jesus 
is intoxicated by God, his donkey by barley,125 and:  

When you have reached Jesus' village, don't say anymore 'I am a 
donkey.'126  

Jesus' spiritual wine can even produce two wings for his donkey127 so that 
he (we extend the comparison) resemblesBoraq*, Mohammad's* winged 
steed. This is the mysterious power of love, for the donkey is generally 
'human nature'which remains earthbound:  
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Jesus, son of Mary, went to heaven, and his donkey remained below; We 
remained on earth, and our heart went up to the higher side . . . 128 for its 
final station is Heaven, not a stable.129 

He comes running towards Mary, if he is Jesus, and if he is a donkey, let 
him smell donkey's urine.130  

This foul imagethe smelling of the donkey's excrementsis common in 
Rumi's poetry;131 and to this category belongalso the verses which speak of 
the kun-e khar, lit. 'the ass's arse' and then also 'unworthy person'.  

Far be the dog's eye from the lions' banquet! 
Far be from Jesus' cradle the kun-e khar!132 
 

He who kissed the kun-e khar 
how could his lip be worthy of the sugar-kiss of the Messiah?133 
 

It is slightly embarrassing to see how often this image occurs in Rumi's 
verses. He has not invented it; already Sana'i*was fond of the expression. It 
is from him that Rumi has almost verbatim taken over the beginning of his 
description ofhow he did everything wrong:  

I called the kun-e khar 'Nezamoddin*', 
I called the dung precious amber; 
In this stable 'world' out of foolishness 
I called every excrement (chamin) a meadow (chaman)134 
 

a poem which leads us back to the old Sufi imagery of the world as a 
dunghill which only the mean visit and appreciate.For how would the call to 
prayer come from the plectrum of the kun-e khar?135  

Another story, inspired by Apuleius' Golden Ass, about the love-making of 
a maid with an ass of her mistress, servesRumi to allude to the deepest 
mysteries of initiation . . . for the donkey, here, is 'the animal soul which 
becomes manifest in the resurrection in this shape'136 again an idea 
borrowed from Sana'i*.  

Another animal from the same family had better luck than the poor donkey: 
it is the mule Doldol, 'Ali's riding-animal.In a fine pun (tajnis-e za'id*) 
Rumi has connected this noble white mule with the human heart: del 'heart', 
becomes a doldol when written twice.137 The heart which can be called 'the 
lion of God', comparable to 'Ali, is of necessityconnected with Doldol.138  

Jesus' donkey could become winged through the power of lovebut the 
veritable animal of love is Boraq *, the wingedsteed which carried the 
Prophet into the Divine Presence.139 It is always contrasted to the ass 'base 
faculties' and thehorse 'intellect' which is, in its presence, only a wooden 
horse, a children's toy. Why should man remain a donkey-driver, 
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(kharbanda) instead of becoming God's slave (khodabanda*) and mount the 
Boraq* 'Love'?140 (thekhodabanda* in this connection is certainly meant 
as an allusion to the expression `abduhu 'His servant', which occurs at the 
beginning of the Sura that speaks of Mohammad's* heavenly journey, Sura 
17/1). Why not leave the donkey'outward body' when the kingShams-e 
Tabrizrides the swift Boraq* 'Love'?141 Only this Boraq* and the help 
ofGabriel, can bring man to the stations which the Prophet passed in his 
way towards God.142 And Rumi heaves a sigh inone of his little ghazals:  

From my satin-like bloody tears one can make a covering for the Boraq* 
'Love' . . .143  

The horse knows the roar and the smell of the lion,144 and contrary to the 
equines which in general represent the lowerfaculties of man, the lion is the 
almost unchangeable model of the holy man: was not 'Ali called ''God's 
Lion"'?  

The lion of this world seeks prey and provision, the lion of the Lord seeks 
freedom and death.145  

The Sufi, striving for perfection will follow his example; he is 'in immediate 
communication with the jungle ofGodhead',146 and the souls of these 
spiritual lions are united in God whereas the souls of wolves are 
separated,remaining in this external world.147  

It is typical of the strength of Rumi's love-experience that he often 
compares Shamsoddin to a lion or a panther whodwells in the forest of the 
lover's soul.148 He is the master of all lions:  

I see a caravan of lions like camels, in whose noses is His nose-ring . . .149  

Identified with the beloved, the lover no longer hunts hares, partridges and 
gazelles;now, male lions lay with loweredheads before his lasso.150  

Rumi alludes so often to the 'lion in the box' that we may surmise that 
sometimes lions were brought in cages to Konya: 151 the lion 'soul' wants 
to break the box 'body',152 but even though he be in fetters, he is still the 
master of allthose who enchain him.153  

Not only the Perfect Man, the Beloved, is a lion, but love itself is voracious: 
in grand and haunting verses Rumidescribes the black lion 'Love',154 
bloodthirsty and wild, who lives exclusively on the blood of the lovers.155 
Whenthis lion roars, the whole flock 'grief' runs into the desert, trembling 
like a fearful prey.156  

The weak hare is often contrasted with the powerful lion, just as the 
cunning fox is opposed to the majestic lion.157 Butone of the strangest 
comparisonstaken over from Sana'i*158is that of the blood-drinking wild 
lion and the meek, tamecheetah (yuz), who is said to live on cheese, even on 
rotten cheese. This idea evades explanation so that we can onlyguess that 
the poets allude to a story unknown to us.159  
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The lion and the gazelle, or muskdeer, are often mentioned togetherthe 
latter shy animal from Turkestan or Tibet,160famous for its navel filled 
with musk can represent, like the lion, the soul or the 'inner meaning'. Thus 
strangecombinations are sometimes invented by the poet:  

What a gazelle am I that I am the guardian of the lion?161  

Though the lion on the worldly plane usually hunts gazelles, the spiritual 
lion with his live-giving Jesus-like breath isdifferent:  

He takes the image of a gazelle and breathes into it and makes it a real 
gazelle!162  

The eschatological significance of the advent of the Beloved is seen again 
in the peaceful communion of panther andgazelle: they shout together Ya* 
Hu 'O He!163the words of the intoxicated dervish; and the rhyme ahu* 
'gazelle' andyahu* enabled the poet to insert this combination several times 
in his poetry.164  

The noble gazelle which feeds on jasmine, carnations and roses can produce 
musk and thus become a symbol of thegnostic who feeds on Divine Light in 
God's garden to bring forth beauty,165 and the Beloved, grazing on wild 
roses andlotos, is addressed:  

The whole desert became roses and arghowan * from that one moment that 
Thou hast breathed in the desert! 166  

Turning back once more to the lion, we should remember that Rumi alluded 
also to the 'secondary lions', as we may callthem: the lion embroidered on 
the flag, dancing in the air167 is a sight well known to the poets since at 
least the mid-eleventh century: the Lion of the Sky, the zodiacal sign Leo, is 
usually thought to be under the rule of the spirituallion,168 weak like a 
mouse before him.169  

Rumi varies in this connection also a verse by Motanabbi:  

When the lion shows his teeth do not think that the lion smiles! Even when 
he smiles, don't be secure: he will be more bloodthirsty . . .170  

The last of the big animals occurring in Rumi's as in other poets' verses is 
the elephant. He was known to the Muslimsfrom Sura 105 in which 
Abraha's siege of Mecca is described: the elephants of the enemy were 
miraculously killed bythe ababil-birds* (symbols of the true faithful).171 
Thus, the elephant becomes, first, a symbol of the body or the 
lowerqualities which are subdued by the lion 'heart' or the miraculous soul-
birds. Even the powerful will be destroyed bysurprise, or killed for the sake 
of their wealth: in the elephant's case, for his ivory.172  

Rumi knows the old tale according to which the karkaalann,173 the 
rhinoceros or unicorn, kills the elephant by liftinghim upon its huge horn. 
He could see this scene every day represented on a stone freeze in the wall 
of the castle ofKonya.  
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If you became an elephant, love is a unicorn!174  

But when eschatological peace reigns thanks to the power of the Friend  
elephants become the companions ofunicorns.175  

Rumi knows almost innumerable ways to describe the soul's longing and the 
moment of illumination when the heart,lost in the sleep of heedlessness, is 
suddenly reminded of its original home. One of them is that of the elephant 
who seesIndia in his dreamnot invented by him, but already in use in 
Khaqani's* and Nezami's* poetry. Yet, in Rumi's work, thebeautiful image 
takes a central place:  

The elephant who yesternight saw India in his dream leapt from his fetters 
and who has the strength to keep him? 176  as he asks in one of his 
quatrains. He never tires of repeating this marvellous experience of the 
'vision of home' whichis, however, granted only to the spiritually strong:  

One has to be an elephant to see the land of India in one's dream A donkey 
does not see any India in his sleep;177  for he does not even know that such 
a country exists. Therefore his dream is connected in the Mathnavi with the 
greatSufi-leaders: Ibrahim ibn Adham broke the fetters of his worldly 
kingdom and returned to the spiritual Hindustan,178and Bayazid* Bestami* 
encountered Khidr, just as the elephant sees, all of a sudden, 
Hindustan.179In his lyrics Rumisometimes speaks of sleeplessnessthat is 
the state which befits the intoxicated elephant who has seen the vision of 
hisnative country, and enters the 'passage to more than India . . .'  

<><><><><><><><><><><><>  

Legend tells that Rumi one day wanted to meditate at the side of a pond but 
the frogs disturbed him by their noise. So headdressed them: 'When you can 
say something better, then talkotherwise listen!' And for a long time no 
croaking offrogs was heard in that area . . .181  

This little story shows that his interest was not restricted to the big animals 
but embraced everything created. For usingeven the smallest insects in his 
imagery, he had Koranic sanction: had not the Holy Book mentioned the 
bee and theants as models of God's creative power and inspiration?  

The bee, feeding on pure thingslike the believer who is nourished by Divine 
lightpossesses a house full of honey;182since 'Thy Lord has inspired the bee 
. . .' (Sura 16/68) the house of its revelation is filled with sweetness; and 
thanks tothis Divine gift the bee, in turn, fills the world with honey and 
candles.183 If this small animal can do such wonderfulthings, how much 
greater is the influence of Divine inspiration upon man! Therefore, the 
world can become filled withsweetness and light by the inspired saint.  

The body may be a beehive in which the wax and honey of  God's love are 
stored. The bees are our fathers and mothers; although they are only a 
means for our life, they are tendedby the gardener who also builds the 
beehive. 184 The comparison of the world to the bee's hexagonal cell was 
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all themore apt, since the created world was usually described as a cube in 
which man is kept.185 But man in spite of thetreasure of honey he 
possesses, often complains, like humming bees,186 and his breast can 
become restless and full ofturmoil like a beehive for:  

The heart has sipped from the friend's nectar every night . . .187  

The movement of the bees is reminescent of the sama*188 Indeed the 
'dance of the bees' is used as a modern scientific term to denote this 
movement.  

As to the mosquito, it is mainly known in Muslim legend as that insect 
which caused Nimrod's death, and as such, asign of God's way of destroying 
the mighty tyrant by seemingly small causes. Rumi compares the intellect 
which isuseless in the cold storm of love to a helpless mosquito;189 he also 
knows the colloquial expression 'to bloodlet amosquito in the air' for useless 
intellectual work or excessive greed.190  

Ants are connectedfaithful to the Koranic revelationwith Solomon. They 
depend upon his gracethe grace of theBeloved191or are frightened when the 
army 'mystical dance' announces the arrival of the Solomon 'Love':192 
tinyearthbound souls, afraid of the power of enrapturing love. They are also 
the first messengers of spring when theircaravans are called to come out of 
the dust which does not know of spring yet.193 Rumi does not fail either to 
apply thetraditional pun mur, 'ant', and mar* 'snake', in his teachings; the 
ant 'lust' becomes like a serpent once one getsaccustomed to it, and should 
be killed before it develops into a dragon. But who would not claim that the 
serpent in hishead is in fact only a tiny innocent ant?194  

Whoever has travelled in Middle Eastern countries will certainly 
appreciatethough not like!Rumi's comparison:  

They fell at the door thronging each other like insects in fetid sourmilk . . 
.195  and the lovers fall like flies from honey into the bag with butter 
milk.196  

Since the beloved, or his lip, is always described as extremely sweet, the 
lovers, or the longing hearts, will gatheraround him like flies around the 
sugar 197what does it harm him, when one or two flies fall from the 
confectioner?198Yet, the Beloved can give even the fly the glory of the 
Anqa*, the mythological Phoenix199 (the combinationflyPhoenix is rather 
common in Rumi's poetry). For the fly is an image of the human soul which 
can grow into awonderful angelic being and reaches annihilation and peace: 
when it falls in honey, no movement of its single partsremains; it is 
perfectly collecteda 'soul at peace' in the sweetness of union.200 And when 
flies fall into sourmilk, nodifference remains between them either:  

The fly 'spirit' fell into the sourmilk 'Eternity' neither Muslim nor Christian, 
neither Zoroastrian nor Jew (remained). Now say! The word is the fluttering 
of that fly, and they can no longer flutter when going down into the 
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sourmilk!201  

In the unity of the eternal God, men are no longer distinct; they no longer 
have any power to express their divergentviews, since they are drowned in 
the element for which they have yearned.  

The spider resembles the selfish person who does not know anything 
besides enjoying and boasting of his own art,without attributing the true art 
to God.202 Lust which spins veils before the soul, is again a spider,203 and 
in one of hisfinest verses Rumi compares the soul which weaves a net from 
its own thoughts and plans to the spider whose house,woven from its saliva 
('the weakest of all houses', Sura 29/41) is soon destroyed, whereas the 
fabric God weaves by Hisplans, re-maim in eternity.204  

Even different species of worms serve Rumi to describe man, who sits in 
the midst of his prison of filth and is veryhappy there without knowing the 
outside world;205 for if the worm in the wood would know that there are 
blossomingtwigs in spring, it would be 'reason in the shape of a worm'.206 
The silkworm, on the other hand, is sometimes cited asan example of 
Divine Grace: from the storehouse of God's kindness he gains the power to 
produce lovely silk:207  

 

When the worm eats leaves the leaf becomes silk we are the worms of love, 
for we are without the leaves (provision or sorrows, barg) of this world. 208  

Yet, the same animal can also serve as a symbol of partial human reason 
because it is fond of exhibiting its art, e.g. theproduction of fine material, 
which should be attributed to the true artist, God.209 It will die in the 
garment which it hasproduced itself, unable to escape from its silken prison, 
just as worldly people are lettered by their love of silk andprecious 
things.210  

Completely differentand perhaps inspired by a sight in the gardens of 
Konyais Rumi's idea that Love is a worm whichappears in a tree to eat it 
completelya worm which does not leave Joneyd or Baghdad but devours 
everything.211  

And grief is a scorpion which can be dispatched only by a certain spell 
written in the street of love.212 Similarly thesensual appetites may be 
compared to locusts which live in the dust 'body' and eat the seed . . .213  

The bat occurs frequently in Mowlana's* versesmainly in the Mathnavi: for 
it well represents the ordinary benightedhuman thought which does not 
understand, nay even dislikes Shamsoddin: as the bat denies the existence 
of the sun, orhates it, common people deny and hate the Sun of Truth.214 
However, they cannot be called enemies of the Sun, but arerather their own 
enemies.215 Yet, even the bat is invited to join the great spiritual dance. It 
may dance in darknesswhereas the morning-birds stamp their feet till 
sunrisebut it will at least feel that the dancing movement comprises 
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thewhole nature from its lowest to its highest manifestations.216  

It would be surprising if Rumi had not used the image of the moth and the 
candle in his poetry:  

O lover, do not be less than a moth when would a moth avoid the fire?217  

 

Compared to the number of his poems, however, this image is by far not as 
often used as in later Persian poetry. Theallegory of moth and candle was 
known, in Islamic mysticism, at least since the days of Hallaj* who had 
given it itsclassical form in the Kitab* at-tawasin*; it was then, inherited by 
the later mystics to denote the grades ofapproximation to and annihilation in 
the light and fire of God?218  

 

The snake, again, is a nafs-animal, for the ugly snake to which you give 
milk now becomes a dragon which is by nature, man-eating. 219  

It is often mentioned in connection with treasures; for snakes are thought to 
live in ruins, and ruins are supposed tocontain treasures. Thus, if man kills 
the snake 'base soul' he will find the treasures of love; and the soul, finally 
deified,leaves serpenthood and becomes a fish, no longer creeping in the 
dust, but swimming in the paradisical fountainKowthar.220 The snake's 
annual skin-shedding induces Rumi to compare a superficial person to a 
snake which seems toconsist only of skins without marrow, of outward 
show without reality.221  

In most cases, the serpent appears along with the emerald; for according to 
Oriental belief, serpents and dragons can beblinded when they are made to 
look at an emerald.222 Thus, the serpent 'grief' is blinded by the emerald 
'love'.223 Theeye of the perfect saint can destroy everything worldly which 
is symbolized as 'serpent',224 be it wealth,225 the basesoul,226 and low 
qualities.  

The emerald 'Love' kills every dragon in the road227but love itself can be 
compared to a dragon, man-eating and stone-eating;228 if it is not 
compared to a crocodile which either destroys the boat 'intellect'229 or scars 
away man's sleep.230  

The crocodile, again, may represent this world, waiting with open mouth for 
its prey,231 or those insatiable lovers whowant to drink, like Bayazid*, the 
whole Divine Ocean,232 or else the greedy person whose mouth is never 
filled:  

Close your mouth in the ocean like the oyster how long will you sit with 
open mouth like a crocodile?233  

For the oyster is always praised for its perfect contentment which results in 
its mouth being filled with lustrouspearls.234  
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The ocean 'world' or the ocean 'God' is a common image; yet the fish 
imagerywhich is found already in the very firstchapter of the Mathnavi235 
is not used by Rumi too often; he adds little to the traditional comparison of 
the soul, or thedervishes as fishes in the ocean of God, or the ocean of love; 
separated from Him, they feel like fishes on the burning sand 236and how 
long can they stand this?237 

Fascinated by fiery rather than by watery images, Rumi has preferred to 
compare the perfect lover to the salamanderwhich sits in the midst of the 
firethe possibility to combine the samandar with the qalandar, the carefree 
perfect dervish(since both words have the same meter) must have made this 
comparison particularly attractive for him.238  

But the largest group of animals which appears in Rumi's work are the birds 
of different kinds and colours.  

The expression 'soul-bird'239 is still used in Turkey in common speech, as 
it was current in Persian in old times; theidea that the soul is a bird which 
flies away at night and at the moment of death, was known in the religions 
of mankindfrom time immemorial. The Koran has attested that the birds 
have their special language which is understood bySolomon (Sura 27/16)for 
the mystics, Solomon thus became the model of the sheykh, of the perfect 
saint who caninterpret the secret language of the soul, the language of 
inspiration which the common folk does not understand.240  

Rumi heard and understood the laud and praise of the birds in every 
place241here he often follows Sana'i* who hadwritten the lovely 'Litany of 
the Birds' where he interprets the different cries of the birds as words for 
seeking andpraising God.242 A few decades later, `Attar* composed his 
Manteq* ot-teyr* which has remained the standard source for bird-imagery 
in Persian literature since 1200. This story of the pilgrimage of the thirty 
birds who discover,eventually, that they, being si morgh, are themselves the 
Simorgh, is the most subtle and beautiful allegory of the unityof the 
individual souls with the Divine Essence.  

Thus, the bird-imagery was prefigured long before, and Rumi could use it to 
represent different human qualities. Hereagain he is indebted to Kalila va 
Demna and other tales. He muses extensively upon the Koranic word 'Take 
four birdsand slaughter them' (Sura 2/262)these birds are explained as the 
duck 'greed', the peacock 'eminence', the crow 'worldlydesire', and the 
rooster 'lust'.243  

The story of Adam's fall is seen as the faux-pas of a Divine bird,244 and the 
main weakness of birds is their greed forthe grain which is always hidden as 
a bait in a snarewas not Adam seduced by a grain of wheat?245 He is thus 
the prototype of the heedless bird who could be caught by a grain of wheat. 
Mowlana * therefore warns man time and again not tofollow any worldly 
attraction, any lust and appetite:246 they all hide a snare to capture him for 
ever in this world ofmatter, in this cage whence there is no escape. And 
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even if the immature bird would try to fly away, he would becomethe cat's 
prey.247  

Why do these captured birds not break their cage? The other, free, birds 
may fly around them telling about the beauty ofthe garden,248 just as the 
prophets and saints inform people about the happiness of Divine life; but 
they are tooweakonly in the state of intoxication might they be able to break 
their cages.249 And who knows whose voice reachesthe birds? The hunter 
may also learn to imitate their voices, to seduce them so that they fall into 
his snare250and suchan unhappy bird must be excused for he longs for the 
company of those who sing the same tunes as he: 'Birds of onefeather flock 
together'.251 Those with high ambitions follow the heavenly birds whose 
melodies sound familiar to them,reminding them of the lost rose garden, 
whereas the lowly ones are easily seduced by the sound of imitated voices, 
orfollow the ugly sounds of crows and ravens.  

Where should the bird 'sick heart' fly? 

Only the paradise of the beloved's face is his place . . .252  

Rumi speaks of the bird's egg: the lover's heart hurries out of the egg253 
after patiently waiting.254 He may also holdthat the bird 'good works' 
produces the egg which is Paradise which, itself, is the final cause of the 
bird.255 This is asuitable image to explain the mystery of resurrection when 
out of the outwardly similar eggs birds of different colourand size will 
appear. In a similar strain, Rumi sees the created worldearth and time as an 
egg, in which infidelity andfaith are the yolk and the white between which 
is situated 'a barrier which both cannot transgress' (Sura 55/20). Butwhen 
God takes this egg under the wings of His Grace, yolk and white disappear, 
and the bird 'Unity' is hatched.256Could there be any better place for the 
lover than under the wings of God where he becomes annihilated?257  

In addition to descriptions of birds in general there are then descriptions of 
the particular kinds of birdsfrom thenightingale to the raven scarcely a 
species is lacking.  

The nightingale, bolbol, had been the favourite bird of the lyrical poets 
since old times; the fact that it most comfortablyrhymes with gol, 'rose' 
made the classical combination of rose and nightingale even more popular. 
Both are connectedwith spring, both with love. The nightingale is the soul-
bird par excellence, since the rose is a reflection of God's glory,or of the 
face of the beloved. And the longing bird suffers from the thorns which 
surround the rose . . . Rumi invites thenightingale to come to the pulpit 
(branch) and to deliver a sermon about the beauty of the rose. 258 The 
nightingale isalso 'the head of the musicians',259 or can be connected with 
the bolbola, the long-necked bottle which makes a nicesound when wine is 
poured out of it during cheerful drinking parties in spring.260 It is the bird 
of intoxicated love:  

The cow does not know how to produce the cry of the nightingale, the sober 
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intellect does not know the taste of intoxication.261  

The nightingale can also be matched with Doldol, C Ali's wonderful mule:  

O you Doldol of that arena, how do you feel in this prison? and O you 
nightingale of that garden, how do you feel in the company of those who do 
not hear?262  

Both are here symbols of the lover who is imprisoned in the company of 
uncongenial souls.  

How beautifully the poet describes his own status:  

My heart became a hundred pieces, each one complaining, so that from each 
piece you can make a nightingale.263  

The adventure of rose and nightingale, so often recalled by Rumi (and even 
more by later mystical and non-mysticalpoets) is, together with that of moth 
and candle, a particularly fitting symbol of the eternal story of love.264 But 
the rosein its everlasting beauty cannot be described properlythe real topic 
of poetry, and of the whole Mathnavi, is the explanation of the nightingale 
who was separated from the rose.265  

It is the story of Rumi himself, separated from the eternal fiery rose 
Shamsoddin. And it is again his own story when he says:  

The nightingale of those whom He grants a mystical rapture has its own 
rosegarden in itself.266  

For the soul-bird eventually experiences his identification with the beloved 
who lives in his heart, and through whom helives and loves. Can the stork 
and the crane, the crow and the raven understand at all the complaint of the 
intoxicatednightingale, its golbang 267 (this lovely word for 'loud shout' 
could be easily associated with the rose, gol)? Cancommon people become 
aware of the wonderful songs of saints and lovers? They rather enjoy the 
unpleasant sounds towhich they are used and cannot understand that the 
nightingale, finally, will return to the rose garden for which it hasbeen 
longing throughout its life.268 Did this bird's arrival not always announce 
spring-timethe time ofresurrectionwhereas the crow talks only in the heart 
of winter?269  

The nightingale 'heart' be intoxicated in eternity, the parrot 'soul' be always 
sugar chewing!270  

Thus Rumi connects two favourite soul-birds of Persian poetry. The 
parrottopic of one of the first stories in theMathnavi271is endowed with a 
breath like Jesus, because he is so eloquent and life-giving;272 he is 
intelligent, and hisgreen colour reminds man of Paradise. He is taught to 
speak by means of a mirror which is put in front of him, andbehind which a 
person speaks: assuming that another parrot is talking he imitates him. 
Likewise the disciple learns fromthe mirror of his spiritual guide's heart the 
art of the 'language of the birds', i.e. the secret Divine conversation.273  
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Parrots are always associated with sugar, and thus with the sugar-lips of the 
beloved:274 the bird preaches about theeternal cane-sugar which his 
beloved represents,275 and tears himself into pieces if one takes away from 
him even onepiece of sugarlike the lover, when deprived of his friend's 
lip.276 And:  

The helpless heart which remained without you is a parrot, but has got no 
sugar.277  

Rumi never tires of repeating this topic and sometimes reaches grotesque 
results in his description of mystical rapture:  

When the parrot 'soul' chews sugar, suddenly I become intoxicated and 
chew the parrot . . .278  

Rumi's favourite bird, however, is neither the plaintive nightingale nor the 
playful baby-parrot, but rather the baz *, the falcon or hawk. This noble 
bird, popular in the MiddleEast for hunting purposes since ages past, 
became an appropriate symbol for the high-born soul. When the soul-
falconfalls into the hand of the old crone 'world' and is captured, its eyes are 
covered by means of a hood;279 therefore thebeloved is asked to take off 
the hood so that the falcon may be able to fly in the desert and bring the 
prey.280 However,in Fihi ma* fihi, Rumi explains the trapping of a hawk 
with the intention of training him as the 'acme of generosity'here,the 
mystical leader is compared to the true master of the hunt who educates the 
bird by different, and outwardly cruel,measures.281  

The falcon of the empyrean is often described in lyrical verses which sing 
of the trapped bird's longing for home.282One of the most touching 
descriptions in the Mathnavi is devoted to the homesick falcon who had 
fallen into the company of owls and ravenssymbols of the lower 
instinctsand tells them about the beauty of the eternal castle where hisKing 
resides, but they do not believe him . . .283  

How should the falcon not fly from the hunt towards its King, when he 
hears the news 'Return!' when the drum is beaten?284  says Rumi with an 
allusion to Sura 89/28 'Return ,o soul at peace.' Tire return of the falcon 
with the wing 'We havehonoured'285 (Sura 17/70) at the sound of the 
heavenly drum forms the main subject of all his stories, verses andimages 
connected with the baz* (for the raven does not return at the sound of the 
drum,286 he goes rather to thegraveyard);287 so much so that the poet 
invents a rather daring tajnis: the very name of the falcon, baz*, shows that 
he comes back, baz*, to his master.288  

 

I am Thy falcon, I am Thy falcon, when I hear Thy drum, O my king and 
Shahenshah, my feather and wing come back.289  

And once he has returned, the falcon rubs his wings at the Shah's hand 
without tongue he says 'I have sinned'290 a beautiful image for the soul 
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which, eventually finds rest in God's hands.  

In the company of crows and raven, the falcon may have been induced to do 
things which contradict his royal nature; imitating the other birds when he 
hunts mice, he becomesdespicable 291the true men of God seek a higher 
prey, they hunt angels, not mice. But the white falcon was indeed inbad 
company in his exile: how would the owl, inhabitant of ruins, listen to the 
description of Baghdad and Tabas?292  

The vulture, living on carrion, and still a common sight in Anatolia, is only 
rarely mentioned in images similar to thoseof the crow.293  

As for the crows, they belong to the hibernal-material world. After summer 
is over,294 when everything is congealed,the crow puts on its black dress 
and feels happy while the loving soul longs for eternal spring.295  

If the crow would but know its own ugliness, it would melt like snow from 
grief and pain,296 and would, thus purified, be able to participate in the 
flight towards the rose gardenthat is 'the time when the crow''grief" is 
killed'.297  

In a cruel image Rumi advises man not to look at this world:  

Since the Living, Self-sustained is the customer of your eyes, 
Do not give your eyes into the crow's claw, as if they were carrion.298 
 

And he complains that the beloved has taken away his heart to give it to the 
crows.299 This bird feeds on unclean food,like the base instincts, and 
should be educated by being kept hungry:  

Prescribe the crows "Nature" a fast from their carrion so that they may 
become parrots and hunt sugar.300  

These two birds are contrasted by our poet in a ghazal which is rather 
outspoken in its criticism:  

You have prepared the food of the crow from dung and carrion; How should 
the crow know, what that parrot has gotten in his chewing of sugar? What 
says this foolish crow when Thou makest it eat dung? O God, preserve us 
from that world and from evil opinion! What says the green parrot, when 
Thou givest him sugar? By Thy grace, open our mouth for such a word! 
Who is this crow that tastes dung? Someone who has become 
afflicted with knowledge outside religious knowledge for the sake of 
worldly reputation! 
 

Who is that parrot and sugar? Conscience, the fountain of wisdom! 

For God (or: truth) is his tongue, like Ahmad *, at the time of 
speaking . . .301 The lowly crow, zagh*, which normally resides in the 
lowland of winter, can, however, be changed by Grace and Loveinto the 
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falcon 'high ambition', which will then attain the place of ma* zagha* 'the 
eye did not rove . . .' (Sura 53/17), i.e.the station of the Prophet during his 
vision as described in the Sura 'The Star'.302  

This is the effect of the miraculous power of the beloved, as Rumi says with 
an image inherited from Sana'i*:303 It would be a mistake if crows would 
come into my ruined heart Putting Thy reflection upon it, He makes this 
crow a homna-bird*  . . .304 As for the falcon, his high rank is also 
understood from one of Rumi's deepest ghazals in which the enrapturing 
powerof Love is seen in the image of the mysterious moon which like a 
falcon who seizes the bird at hunting time . . . took me out of myself and 
began to run over thesky . . .305  

Like lion and dragon, the falcon overwhelms all the hearts and seizes them 
heavenward;306 he may, logically, alsosymbolize death.307 The majestic 
bird is juxtaposed, in Rumi's and other poets' verses not only with the mean 
crow but, as in modern language, with the pigeon or dove as well.308 The 
whole world is a pigeon through the love of Him whose prey are 
falcons.309 The fakhta*, ring-dove, repeats ku ku? 'where where'? until it 
finds the way towards the beloved,310 and: every bird has put on, in your 
love, a necklace like the ring-dove. 311  

 

The dore's necklace, tauq* al-hamama*, as Ibn Hazm* had called his book 
on chaste love,312 binds the soul-bird for ever to the beloved. 
The pigeon, kept in houses or little towers, either as messengers or for 
pleasure (as still today in the Indo-Pak 
 

Subcontinent) can easily be likened to the soul which, born in the tower of 
the Beloved, is nourished by His grace and love: 

 

Since we are baby-pigeons, born in your pigeon-house, we always 
circumambulate in our journey yourportico. 313  

How should the pigeons fly to any other place? With fluttering hearts, the 
lovers approach the beloved, called by hisvoice or whistling314 like 
pigeons thronging with flapping wings around the balcony.315 A pigeon 
which has dwelt onthe roof of the beloved is more precious than anything in 
the world.316 Likewise the kabutar-e haram*, the pigeonwhich lives in the 
immediate presence of the central sanctuary in Mecca and is not allowed to 
be killed, is comparableto the heart that lives in the Friend's presence, 
endowed with eternal life,317 as Rumi has described in a beautiful letter'the 
soul-pigeons that rest on the roof of the Ka`ba 'hope' . . .'.318 And in a rare 
image he speaks of the pardons whichfly every night from the hearts to 
God, like pigeons, until He sends them back to imprison them again in the 
bodies.319  
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Although pigeon-post was common in medieval Anatolia, as it had been for 
centuries in the world of Islam, Rumi doesnot describe the pigeon as letter-
carrier, as almost all the later Persian poets do; nor does he use the image of 
the morghe besmel, the ritually slaughtered, shivering and shaking bird 
(preferably a pigeon or chicken, but also a peacock) whichrecurs in 
hundreds of verses during the following centuries; only once he speaks of 
the trembling of the bird with cut-offhead.320  

The peacocklovely as an ido1321has always fascinated the poets. 
Originating from India, he is related in legend toParadise. Even more than 
other birds, the peacock is ambivalent in Rumi's imagery. He can serve as a 
symbol ofpride,322 ignorance and showing off; boasting of his beauty, he 
forgets his ugly feet. He is carnal nature, removing manfrom his spiritual 
aims.323 And again, a long story tells how the peacock wants to practice 
asceticism by tearing out hisradiant feathers; thereupon a sage admonishes 
him that this, again, would be lack of gratitude since his feathers makenot 
only pretty fans but are even honoured by being put into the Koran.324 
Owing to his shimmering plumage whichmakes him a valuable prey,325 the 
peacock is endangered, as much as the muskdeer owing to its navel filled 
withperfume, or the elephant due to his ivory. 

But Rumi, apparently, liked peacocks. 326 His imagery sometimes reminds 
me of the bewilderment of some villagersfrom Konya who saw for the first 
time, in the modest zoo of Ankara, the dazzling beauty of this bird, and 
broke out inhymns of praise for the Creator . . .  

He is a symbol of miracleshow could he fit in a narrow pit? Thus, miracles 
do not agree with the pit 'body'.327 Springbecomes, for Rumi, a lovely 
peacock opening his feathers328 out of love for the friend's face;329 for 
'both garden andpeacock partake of His loveliness'.330 The bird opens his 
marvellous feathers 'like the hearts of the lovers';331 dancing,he brings the 
soul into dance.332  

When the peacock appears in the company of serpents, the poet has in mind 
the legend of Paradise:  

When love flies away like a peacock, the heart becomes a house filled with 
serpents, just as you have seen.333  

And in the ruins of metaphorical existence, the soul, once a glorious 
peacock in the rose garden of coquetry, has becomelike an owl . . .334  

The rooster is highly praised for calling man to prayer.335 One of Rumi's 
ghazals, in which he uses Greek rhymewords, well reveals his way of 
reasoning:  

That rooster is (busy with) exclamation, and you are still nicely sleeping; 

You call him a bird, your own name is atharbos. (probably azerbor 'bitter') 

That rooster which invites you towards God may be in the shape of a bird, 
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but is in reality an angelos.336  

The poet boasts that, in the quick and punctual fulfillment of his ritual 
duties he resembles a rooster who knows theexact time, not a crow whose 
screaming 'cuts off union'.337 This is an allusion to the Arabic expression 
ghurab* b albayn, the 'raven of separation' which is so often scolded in 
classical Arabic poetry since he separates the lovers; but therooster brings 
the lover closer to his Beloved by calling him to prayer. Hence the poet can 
speak of the rooster 'soul',338that soul which knows the 'real morning' and 
crows for God's sake, not deceived by the false morning and thusdeceiving 
the Muslims.339 For a bird which crows before dawn and thus cheats the 
faithful (morghe bi hangam *) is worthy of being slaughtered.340 

 

Amusing images are not lacking either in this context:  

The moon spread out his wings like a rooster behind and before him the 
stars like hens . . .341  

The comparison of human beings with the duck, or any other waterfowl, 
offered itself easily and is therefore often usedby Rumi: half born out of the 
ocean of the Divine Spirit, half bound to the earth, he is indeed like a duck 
which is athome in both places.342 How long should man remain like a 
chicken, picking corn,343 since he belongs to the ocean?He does not even 
need a boat but is himself the vessel!344 On doomsday, these ducks will 
swim once more on theDivine Sea whereas the ordinary cattle will be 
slaughtered.345  

The most prominent bird among those which frequent Anatolia is the stork, 
laklak, regarded, in Oriental folklore, asparticularly pious, because he is 
reported to perform the pilgrimage to Mecca every year, and preferably 
builds his neston mosques. Rumi sees him as a preacher on top of the 
minaret,346 praising his Lord after he has returned from 
foreigncountries.247 A typical soul-bird returning in spring,348 he 
announces happiness; his lak lak means, as Rumi repeatswith Sana'i's* 
words, al-mulk lak, al-amr lak` Kingdom belongs to Thee, Order belongs to 
Thee!;349 With these wordsthe stork casts the fire of towhid* into doubtful 
hearts.350 And if such a noble bird should fly, or walk, together with acrow 
the wise will soon detect that both are lame. . . .351 

The Koran mentions several other birds: the ababil* birds which killed 
Abraha's elephants are comparable to the truefaithful;352 the hodhod, 
hoopoe, acted as messenger between Solomon and the Queen of Sheba (cf. 
Sura 27/20); to oursurprise, Rumi uses this bird but comparatively rarely in 
his verses.353  

But he likes fanciful allusions to the ostrich (which are found almost 
exclusively in his lyrics). This creature, called inPersian oshtormorgh 
'camel-bird', is a strange thing, comparable to the poet's strange heart;354 it 
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is fire-eating, and thusrelated to the fire of love.355 And Rumi shapes an 
old Arabic saying into a ghazal in which he attacks the uselessKhaja*, the 
laughing stock of many of his verses:  

O Khaja *, what kind of bird are you? What is your name? For what do you 
fit?You do not fly, nor do you grazeo you confectioner's birdie!Like the 
ostrich: when they say 'Fly!' you say:I am a camel, and how could a camel 
fly, oh Arab of Tayy?'When the time of burden comes, you say: 'No, I am a 
bird,How could a bird carry the burden? Why do you cause 
inconvenience?356 

 

Outside the realm of 'natural' birds two mythical birds are dear to Rumi as 
to Persian writers in generalthe Homa* andthe Simorgh or `Anqa*. The 
Homa* is a mythological animal whose shade is said to convey kingship to 
those whom ittouches; it lives exclusively on dry bones (a feature never 
mentioned by Rumi). The Simorgh dwells on the MountainQaf* at the end 
of the world, and represents, since `Attar*, the Divine ruler. Sometimes this 
bird is called with itsArabic name `Anqa*, the long-necked; living far away 
from human company, he had gained fame like a true ascetic.357  

The true lover does not seek the shade of the Homa*; for his kingdom is 
with his Beloved.358 (`Attar* had told thestory of Ayaz* who sought only 
the shade of his king, Mahmud* of Ghazna, when everybody rushed to 
catch theHoma's* shade).359 Rumi therefore compares Salahoddin* to the 
Homa*,360 and the utterance of the Beloved 'I am theHoma* . . .' is 
repeated in several ghazals.361 The carefree, qalandarlike dervish no 
longer thinks of the crow, the birdof grief and sorrow, since in daring love 
he himself has been transformed into the soul of the Royal birdthe 
juxtapositionof crow and Homa* is frequently found in Rumi's verses and 
has been taken over by later poets up to Ghalib* in the19th century.362  

Allusions to the Simorgh, probably due to `Attar's* influence, are more 
frequent. The beloved is the Simorgh of theQaf* of the Lord of Majesty,363 
nay, in front of Him the Simorgh which crosses the skies becomes lowly 
like afly364just as the created `Anqa* is only a fly before the `Anqa* Love. 
How could the spider 'intellect' spin its web insuch a place?365 Or else the 
lover's heart is a Simorgh which cannot be captured but flies beyond 
everything created.366  

There is no end to these comparisons; sometimes Rumi blends the different 
birds into each otherthe Homa* sits on the Mountain Qaf * of Divine 
proximity,367 and the shade of the `Anqa* is called 'blessed'.368 

Love and the beloved can both be represented by each of the mythological 
birdsbut when other poets complain thatSimorgh and alchemy have 
disappeared from this world, Rumi adds a third element: the station of the 
qalandar has likewise disappeared, for a true qalandar is higher and rarer 
than alchemy and Simorgh together . . .369  
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<><><><><><><><><><><><>  

He who created you from dust, then from a drop of sperm, then from a 
blood clot, then brought you forth as 

children . . .  
 

Children in Rumis Imagery  

It is told that our Master Jalaloddin* one day walked in the streets of Konya 
when some children came and prostratedthemselves before him, and he 
kissed them. One little boy, however, shouted from a distance: 'Lord, let me 
first finishmy work, then I'll also come'. So Mowlana* waited for him to 
finish his 'work', and then accepted his greetings andembraced him.1  

It is indeed likely that such an event took placeand Rumi, the father of three 
sons and one daughter, knew the ways ofchildren well enough to use them 
in his poetry as images of the behavior of man.  

God is able to do all things. After all, the child when it is first born is worse 
than an ass; it puts its hand into filth and carries it to its mouth to lick; the 
mother beats it and prevents it . . . Yet . . . God most High is able to make it 
into a man . . .2  

Rumi follows, as always, in many respects the Koranic way of arguing: the 
growth of the embryo in the mother's wombserves as a model to prove 
God's grace and His wonderful way of nourishing His creatures first with 
blood, and thenwith milk.  

He bestowed on thee a form within her body, He gave ease to her during 
pregnancy and accustomed her (to the burden). 

She deemed thee as a part joined (to herself); His providence separated 
(from her) that which was joined.3  

All creatures are, in a certain way, God's children and family whom He 
feeds in His all-embracing kindness. 4Basically, every act in the world can 
be conceived as a birth: every cause is the mother of a result, and 
everything, frommineral to human, is a motherthey only are not aware of 
each other's pangs and pains.5  

The slow development of the embryowhich transforms the drops of sperm 
into a handsome king6becomes, first of all,the symbol for spiritual 
development:  

If anyone were to say the embryo in the womb 'Outside is a world 
exceedingly well-ordered, A pleasant earth, broad and long, wherein are a 
hundred delights, and so many things to eat, Mountains and seas and plains, 
fragrant orchards, gardens and sown fields . . . 
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Its marvels come not into description: why art thou in tribulation in this 
darkness . . .' 

It, in virtue of its present state, would be incredulous, and would turn away 
from this message and would disbelieve it . . .7  

Man is like this unborn child; he disbelieves the saints when they tell him in 
the dark and bloodstained prison of thisworld of the glory of the spiritual 
world. As for the lover, he is like the embryo in the womb of Annihiliation, 
turninghis back to outward existence.8  

Rumi describes the state of pregnant women in extreme terms: they tremble 
at each smell9 and want to eat clay10but allthe pain is forgotten once the 
child is born:  

For the woman is in pain, but for the child, birth is a release from the 
prison.11  

Spiritual birth is likewise a difficult process for the wordly mind, and 
requires corporeal pain. Yet, not to forget:  

Even if a woman has twenty children, each of them will remind her of the 
lovely moments of union . . .12  

The child can grow only after the union of husband and wife has taken 
placelikewise the soul ripens after the touch ofgrace has sanctified the 
seeker, and is, eventually, born to the new world of light. That is why Rumi 
can compare thestate of the lover to that of the unborn child:  

Like a child in the womb am I, being nourished with blood 
A human being is born once, I have been born several times.13 
 

Blood is 'the food of the hearts' 14thus the symbol is perfect. The 
newbornbeing helpless and confounded15is thengiven a name which often 
designates his lineage, like Hajji* or Ghazi*, but has no reality;16 yet, as 
the Prophet said'The son is his father's secret'.17 Once the child is born, it is 
nourished with his mother's milk instead of bloodedthe development 
ofritually uncleanblood into pure milk is one of the marvels caused by God 
who changes everything to thebetter. Thus, even the inspiration of the 
Mathnavi can be compared to the transformation of blood into sweet milk 
whenfortune gives birth to a new spiritual child.19  

The baby's crying causes the mother to move the cradle20 the cradles in 
Konya hang from the ceiling, and the baby istightly swaddled, and  he feels 
perfectly at ease with his hands bound. But if a grown man were cribbled in 
a cradle, that would be torment and a prison.21  

Thus, the loosening of the outward fetters at the day of resurrection, when 
earth will shake off what is in it (Sura 99),will be a release for human 
beings, at least for those who are spiritually grown up.22 Rumi compares 
the child'sweeping to the call of the lover who hopes thereby to attract his 
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friend's attention so that he gently moves the cradle'heart' in which the soul 
lies, or gives him spiritual food.23 For when the child cries, the mother's 
milk begins to flow,and thus the lover has to cry and weep:  

As long as the child in the cradle does not weep, how would the grieved 
mother give him milk?24  

The child knows nothing but milklike the lover who knows only his 
beloved.25 How would it care for the beauty of thenurse?26 Thus, most 
people look exclusively at their worldly welfare without considering the 
grace of Him whobestows nourishment upon them (a typical example of the 
contradictory use of one and the same image in differentcontexts). The milk 
from the 'teat of Grace' is one of Rumi's favourite expressions:27 he thinks 
that the true word ofreligion is 'like milk in the soul's teat' and needs people 
who are thirsty to taste it.28 Sometimes the mother has to rubthe baby's 
nose to awake and feed itfor it is unaware that the milk is ready:  

thus God awakens the non-existent beings to show His primordial 
lovingkindness. 29 Yet, every food is dependent uponthe child's ageif you 
give an infant bread instead of milk, the poor thing will die; but once his 
teeth have developedtheteeth of intelligence30 which defy the blackened 
teat of the nurse 'world'31he will ask for bread himself. Likewise thespirit 
has to be nourished according to its capacity.32 Divine Grace which is the 
true mother or nurse of the soul,33knows how to handle this child and how 
to feed it. Rumi uses similar imagery once more in one of his letters, when 
hedescribes taqlid, blind imitation:  

The blind child knows his mother, sucks her milk, but it could not answer 
when asked what she looked like, whether she was dark or fair, whether her 
eyebrows were like bows, whether her neck was long or short, whether her 
nose had this or that shape, whether she was tall or short . . .34  he can only 
describe her from hearsay, if at all. Such is the case with worldly people 
whose spiritual eyes have not yetbeen opened.  

In one of his most touching verses Rumi alludes to a scene which he must 
have seen often, i.e. the death of infants:  

Like a child which dies in the mother's lap, I die in the lap of the mercy and 
forgiveness of the Merciful.35  

The topic of the dying children and the bereaved mother is elaborated 
several times in the Mathnavi where the grievedmother attests that her 
children, though far away from the change of times, are 'with me and play 
around me',36 andevery dust particle of the grave seems to listen to her 
lament.37  

Love is the mother who protects her child,38 the friendly nurse who hinders 
him from eating clay,39 and the trueMuslim trembles to preserve his faith 
as much as a mother trembles for her child.40 Only rarely is the traditional 
imageof the world as a cruel and miserable mother who devours her 
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children used in his poetry.41  

Jalaloddin* loves the image of the mother: he may even call 'fasting' a 
mother, and admonishes the children not to giveeasily out of their hands the 
veil of this lovable mother42a somewhat strange image which, however, 
indicates theimportance he attributed to fasting for the education of the soul. 
Even though the mother may look angry at times, her wrath is kindness: 
thus the prophets who guide their people like children can be compared to 
loving mothers:  

That wrath of the prophets is like the anger of mothers, it is an anger full of 
mildness for the pretty child. 43  

Does any mother lead her child to bloodletting for the sake of hatred? No, 
this action is a sign of absolute Mercy whichmanifests itself, now and then, 
in painful operations.44 Therefore the child comes always back to his 
mother, eventhough she thrashes him at times, for he knows no refuge but 
hera beautiful symbol for the behaviour of the believerwho always comes 
back to God.45 Gratefulness towards the mother who is inspired by Divine 
Charity, is both a sacredduty and a worthy task.46 Yet:  

Although the mother is complete mildness, 

See the Mercy of God from the father's wrath.47  

This idea is explained in the end of the Mathnavi48 in the statement that the 
mild, yet foolish mother is the nafs, the lower soul, whereas father Reason's 
stick is required for proper education; the child would remain stupid if it 
were toobey the comforting mother (Rumi gives, in this chapter, a lively 
description of a family argument!).  

As long as the infant cannot move about properly, 'his riding-animal is only 
daddy's neck';49 he is first 'completely ear'to listen to the address of his 
parentsif he would try to say titi, he would never learn to speak properly, 
just as the spiritneeds to be first addressed by God and only later can answer 
correctly.50 In the beginning, however, the child imitatesthe grown-ups 
without thinking, so that the moqallid, the imitator in religious matters, can 
be compared to a sickchild.51 Out of ignorance, babies chew their 
sleeves,52 but once they grow, the time of play and games begins; but it 
isalso the time that they become more independent and may go astray in the 
bazaar. The lover feels like such a lost child:  

I am like a child, lost between street and bazaar: for I do not know that 
street and this bazaarI do not know  

them.53  

Lost in the bazaar of worldliness the mystic longs for home and cries, and 
may be compared to the child which hasbroken a plate and now cries from 
grief.54 For a while, he may forget everything in worldly play, like the little 
boy whostripped off  his clothes when playing; someone carried away his 
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mantle and shirt but he was so annihilated (fani *) in that game thathe did 
not remember anything of his outward apparel and only later found himself 
naked and bewildered.55  

The children in thirteenth century Konya indulged apparently in the same 
games as everywhere in the world, fillingtheir laps and skirts with rubbish, 
'and if you take a piece away, they would cry'56 (just like the earthbound 
person whocomplains when losing anything from his goods). They played 
merchant,57 played at dice,58 and were possessed by'greed of enjoyment' 
so that they rode a cockhorse, until they reached the age of discretion and 
this greed vanished.59The game qal`a bizimthus with it Turkish name 'The 
castle is ours'reminds the poet of the constant influx of newfavours from the 
soul into the body.60 The children were particularly fond of walnuts 
because they spin along sonicelybut they refused to take out the kernel 
which they did not recognize as belonging to the nut (comparable to 
manyKoran-readers who toy only with the lovely outward recitation of the 
Holy Book and refuse to understand the deepermeaning),61 and they would 
weep for their nuts62 (although these are only comparable to the exterior 
body). Girls hadtheir dolls, boys their wooden swords,63 and all of them 
were impatient to eat the lions and camels baked from sweetdough.64  

But they also shouted names at their playmate, and when he called bad 
names back, they were encouraged to continue,for they saw the effect of 
their wordsthus, answering an enemy's evil deeds by hatred rather 
encourages him to continuein his bad actions.65 Rumi is indeed right: the 
wise understand the deeper wisdom even behind the children's tales andtheir 
foul language.66  

But life is not only a gameas the Koran attests; proper education is required, 
and just as the morning breeze in springstirs up the strong perfume 
(lakhlakha) in order to teach the 'children of the garden', e.g. the flowers, 
good manners,67thus the child has to be brought to school. 'It does not go, it 
is brought', says Rumi,68 for it does not yet understand themeaning of this 
action.69 So one has to tell him:  

When you go to school I'll buy you a birdie, or I'll bring you raisins and 
walnuts and pistachio nuts;70 for his mind is set, like that of the donkey, on 
the stable, on food and comfort; that is why he laughs frequently, 
notconsidering the end of affairs. 71 Man, however, does not care for such 
deceptive sweets.72 There are different schools:the school of love, made of 
fire,73 is a school in which the lover hopes not to remain stupid;74 there, 
the child 'soul'becomes the teacher of all teachers.75 But this child may 
become naughty when Patience is the teacher, just as schoolchildren take 
pleasure in disobedience.76 And when in the school of love even old people 
are rejuvenated, in the schoolof intellect the child is growing old, trying to 
learn the alphabet.77 The school as symbol of outward learning 
ascontrasted to inspired wisdom is a topic frequently used in later Sufi 
poetry, however, not too much by Rumi; thecomparison of Love with a 
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teacher, so common with later mystical poets, is again not too often found 
in Jalaloddin's*verses.78 He generally sees in education and schooling 
systems appropriate symbols for the spiritual development. Withexpressions 
taken from the Koran-school where one begins with the last part of the 
Koran, he congratulates the growingspirit:  

Your child 'reason' has reached tabaraka* 'Blessed be . . .' (Sura 67/1) 

Why are you, in the school of 'Joy' still (busy with) `abasa 'He frowned . . 
.'? (Sura 80/1).79  

Rumi describes the advancing stages in schools in Fihi ma* fihi:  

So, a teacher is teaching a child how to write. When he comes to writing a 
whole line, the child writes a line and shows it to the teacher. In the 
teacher's eyes that is all wrong and bad. The teacher speaks to the child 
kindly and cajolingly: 'That is all very good and you have written well. 
Bravo bravo! Only this letter you have written badly, this is how it ought to 
be. That letter too you have written badly' . . . The child's weakness gathers 
strength from that approval, and so gradually he is taught and assisted in his 
way.80  

That is how God acts with weak human beings, slowly correcting their 
faults and perfecting them. Of course, theteacher sometimes beats the 
child.81 The school can therefore also be regarded as an image of the 
spiritual differencebetween humanseven though all the pupils are in one 
school, they are in different classes according to their spiritualprogress.82 
That even girls were sent to the maktab can be understood from a line in the 
Mathnavi. 83 And school life is, for Rumi, not only a high symbol: he 
delights in tellingthe story of the naughty boys who suggested to their 
teacher that he was ill so that they might have a day off . . . It ishighly 
amusing to read this realistic description of a school which was, probably, 
not too different from what modernpupils sometimes invent . . .84  

And we can follow the child-presumably a young girlgoing out alone into 
the streets, accompanied by the mother'swarning:  

Maternally said the mother: 'When you see a corn and trap, 

Walk along your way, repeating: ''We do not submit, we don't!"' 

(la* nusallim la* nusallim)85  

Likewise the soul should not submit to any flatterings and insinuations, but 
keep aloof from all worldly deceptions andattractions. But eventually, 
neither the child's affection for milk, nor its antipathy against school will 
remain: theydisappear like shades which the sun has cast on the wall, and 
being grown up, man learns to turn towards the Sun.86  

<><><><><><><><><><><><>  
And he makes clear His signs to the people; haply they will remember. . .  
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Imagery from Daily Life  
Rumi does not hesitate to use images from even the most intimate spheres 
of life and from sensual love to express thesecret of love, longing, and 
separation, and the requirements of spiritual growth. The love-play is well 
known to him,1as is the 'hand-play of husband and wife'.2 In his most secret 
love-chamber, nobody may enter 'but the eunuch "HisGrief" or the 
messenger of his remedy'3as if his innermost heart were a harem into which 
only eunuchs were admitted.To designate 'grief' as a eunuch shows both the 
poet's contempt for external grief and sorrow and the close associationof 
grief with love. The eunuch, tavashi, occurs but rarely; but Rumi often 
recurs to stories of or allusions to the mokhannath, the hermaphrodite, a 
word which merely designates the eunuch who servesas male prostitute. 
This mokhannath constitutes a model of unreliability: sometimes he poses 
as man, then again asfemale. Thus, he is generally contrasted with the true 
man, 4 the man of God: does not the proverb equate those whoseek this 
world, with a woman, and those who yearn for the otherworld, with a 
mokhannath? Although this formulationwas coined a few decades after 
Rumi's death, it expresses the general attitude of the Sufis very correctly.5 
Themokhannath is even the laughing stock of the animals: Rumi tells a joke 
about such a person who complains to ashepherd that one of his bucks* has 
strangely gazed at him and laughed at him whereupon the shepherd tells 
him thathis buck will of course be amused to see such a ridiculous creature, 
but would never dare to laugh at a true man . . .6  

Rumi knows of dreams which are 'sometimes lovely and coquettish like 
nightly pollution, sometimes evil like anunfitting dream',7 and he warns 
man lest he indulge too much in sexual intercourse: the love-games the 
Divine Spiritplays with him, strengthen his soul, but to play the love-game 
with women, will weaken him, as one can witness everyday in the 
exhausted people of this world.8  

According to the shari`a, sexual intercourse requires a ritual bath (and the 
sweet scent of the bed-fellow is so strong thatit fills the hamam* when the 
lover enters it next morning):9  

By the touching of body and body, man will need a bathbut in the touching 
of the spiritswhere would a bath be needed?10  

Rumi describes his longing in a strange though appropriate image taken 
from this sphere:  

Even stranger is this that my eye did not sleep out of longing for thee, and 
yet goes to the bath every morning owing to its union with thee!11  

The longing for the beloved in which the lover spends his sleepless nights 
makes him weep in the morning, as if his eyehad seen the friend and 
enjoyed the fruits of union with the beloved which would require a bath . . . 
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To the same streamof ideas belongs a verse which is typical of Mowlana's* 
imaginative power:  

The dream-image of my beloved came into the hot bath of my tearsand the 
little man of my eye (e.g. the pupil) sat there as a watchman . . . 12 

Rumi was very fond of the bathhouse imagery, and compares the world to 
the bathhouse where man feels the heat of thefire which he sees only after 
leaving the baththus, man will see the real causes of his life only after 
departing from thisworld.13 And the story of an apprentice in the bathhouse 
who produced a fine heat in the stove by 'the nimbleness withwhich he 
obeyed the master's orders' leads him to the explanation of a true sheykh-
disciple-relation.14  

He even speaks of the soap by which the soul is being cleaned;15 and 
mentions a soltani* soap which remainedapparently very long on the body, 
for an unwelcome guest is compared to this kind of soap . . .16  

Very frequently occurs the image of the 'picture of the bathhouse', naqsh-e 
hamam*, naqsh-e garmabe*, which was common in early Persian poetry, as 
with Sana'i*, and which remained popular even in a time when it was no 
longerfashionable to decorate hamams* with pictures, as it had been in 
early Islamic days (the bath-rooms of Syrian Omayyadcastles like Qusayr* 
Amra are fine examples of this art).17 The pictures in the bathhouse are 
lifeless; they are nice tolook at, but that is all18 even if there were a picture 
of the hero Rostam,19 one could not fight with it.20 Man, too,resembles the 
picture in the bathhouse, and he gets a soul only when the Beloved 
appears.21 Then, all the figurespainted on the wall will become intoxicated 
and start dancing, as Rumi describes it in a lovely and cheerful ghazal.22  

How can the figure in the bath enjoy the hot bath? 

What makes a form without soul in the place, where the soul is 
visualized?23  

The whole world is comparable to a bathhousecompared to the Divine 
Spacelessness, Orient and Occident are like thedark ashhouse, the most 
despicable place in the world, and he, whose nature is cold, is called to fill 
the cup of his heart(e.g. the cup which is used to pour water over the body). 
He should look first at the lovely figures painted at the wallswith beautiful 
forms and coloursbut then, he should turn his eyes towards the window, for 
only through the light that falls through this upper window the painted 
figures becomeanimated and gain their special charm. 24  

The six directions (e.g. the created world) is the bath, and the window the 
Placelessness (la* makan*), and on top of the window is the beauty of the 
hero a beauty which illuminates the whole world.25  

There are other pictures and images as well. One knows that according to 
Prophetic tradition angels do not enter a placein which figurative paintings 
are found:what shall the poor lover do when the picture of his beloved is 
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found with him? 

Rumi, like other poets, alludes not rarely to the old imagery of statues and 
idols produced by Azar, Abraham's father,and by Mani, the founder of 
Manicheism, who is credited with beautifully illuminated and illustrated 
manuscripts andwith the cave paintings in Western China. Mani's very 
name became a catch-word for artistic painting,27 and thus, theconnection 
with the idol-temple, located in Central Asia (the home of the lovely Turks) 
or in China, is easily establishedin poetry.28 The poet asks, therefore:  

Since we are purer than the pure heart, 

why are we filled with images like China?29  

And he reminds the readers of the famous story of the contest between the 
painters of China and Byzantium (Rum*)astory known from Ghazzali* and 
Nezami*in which the highly artistic achievement of the Chinese painters is 
surpassedby that of the Greek artists who did nothing but polishing their 
own wall so perfectly that the images drawn by theChinese were fully 
reflected on that wall, and their beauty even enhanced.30 That he changed 
the roles of the twoparties is indicative of his poetical and mystical 
ingenuity, for China was the country of colourful painting in Persianpoetry. 
This story illustrates the situation of the true mystic who has purified and 
polished his heart so perfectly that nopersonal dust or colour remains, thus 
making visible the reflections of light in all its different shades and hues . . .  

God, too, is as much a painter as He is a calligrapher, and man's way 
towards God is comparable to that of the picturetowards its painter;31 it 
was He who painted it first, and has shown His perfection in its beauty or in 
its ugliness, a quality which is required as a contrast to make beauty 
moreradiant.  

Other everyday images are inserted to point to the state of the soul which 
Rumi tries to describe in ever new forms. Oneof his favourite images is that 
of the compasses, known to the Western reader also from John Donne's 
poem A Valediction: forbidding mourning which almost looks like a 
transcription of a Persian ghazal. For this image welldescribes the lover 
who turns around his beloved, 32 performing the sacred 
circumambulation.33 Thiscircumambulation 'makes me end where I 
began''In my beginning is my end'34 was the traditional rule of the 
Sufis:coming from God, they hoped to return to God, and the good end of 
things would be visible already in the very first stepof the Path.  

Only rarely are the compasses used in a different context; the application of 
this image to the mystery of speach whichturns around the still heart and 
tries to circumscribe and hence to describe its states, is particularly 
beautiful:  

The point of the heart is without number or turning, 

The speaking of the tongue is not by a circle . . .35  
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The restlessness of the lover which underlies a number of the circle-verses 
is represented quite often by the movementof the millstone.36 Or else the 
poet thinks that this world is like the millstone, the other world like the 
harvest: humanexistence is, here, like an old bag. When man regards 
himself as wheat, he should bring himself to the mill to becomecrushed by 
the millstonethe result will be seen in the otherworld, where he has to go in 
any case, whether he be wheat oronly pulse-grain.37 For the grain's 
suffering and being killed under the millstone is required for it to be 
transformed intosomething more valuable.38  

The seven or nine skies are often compared to seven constantly revolving 
millstones: the mystic, however, does notwant his bread from them but from 
God directly, without secondary causes, much as he does not want water 
from thatgreen waterwheel, the sky . . .39  

The dulab*, the waterwheel which turns with a characteristic shrieking 
sound in all the countries of the Middle East, canlikewise symbolize the 
lover:  

Like a dulab * did we turn full of complaint and lamentation, like thought 
without complaint and words did we turn.40  

Man is like a mill; he gives what has been given to himso why blame him if 
he speaks although he ought to be silent?He has to grind his corn . . .41 Or 
else the body is like the millstone, the thought the driving waterbut even the 
waterdoes not know how and why the miller has directed it towards the 
wheel; and Rumi, looking at the water-mill in thegarden of Meram near 
Konya listened to the melodious sound of the wheels and the refreshing 
murmuring of the waterand sang:  

The heart like grain, and we alike to mills, 

How knows the mill, why it is turning round? 

The body like the stone, the thoughts like water, 

The stone says: 'O, the water knows well, why!' 

The water says: 'You better ask the miller 

Who makes the water flow towards the low . . .'42  

Daily life provides Mowlana* with innumerable similes: God put the soul 
into the mortar Body and beats it therebut thecollyrium (sorma) of Love can 
not be produced in this mortar; it is too fine, and requires other measures.43  

And God is the great locksmith: it is He who builds the door and closes it, 
and then produces mysterious keys withletters44 which open the doors 
again 'the key whose teeth bear the letters Joy':45 does not the proverb attest 
that'Patience is the key to joy'?  

The whole world is nothing but dust, moved by a hidden sweeper and a 
secret broom.46 Thought and selfishness too arelike dust; therefore the poet 
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asks the beloved carpet-sweeper to clean from the assembly the dust of 
thought,47 or elsehe describes the impossible situation of the lover in 
similar household expressions:  

That beloved gave me a broom into my hand; 

He said 'Stir up the dust from the sea!' 

Then the broom burnt from fire, and he said: 'Bring forth a broom from 
fire!'48  

He speaks of the beating of felt mats which, as he asserts, does not imply 
any enmity against the felt, but is only meantto take out the dust49 (does not 
the beloved make the lover suffer in order to purify his heart?): or, as he 
says in adifferent connection: such a beating is not meant as a reproof for 
the inanimate carpet; but when a father beats his beloved child, then it is a 
proof of his love. 50 

 

One stuffed cotton into one's ears to protect one's self from noisethus, 
heedlessness which makes people insensible tothe Divine Call, can be 
compared to cotton; or the intoxicated poet calls out:  

I put some cotton of Carefree Behaviour into the heart's ear, 

I do not accept good counsels, from patience, and tear the fetters51  

We learn from Rumi's verses that all kinds of old folk beliefs were alive in 
thirteenth century Konya: linen was thoughtto be destroyed by moonlightan 
idea often used in early Persian poetry;52 Geomancy was applied: the 
Divinesoothsayer is shown drawing the lines on the human dust.53 The 
moon was called back from its eclipse by the noise ofdrums and vessels.54 
In order to protect the house from the evil eye, wild rue-seed (sepand) is 
still being burned inMiddle Eastern houses, and Rumi who not infrequently 
protects his beloved in his verses with the words 'May the evileye be far!' 
often speaks of the burning of sepand:  

We constantly burn sepand because of His coming. 

What sepand? We burn ourselves like aloes wood!55  

The wild rue wards off the evil eye from the approaching friend, and the 
scent of aloes wood in the censer welcomeshim. The burning hearts of the 
lovers happily dance like rue-seed in the flames of love56 lest the beloved 
be affected byany evil; or the lovers burn rue and odoriferous woods on the 
censer of their hearts.57  

But the heart is not only a censer but also a fragile bottle, made of precious 
glass, ready to weep,58 and oftenendangered by stones which may break it. 
Rumi connects this wellknown image often with the fairy in the bottle, 
alegend telling that Solomon, the king of fairies, put all the ghosts and jinns 
into bottles which he sealed and cast into thesea. Oriental folklore is very 
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fond of stories connected with these little spirits (which have even been 
revived recentlyon American television . . .) Rumi tells a longish story of 
the man who had lost himself in parikhvani*,59 calling theghosts, and he 
himself very often tried to call a fairy with the incantation of his versesa 
fairy who represents the hiddenand mysterious beloved:  

What can I recite magic, o king of the fairiesfor you do not fit into bottles 
and magic! 60 

The glass heart is, quite naturally, an abode of the fairy which he tries to 
make visible:61 the dulcis hospes animae of mystical thought is 
transformed, here, into a fairy from the Arabian Nightsonce more an 
example of Rumi's talent tospiritualize every conceivable image in an 
ingenious way.  

<><><><><><><><><><><><>  
Eat and drink of God's providing . . .  

 

The Imagery of Food in Rumis Poetry  

The reader of Persian and Turkish verses soon gets used to the poets' 
constant complaint that their hearts have becomeroast (kabab*) in the 
flames of love, and that their blood turns into winewine always being red in 
Oriental tradition.There is scarcely a writer who has not used these 
stereotyped expressions which provide him with an easy 
rhyme(sharab*kabab*) but sound, to the Western ear, at first slightly 
embarrassing, and often form a serious impediment tothe attempt to 
translate Persian love poetry into our languages in truly poetical style.  

Jalaloddin* Rumi is no exception, as far as the use of kabab* and sharab* 
for the descriptions of the lover's state isconcerned. A nice example of the 
use of contrasting pairs is the line:  

The smell of kabab* comes up from my heart, full of lamentations, the 
scent of sharab* comes up from your breath and your complaint.1  

He becomes even more substantial when speaking of the roasting-spit (sikh) 
for the kabab* 'heart'a spit which consistsof repentance that pierces men's 
breast; if he is not roasted this way, he will be cooked on hell-fire.2  

We can safely assert that Rumi's imagery is filled, to an amazing extent, 
with images taken from the kitchen, althoughhe always calls his disciples to 
fasting to the extent of starving, and spent many weeks every year in strict 
fastingdiscipline. To be sure, he considers wine, roast, and sugar to be 
'coloured dust' which drag man again to the dust 3 yet, the act of 
eatingbecomes for him a symbol of spiritual nourishment. When he asks his 
companions and friends: 'What did you eatordrink yesterday?'4 he holds 
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that the kind of nourishment reveals man's character, and that the smell of 
food can bedetected very easily from the mouth of the person concerned. 
But the word 'yesterday', dush, immediately connects thisseemingly worldly 
enquiry with the pre-eternal banquet at the Day of Alast: the spiritual food 
which man's soul hastasted that day shows itself in his actions in this life. 
For a poet who relies strongly upon the sense* of smell, and usesthe word 
bu, 'scent, smell' so frequently in connection with spiritual experiences, this 
combinationsmelling the foodwasnatural.5 Just as the very smell of food 
informs of man's predilection, the spiritual intoxication caused by the 
belovedcan be detected from the lover's 'scent', even if he does not speak. 
The poet may also ask the beloved about his specialdiet so that he may eat 
the same food throughout his whole life.6 Images taken from eating and 
cooking are found in thestrangest combinationsthus in the interpretation of 
the old saying 'Hurrying is from Satan': one should not act toohurriedly, for 
cooking requires slow and careful action, otherwise the stew will boil over 
and get burnt . . .7  

Although poems in exuberant praise of fasting are numerous in Rumi's 
poetry, his Divan*together with theMathnavienables us to draw up a whole 
list of dishes which were in use in thirteenth century Konyaa place which, 
bythe way, is still renowned for tasty food. To give some examples from the 
'mystical menu':  

The heart becomes not only kabab*, but also beryani*,8 a dish of broiled 
meat, usually eaten with rice. And love offersat night a delicious dish of 
totmaj* (a kind of vermicelli) to the lover which it has cooked.  

'Now say bismillah!' (i.e. start eating!) 

When I drank from his totmaj*, he put me down like vinegar, 

I made my face bitter like pickles (tuzluq) since I became separated from 
the sweet one!9  

Such is the totmaj* of love but those who dance the whole day for the sake 
of worldly totmaj* and harira* (a kind ofpap) do not know how the lover's 
heart enjoys poetry and passion (harara *)!10 

The true lovers are comparable to harisa-ye* rasida, a nourishing thick 
pottage made of boiled bruised wheat which,perfect in taste and 
consistency, needs no addition of water or oil.11  

The cooking of chickpeas is used as an appropriate symbol for spiritual 
development (cf. Ch. III, 5)  

Boiled ox-feet occur in Rumi's verses,12 and the mystic warns people not to 
eat too much of them, nor of sanbusa,13 those delicious triangular small 
pies with meat stuffing (to which he even compares the heart hidden in the 
breast)14which are known all over the Muslim world. This dish, together 
with 'marvellous beryani*' was apparently used infestive gatherings, for it is 
mentioned along with 'candle, wine, and the lovely beloved' (three words 
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beginning withshsham`, sharab*, shahid*which are used in poetry almost 
as an unit).15  

Lablabu, explained by Steingass as 'beet boiled and eaten with whey and 
garlic' are perhaps already for Mowlana* thosesmall roasted chickpeas 
(leblebi) which are still a favourite with Turkish children.16 Meals made of 
bruised wheat,bolghur, were apparently in Rumi's time as popular in 
Anatolia as they are today; but the spiritual wine is better than bolghur 
dishes.17  

Qadid, dried meat cut in stripes, and tharid, bread soaked in gravy, as well 
as lentils belonged to the ordinary everydaydishes.18 Rumi warns his 
compatriots not to eat too much eggplant, for that would induce them into 
'the sleep ofheedlessness or smaller impurity', for:  

Who is the friend of the eggplant? Either head (of lamb) or garlic!19  

Perhaps he himself did not like this vegetable too much? Otherwise he 
would scarcely have compared the 'sour'renegade (monker) to the eggplant 
(probably in pickles) which is always connected with sour things.20  

Rumi may also ask his Beloved to regard him as his spinach which can mix 
with sweet or sour according to the wish ofthe cook,21 and he does not 
hesitate to blame the boiled turnip that it looks, in the service of bread, like 
a forelock of  Iblis 22verses which seem to foreshadow the strange poems 
of Bushaq-e* At`ema* in fourteenth century Iran, or thealmost surrealistic 
verses of Qaygusuz Abdal* in fifteenth century Turkey. Even though our 
poet may be saltish likecheese he is in reality full of kindness like milk 
which can easily be swallowed,23 or he melts like sugar in the milk.24  

The relation of body and soul can be seen as that of sour milk and butter: 
the butter is invisible, and becomesconspicuous and tasty only after 
separating it from the milk by different tribulations:25 and finally by death. 
And thedifference of pulse and rice is only due to the squint-eyed: if their 
eyes were normal they would no longer see dualityand recognize that 
everything is one.26  

Various kinds of fruits were brought to the capitalthe peaches that come 
from Laranda (Karaman) make the whole townsmile?27 and the poet feels 
like a pomegranate whose 'teeth', i.e. the small round kernels of the fruits, 
constantly smile.Since he is made of finest sugar, he cannot stand the sight 
of somakh, the herb of bitter aroma which is used with roast, for these two 
tastes can not be combined.28  

Rumi warns people not to expect the scent of musk when they put garlic 
and onion before their noses.29 Rotten onion ingeneral becomes a symbol 
of worldly pleasures: the child who has not yet seen an apple, will not give 
away his rottenonion,30 just as a man who knows nothing about the 
spiritual world, clings to the miserable and rotten enjoyments ofthis world; 
in the eyes of the wise, however, even the most attractive girls and boys are 
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not better than a stinkingonion.31In a different strain of thought, Mowlana* 
may contrast the 'onion Separation' which causes tears with the'saffron 
Union' which gladdens the heart.32  

Sometimes Jalaloddin's* imagery becomes even more grotesque: which 
other poet would compare the house of hisBeloved to a butcher's shop who 
trades in hearts and heads?33 These little shops selling intestines could be 
seen inAnatolia still a few years ago, and Rumi, overstressing the image of 
the lover's heart and head being sacrificed to theBeloved, found them an 
appropriate symbol for his terrific power.  

But the Beloved is also sweet and gentle. He pleases the patient lover with 
confections full of walnuts, sugar andalmonds (luzina) to sweeten his mouth 
and throat and to give him light. 34 

In fact, verses connected with sugar, honey, and sweets abound in Rumis's 
Divan* as in the verses of almost every otherpoet looking for a perfect 
image of the sweetness of his beloved. Honey is always 'licked35a quite 
naturalistic image!and if man licks the honey of Spiritual Poverty (faqr), 
even the generalissimo of the Empire has in his eyes no more importance 
than a fly.36  

Rumi intends to show with this verse, that spiritual poverty is better and 
sweeter than all worldly ranksa somewhatsurprising image for an idea 
expressed hundreds of times by Sufi poets.  

The Beloved, of necessity, has been compared innumerable times to sweet 
milk, sugar, sugar-cane, and candy (qand),although he may be, at the same 
time, bitter like colocynth.37  

If the sugar but knew anything of the taste of love, it would turn water from 
shame, and no more show its sugar-quality.38  

And the bitterness of separation makes the lover's teeth blunt (kond) until 
the sugar (qand) of union can be tastedagain.39  

Egypt was the province with the largest sugar exports; thus Egyptian 
caravans carrying sugar wander through Rumi'sverseshere, the internal 
relation of Egypt with Joseph, the prototype of youthful beauty and thus 
symbol of the beloved,should always be taken from granted, all the more 
when the Beloved is addressed as carrying a whole Egypt in himself.Once 
the poet mentions sugar from Khuzistan,40 rivalling Egypt as a producer of 
sugar but rarely used as a poeticaltopos since it lacked a symbolic figure 
like Joseph who could be connected with it. The pun between qand and the 
cityof Qandaharfrequent in early Persian poetryseems to be lacking in 
Rumi's poems; he prefers the similar combination ofqand with 
Samarqand.41  

Among the hundreds of lines speaking of sugar and candy, one image is 
worth mentioning: this is the connection of thesugar cane with the reed 
flute. The reed is empty, it has given up its own will,42 and made its heart 
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narrow; thereforethe Beloved can breathe into it and fill it with sugarthe two 
functions of the reed are put together in an ingeniouscombination43 (to 
which the image of the reed-pen, both sweet and complaining, can be 
added). 

Sugar was sold in small quantities, wrapped in paper, like candy; 44 for the 
poet says:  

When I write the name of Shams-e Tabriz, I put my heart's desire like sugar 
into the belly of paper,45 as if the name of the Beloved would make the 
paper sweet! Or he calls the Beloved:  

O you the grief for whom is like sugar, and my heart like paper!46  

These little paper bags filled with sugar as sold by the druggist serve him, 
later, as symbols for God's grace: thecustomer should not think that the 
merchant has only this small amount of the coveted sweetnay, his stores are 
filledwith sugar which he, however, distributes according to the customer's 
need and capacity, just as God grants only smallpieces from His endless 
Mercy.47  

We learn from Rumi's verses that the practice of keeping sweet dishes cool 
in snow and ice (as it was common inAbbasid times, and still in Mamluk 
Egypt) was known in Konya as well:  

In this snow do I kiss his lips for snow and sugar keep the heart fresh.48  

Paluda, a dish of milk, fine flour, and some spices, was popular enough in 
the thirteenth century to be mentionedseveral times as a symbol of spiritual 
sweetness:49 compared with the Beloved, everything is as tasteless as 
paludabought in the bazaar.50 Paluda is also mentioned along with 
qata'ef*, a delicious kind of sweet cake, as a meal for a festive occasion.51  

How lovely is Rumi's idea that even the sweetmeat is engaged in prayer!  

Be silent, for sugared almonds (jowzina) and sweetmeat with almonds 
(luzina) are engaged in prayer: 

the luzina offers the prayer, the halva says 'Amen'.52  

May we think of the saying I often heard in Ramadan in Turkey that the 
food which is brought from the kitchen beforethe breaking of the fast at 
sunset, praises God as long as it is on the table?  

Mowlana* makes the Beloved tell the lover the secret of being broken and 
thus, as we may surmise, reaching a higherlevel of existence:  

You will become broken like old nuts, when you taste my almond-sweet . . . 
53 For 'the friend is like luzina'.54 

Among the sweets, halva* is Rumi's favourite objectan object comparable 
to the taste of spiritual experience: just as thevillager who tasted halva* for 
the first time, would no longer like the carrots he used to chew formerly for 
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the sake oftheir sweetness, man will despise wordly pleasure once he has 
tasted spiritual bliss.55 That is why Rumi does not evenhesitate to see the 
love of Shamsoddin in his heart inseparably blended 'as qand and sugar in 
the halva*'.56  

One should not forget that the Sufis were indeed always notorious for their 
fondness of sweetmeats, and many an earlierpoet has ridiculed this tendency 
in his verses. Rumi himself has several times alluded to Sufi parties with 
halva*.57 His most unusual poem in this respect is that with the rhyme-
word halva*,58 in which he tells that God Himself has cooked some halva* 
for the Sufis, and that the angels produce it in the heavenly kitchen . . . Of 
course, the true mystic thinks ofthe halva* of his friend's lip, and takes the 
scent of halva* from his mouth: 'Do not talk too much of halva*!' he 
admonishes himself, because the word itself reveals the secret of loving 
union which must be kept secret.59 And thehalva* should be chewed with 
closed mouth like a fresh fig, chewed 'in the heart' without contaminating 
hand and lip.60  

Jalaloddin* goes even further in his fondness for this image: as soon as the 
Beloved lits the fire of His love, the wholeworld becomes like a big pan in 
which halva* is cooked;61 the night is turned into a halva* pan62 (probably 
an allusionto the sweetness of nightly prayer, the conversation between 
lover and Beloved), and the trees carry trays with halva* on each branch 
and twig:63 a miraculous sweet has been prepared in the pan of the wood, 
without outward fire, withoutoil and syrup. Man, once tasting of the friend's 
halva* will boil like a halva* kettle on the fire.64  

Rumi speaks of the 'halva* of contentment'.65 Turkish readers will here 
remember the 'morsel of contentment' riza lokmasi, which is praised in 
subsequent centuries in Bektashi religious poetry: after the trial of boiling, 
man understandsthat contentment is sweet and palatable. But the base soul 
may even remain ammara*, inciting to evil, instead of  becoming peaceful, 
if it has tasted too much earthly halva *.66 

In this connection one should not forget that Konya has always been famous 
for its halva* and one of the stories of Nasroddin* Khoja attests that 'in 
Konya they thrash you to make you eat halva*'. One is reminded of this 
saying onfinding a remark in the Mathnavi67 where beating a child and 
feeding it with halva* are contrasted to show the eternal wisdom which 
manifests itself better in pain than in grace:  

If I am slapping an orphan, while a mild-natured person may put halva* in 
his hand,  

Those slaps are better (for him) than the other's halva*, and if he be 
beguiled by the halva*, woe to him!  

Rumi's cuisine does not only comprise sweet itemssalt becomes an emblem 
of spiritual regeneration:68 the beloved isthe Mine of Salt,69 or the salt 
cellar,70 and by partaking of this saltwhich means at the same time 
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'loveliness, charm'thelover himself becomes more lovable and spiritual.71 
The image that everything that falls into a salt-mine is transformedand thus 
purifiedfound first in `Attar's* epicshas been used by Rumi in several 
connections,72 i.e. in his description ofthe Prophet who is 'more salty and 
elegant' than material salt.73 In many cases, the beloved is asked to sprinkle 
some ofhis salt upon the roasting heart or liver of the lover to make it more 
tasty.74  

Rumi who sang the praise of hunger and spiritual food so often, holds that 
bread is the architect of the prison 'body', wine is the rain for the garden 
'soul'.75  

Notwithstanding his warnings against too much eating which induces man 
into sleep and sexual desires,76 the imageryof baking and bread occupies 
much room in his vocabulary. The world is like a furnace in which different 
kinds ofbread are bakedbut he who has seen the Baker Himself, what should 
he care for the world?77 For him, bread is only apretext; it is the Baker who 
enraptures him.78 God reveals Himself here under the attribute of ar-
Razzaq*, He who bestows the daily bread. Those who love Him, take His 
gifts only as a means to increase their gratitude.  

The lover's heart is comparable to a furnace.79 But he should rather 
resemble the furnace of the old woman of Basra (which, according to 
Muslim legend, caused the Flood) and cover the whole earth with the hot 
water of his love insteadof baking bread. 80  

To mature, that is the duty of the lover; as long as he is raw there is no use 
for him. But once he is bakedbe it in the fireof tribulation or of separationhe 
becomes 'the head of the most precious part of the table'.81 But the same 
person whowas once honoured like baked bread, may experience that he 
becomes, on his way, like breadcrumbs, scattered andworthless.82  

In the otherwise rather uniform imagery of baking and bread in Rumi's 
work, one instance attracts our special attention,since it is an interesting 
example of the mystic's imaginative power:83 he compares lovemaking to 
the baker's dealingwith the dough and describes it in such amusing style that 
it is difficult to detect here anything but sheer sensualjoyalthough, of 
course, some may interpret the passage also as the Divine action of 
kneading and apparently mistreatinghis friends for the sake of spiritual 
union . . .  

This whole complex of images leads, quite naturally, to the feeling that man 
is constantly in a kitchen,84 being treatedlike one of the ingredients of food: 
Rumi speaks of the kitchen of Love,85 but also of the kitchen of God out of 
whichcomes only precious food, like manna and quails, as attested in the 
Koran (Sura 2/57; 7/160; 20/80). For the whole skyis God's kitchen, the 
stars the servants, and since water and fire are always at His disposal He can 
feed everythingcreated. In his visions, Rumi enters a kitchen full of light,86 
a kitchen full of honey in which the kings lick thevessels.87 Mortals, 
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however, are not allowed to taste from it even a ladleful; rather, their hearts 
and souls become roasted.88  

Mowlana* compares almost everything to a kitchen: the soul,89 the 
heart,90 the head, the stomach91 and even intellectin whose kitchen the 
poor Sufis remain hungry.92  

In a charming play of contrasts Rumi once more highlights the importance 
of fasting for the true Sufis:  

Since the lovers' life became dark as an effect of the kitchen 'body', 

He prepared for their kitchen the fasting.93  

Fasting makes the kitchen empty, cleans it thoroughly, and  Mwlana allows 
man to taste spiritual food, so that he becomes similar to the angels who live 
exclusively on adoration andworship. 94  

* Rumi, turning in front of Salahoddin* Zarkub'sshop.  

From a manuscript of Sultan Hoseyn* Bayqara's*majales-
e`ushshaq*`ushshaq*, 17th or early 18th century.  

Jalaloddin* likes to compare the most divergent objects to a kettle or 
cauldron (dik; rarely the Turkish qazghan* is used). This is a convenient 
image for the human heart which is constantly boiling from the fire of 
Divine love orwrathand how could a kettle be silent when the water starts 
boiling? The tongue is therefore well comparable to the lidof the potwhen it 
moves, one smells what kind of food is contained in it, whether sweetmeat 
or vinegar-spiced stew.Does not the proverb attest that 'Man is hidden under 
his tongue'?95 The motif of the kettle 'heart' became even moreprominent in 
later Sufi poetrywhen Rumi complains that the Beloved should not ask the 
lover to be silent, for thatwould be impossible, later Sufis have compared 
Hallaj's* utterance 'I am the Truth' to the sound of the kettle in whichthe 
water was still in the process of boiling and not yet evaporated as silent 
steam: to voice one's experiences is only themedian stage on the mystical 
path.96  

We may place here also the verse:  

I put a lid on the cauldron 'faithfulness' 

so that not every raw person may smell it.97  

Rumi describes the handling of the kettle in all details, beginning from 
lighting the fire with the match (or rather thepiece of sulphur) in the friend's 
hand.98 The kettle itself is always black; this fact allows many 
comparisons* to theblack heart, or to black-faced, i.e. disgraced, people. 
But if its material were gold, this external blackness would notdiminish its 
value.99  

Again, we find unusual, even sinister, images in this connection: man, in his 
constant movement in the cauldron 'world'can be compared to a 
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skimmer,100 and the soul goes round like a ladle in the kettle 'heart' to 
become filled with halva*. 101 But the true lover sings:  

I want to draw up a spoon (kafak) with blood from the kettle 'soul' . . .102  

The kettle filled with blood was already known earlier, thus to `Attar*, and 
occurs in several places in Rumi's lyrics.103  

There are still many other images taken from kitchen and household:  

The world is a sieve, and we like flour; when you can pass, you are pure, 
otherwise you are chaff. 104  

To be sure, as many people dance out of love of bread and soup, as dance in 
pure love.105 But for Rumi himself all thedelicious kinds of food he has so 
often mentioned in his poetry are hardly attractive:  

I do not eat head, for that is heavy, 
I do not eat feet, for that is bones, 
I do not eat beryani*, for that is a loss, 
I eat light, for that is the nourishment of the soul.106 
 

He knew, however, that once a person becomes drunk, he cannot remain 
silent, and when bread reaches the hungry, oneshould not say 'Do not 
earl'107the intoxication by love or, on the lower level, by the sight of food 
is too great to becounted in terms of normal behavior.  

It is revealing that one ghazal in which imagery of bread and wine has been 
used in a style reminiscent of OmarKhayyam and other not exactly mystical 
poets has been inscribed, among other verses, on Rumi's sarcophagus: here, 
hefollows the example of all those poets who claimed that their 
intoxicationreal or metaphoricalwould last beyond the grave:  

When wheat grows out of my dust, 
and when you bake bread from it, then intoxication increases, 
the dough and the baker become intoxicated, 
and the furnace sings, drunken, poetry . . .108 
 

It would indeed be astonishing if Rumi had not used the age-old symbolism 
of the sacred intoxication which better thanany other symbol expresses the 
overwhelming power of the mystical state109a state in which man is 
strangelytransported to higher levels of consciousness. Already in the first 
lines of the Mathnavi he confronts the reed flute which speaks through the 
fire of love with the wine, agitated by the fermentation of love.110 The 
heart, comparable to grapes,is beaten for years and squeezed until the sap 
flows out and wine is made,111 for only if the husk of the grapes isremoved 
can union be experienced: out of thousands of grapes emerges one wine.112  

One finds verses in Jalaloddin's* poetry in which ordinary drunkenness is 
described in very matter-of-fact imagesthedrunkard walks around falling, 
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creeping, and vomiting,113 a laughing-stock for the children who do not 
know the real nature of his intoxication. 114 But: 

He whom Thou makest drunk and lion huntingaccept his excuse, if he walks 
crooked from intoxication!115  

An amusing description of the meeting of a drunk person with the police-
inspector serves the poet as starting-point tocome from earthly to spiritual 
intoxication:  

The Inspector said to him 'Come now, say Ah!' But the drunken man at the 
moment of utterance, said 'Hu, Hu!' 

'I told you to say 'Ah'', said he; 'you are saying 'Hu'!'Because I am glad', he 
replied, 'while you are bent with grief. 

Ah is uttered on account of pain and grief and injustice, the Hu 'He' of the 
wine drinkers is from joy.' 

The Inspector said: 'I know nothing about this. Get up, get up! 

Don't retail mystic lore, and leave off this wrangling . . .'116  

Rumi often applies the Koranic promise that God will offer pure wine, 
sharaban* tahuran*, to the faithful in Paradise (Sura 76/21) to descriptions 
of the mystical wine which, by virtue of its intoxicating power, takes out of 
man's heartgrief and sorrow.117 It is the wine of ladon, of immediate 
Divine experience which endows every hair with vision.Therefore the 
mystic wants that even the mohtaseb*, the model of sober orthodoxy,118 
should taste this Divine winewhich is licit119 and whose fragrance makes 
all the saints (abdal*) both visible and invisible among people.120  

The kowthar, the abundant paradisiacal fountain, is equated with the wine 
of the soul whereas the 'wine of the body' isgiven from the goblet of abtar 
('he who has no offspring')this is a most elegant application of the Surat al-
kowthar. For the Prophet was inspired by this spiritual wine, not by the 
material wine which his enemy (who was doomed to beabtar) used to drink. 
This verse can be considered a clue to Rumi's wine symbolism which is so 
prominent in hispoetry.121  

The outward forms are like the vessel,122 the inward beauty is the wine 
which, never changing in substance,123intoxicates the lover. Without the 
grace of the Friend's wine, the whole world is nothing but an empty 
vessel.124 Asingle sip of this wine mingled with dust made Majnun loose 
his intellecthow much higher, then, must be the pure andunalloyed 
intoxication which the true lover enjoys when he is not fascinated by an 
earthly beloved!125 Rumi knowsthat the radiant glory of the cupbearer 
transforms the must into sparkling and potent wine, 126 and his verses are 
understood asresponses to this intoxicating experience.127 He has described 
this marvellous event in one of his finest and mostmusical ghazals, a poem 
which reflects the magical quality of the wine of love and the Divine 
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cupbearer in perfectlucidity:  

I saw my Beloved wandering about the house: 
He had taken up a rebeck and was playing a tune. 
With a touch like fire he was playing a sweet melody, 
Drunken and distraught and bewitching from the night's carouse. 
He was invoking the cup-bearer in the mode of Iraq: 
Wine was his object, the cup-bearer was only an excuse. 
The beauteous cup-bearer, pitcher in hand, 
Stepped forth from a recess and placed it in the middle. 
He filled the first cup with that sparkling wine 
Didst thou ever see water set on fire? 
For the sake of those in love he passed it from hand to hand, 
Then bowed and kissed the lintel. 
My Beloved received it from him, and quaffed the wine: 
Instantly o'er his face and head ran flashes of flame. 
Meanwhile he was regarding his own beauty and saying to the evil eye: 
'There has not been nor will be in this age another like me. 
I am the Divine Sun of the world, I am the Beloved of the lovers, 
Soul and spirit are continually moving before me.'128 
 

It is a poem which reveals the identity of Beloved, cup-bearer, wine, and 
music in unforgettable images and tells betterthan any explanation of the 
magic of Shamsoddin's intoxicating love and beauty and shows how the 
wine of love leadshim proudly to reveal his status as the Beloved.  

Rumi was probably acquainted with Ibn al-Fared's* khamriyya,129 the 
great Arabic ode in which the Egyptian mystichad praised the wine of love 
which he quaffed before the grapes were created:  

If in the Maghreb the scent of this wine would appear out of Non-Existence, 
the ascetics in Herat and Taliqan would become intoxicated . . .130 
 

This motif is a poetical interpretation of the events at the Day of the 
Covenant, when the soul accepted the Divineaddress Alastu 'Am I not your 
Lord?' and responded by answering bala * 'Yes' (Sura 7/171)intoxicated, as 
the Sufis would say, by the goblet of alast. This image has been used 
bymystical poets time and again, but the similarities between some of 
Rumi's verses and the words of his elder Egyptiancontemporary are so close 
that a direct influence cannot be ruled out. The poet describes the saints 
who have drunk wineand experienced excitement before the creation of 
grapes, and who perceive, with inner vision, the wine already in thegrape, 
the existent already in non-existence131 (verses which have been imitated, 
six hundred years later, by the Indo-Muslim poet Ghalib* in one of his most 
impressive qasidas*).132 The saqi* of the day of alast is a standing figure 
inRumi's poetry. Even more: whoever saw a dream of this primordial 
covenant is intoxicated, butand that is important!intoxicated in the way of 
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works of obedience, so that he carries the burden of religious obligations 
which God loadsupon his back happily like an intoxicated camel.133  

Mowlana* alludes not rarely to the tradition that God kneaded Adam's clay 
for forty days, and connects this kneading ofthe dough and its fermentation 
with the intoxication which still permeates manverses, echoed most 
perfectly by Hafez*.  

The drink of love is a wine which makes the dead jump out of their 
graves,135 and the lovers realize that there must beonly one gobletno 
duality is left for those who drink this wine.136  

The intoxication caused by the pre-eternal wine makes Rumi exclaim:  

I am so drunk, I am so drunk in this moment that I cannot tell Eve from 
Adam . . .137  

It is this primordial wine that flows through all the lovers in the worldbe 
they the Seven Sleepers who were taken out oftime for three hundred and 
nine years, or the Egyptian women who cut their hands when gazing at 
Joseph's beauty, orJa`far at-Tayyar*, the hero of early Islamic battles.138 
This wine enraptures the lovers, purifies spirits and angels somuch that they 
have broken the wine-jar of this worldwith the exception of a few infidels in 
their hopelessness;139 forthe true lovers do not need any more external 
wine:  

The wine became intoxicated with us, not we with the wine . . .140  
<><><><><><><><><><><><>  

And when I was ill, He healed me . . .  

Imagery Connected With Diseases  

Yesterday our khaja * fell ill . . . 

He has no bile (safra*) he has no melancholia (black gall), he has neither 
colic nor dropsy from this event a hundred uproars have fallen into every 
comer of our town . . .1  

What is the poor khaja's* illness? It is, of course, the illness of love which 
can only be cured by the skillful physician,the beloved. Rumi, faithful to the 
tradition of Islamic poetry and mysticism, uses medical terminology rather 
frequently;for a proper knowledge of this terminology belonged to the 
general education. It is always love which is discovered asthe real illness, as 
the poet describes it so well in the first story of the Mathnavi, love,  the 
illness which is more agreeable than health . . .2  

The lovers have fallen ill from the physician's 'ill', e.g. 'languishing' eyes,3 
and since every lover wants to behold theEternal Physician, there is only 
one way out: one has to become ill so that He may come to visit the 
suffering lover.4  
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That Mowlana* himself apparently did not care too much for external 
school medicine becomes clear from a ratheramusing story told by 
Sepahsa1ar*: the master whose disciples were sick took the medicine and 
acted in every respectcontrary to what the physicians would have 
adviseddancing in ecstatic sama*, going to the hot bath after 
swallowingsome purgative pills, and yet, he felt perfectly well.5 He knew, 
however, enough about concrete ailments and theirsymptoms and cures to 
use them as symbols for higher spiritual experiences.  

Illness is one of the so-called 'secondary causes' of death, created by God to 
divert man's eye from Azra'il*, the angel ofdeath who had first refused to 
slay human beings. But God consoled him: He has invented fever, colic, 
delirium andspear to preoccupy man so that the angel himself remains 
invisible.6  

Sowda* and safra*, the illness of black gall and yellow bile, i.e. 
melancholic and choleric temperament and their resultsare the external 
signs of the lovers. When a man eats too many dates, it becomes phlegm 
and produces bile:7 one ofRumi's favourite comparisons is that sugar is 
dangerous for those infested with bile, or those with fever: 

If is difficult to play tanbour for the deaf, 

or to perform the custom of sugar-strewing on a bile-infested person! 8  

Those suffering from safra* are the loveless people who cannot enjoy the 
sugar, or halva*, of union, whereas the Sufis can indulge in eating 
sweetmeats since they seek purity (safa*), not gall (safra*). 9  

The person deceived by wordly interests is comparable to one dying of 
consumption who melts like ice and yet thinksthat he gets better every 
day.10  

The most frequently mentioned illness in Rumi's vocabulary is dropsy, since 
its symptoms could be connected with theinsatiable thirst of the lover for 
more 'water of life'.11 The idea that the lover is never satiated was common 
with the Sufis, beginning, at least, with Bayazid* Bestami*, and even the 
first lines of the Mathnavi speak of this metaphysicalthirst which can never 
be quenched.12  

Heart and soul, more feverish than dust, seize the jar like dropsied people, 
'Water! Water!'13  

The swollen body of the dropsied person is even compared to a drum which 
constantly repeats the call for more water,an image perhaps taken over from 
Khaqani*.14  

Comparable to dropsy, but less often mentioned, are ju` al-kalb, 'canine 
appetite'15 or ju` al-baqar 'voracity',16 whichmake people hungry for the 
bread which comes from the bakery of the soul or leads them to the pasture 
ground ofeternal life (baqa'*) to graze there like a never satiated cow:17 
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both images express the spiritual longing of the lover inrather crude form.  

The unrest produced by colics which makes man restless so that he 'falls 
from the dwelling place of the patient'18 servesas much as a symbol as 
toothache,19 which is treated with heat and steadfast trust in case it is 
caused by wind;20 but ifa worm has fallen into the tooth it should be torn 
out, just as evil qualities have to be uprooted lest they cause more painto the 
spirit.21  

There are different ways of diagnosing illness: by smelling the sick person's 
breath one may find out what he has eaten,and Rumi does not hesitate to 
insert a story known from folklore into his lyrics: 

 

A man went to the physician complaining of stomach ache; he had to 
confess that he had eaten burnt breadwhereupon the physician prescribed 
him an eye-salve so that he could recognize, the next time, whether his food 
was edible or not . . . 22  

The physician in this story acts like the spiritual master who opens the eyes 
of the worldly minded who cannot discernwhat is good for their soul.  

For the cure of eyes, sorma, collyrium, was used; the best quality came, 
according to Rumi's allusions, from Isfahan.23It was produced by grinding 
pearls in a mortar. Thus, the days of life could be compared to such a mortar 
in whichprecious jewels are pulverized in order to make the spirit see,24 
and this, again, leads Rumi to the conclusion that to bebroken is the pre-
condition for becoming a useful medicine.25 The most common method of 
diagnosis was byexamining the qarura, the vial,26 and Rumi, alluding to 
the Light-Verse of the Koran (Sura 24/35) says in rather directlanguage:  

That glass which has not got the light of the soul is urine and bottle, do not 
call it a lamp!27  

By feeling the pulse, the classical method of detecting secret diseases, and 
ailments of the heart, most of the 'beloved'physicians in Persian poetry find 
out the secret illness of the heart*, as the first story in the Mathnavi 
describes in detail.28 And the poet can admonish his disciples to apply 
these practices to their spiritual life as well:  

Take the pulse of your heart and religion, and see how you are, and look 
once into the vial of actions!29  

By examining one's thoughts and the result of one's religious attitudes one 
may be able to find out what is wrong withone's faith.  

Ailments were often cured by bloodletting, and Rumi sees those who long 
to be slain in the way of love in a somewhatstrange image:  

The slain one comes to the slayer as quickly 

as blood runs from the body into the bottle of the cupper . . .30  
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In many cases, a mixture of honey and vinegar would be given to the sick; 
this is a medicine appropriate for liverdiseases;31 for Mowlana, it becomes 
a symbol of the saints and prophets in whom the spiritual honey and the 
wordly vinegar aremixed so that they can cure, by their very nature, the 
diseases of the soul. 32 But:  

When you are cured from your illness, leave the vinegar and eat only the 
honey!33  

The slow introduction into the world of spirit is described in another similar 
image: some people cannot digest purehoney; only when it is mixed with 
rice, dressed with turmeric and halva* are they able to swallow it, until they 
havefully recovered: not every heart is able to enjoy immediately the 
spiritual sweetness offered by the saints.34 Opium,mainly mentioned as 
intoxicating matter along with wine, was given to the sick to quiet down 
their pain.35  

Worldly qualities should be spit out, or vomited:  

When man does not spit out the blood of boasting, the blood will become 
agitated, and diphtheria will result.36  

And just as this blood should be cleaned away, Rumi, or the beloved, offers 
his services to those who have eaten rottenfood37 or have drunk devil's 
milk38 and want to vomit: he gives them the medicine but warns them lest 
they eat suchstuff any more. Thus, the soul has to give up, even if by force, 
the rotten worldly pleasures. Even grief can be called an'evacuation' which 
leads the soul, eventually, to joy.39 The beloved is very often described as 
the eternal physician,40 asecond Galen, nay, even more than Galen, or 
Galen and Avicenna in one person;41 he is a wise physician coming 
fromBaghdad42 and heals ailments even Galen did not know.43 He 
quickens the sick with his Jesus-like breath, and ishimself the medicine for 
the soul, he is:  

A hundred wormwoods and medicines for the heart full of pain . . .44  

For once he opens even his mouth to show his lovingkindness, he sends a 
mofarrah* a kind of tranquillizerto the heartsof all those who are sick for 
his sake.45 But his quality as physician implies also that he sometimes 
prescribes bittermedicine which the lover will take without hesitation, for he 
firmly believes in his wisdom: whatever the physiciandoes, is good in 
itself.46  

That is why Rumi applies the image of the physician to God in order to 
solve the enigma that He wills both good andevil, but approves only the 
good:  

He desires that people should be ill, since he desires to practice his 
medicine, and he cannot display hismedical skill unless people are ill. But 
he does not approve of people being ill, otherwise he would not attendthem 
and treat them . . . 47  
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And their garment there will be silk  

Weaving and Sewing One of my favourite verses in Rumi's lyrical work are 
the lines in which he describes the lover who weaves satin and brocade 
from his liver's blood in order to put satin and brocade under the beloved's 
feet1 a verse which has numerous, though less artistic, parallels elsewhere 
in his poetry. Thus the tears of blood are often compared to red shimmering 
satin2 (atlas* 'satin' is generally synonymous with 'brilliant red'). The 
lover's heart-beatsmay remind the poet of the constant movement of the 
loom, weaving a garment of thought and hopes3provided thebeloved helps 
him. For if the Friend is not present in the weaving factory, by God, neither 
woof remainedby God, nor warp remained!4 Otherwise, when He mixes 
with it, one thread becomes a dress, one brick a castle!5 It is but natural that 
Rumi uses allusions to weaving and sewing comparatively often. In a place 
like Central Anatolia,long famous for its colourful woollen carpets, with 
brocades and silk imported from all over the Islamic world, suchimagery 
offered itself very easily to a poet. Besides, the symbolism of weaving and 
of dresses goes back to the oldesttimes of religious expression and is 
common to almost all religions in the Ancient Near East, including Judaism 
andChristianity.6 It was often used by the ancient Greeks, who would see 
the starry sky as a richly decorated garment of the gods, just as the Hebrew 
psalmist regards light as the dressDivine (Psalm 104), and as Christianity 
imagines Mary in a star-embroidered gown of heavenly blue . . . Earlier 
poets inIran had elaborated the imagery of weaving and woven material by 
comparing flowers and desert, clouds and water toprecious silken material 
7not to forget Farrokhi's qasida-ye* holla* in which he skillfully describes 
the process of'weaving' a poem.8 Rumi, adopting a famous ancient motif, 
uses images pertaining to weaving and clothing tosymbolize many aspects 
of mystical life. He jokingly warns people not to be deceived by the dark 
blue frock of the skywhich pretends to be, in this dress, a stern ascetic, but 
'has not trousers under it . . .'9  

What does the outward appearance of man mean? Nothing; it behoves one 
to look into the possibilities hidden behindthe husk, for:  

satins are hidden under the leaves of the mulberry tree.10  

Jalaloddin* knows the silk form Shoshtar11 (or Sus),12 and speaks of the 
most precious satin which is put before thetailor to test his skill.13 The 'silk 
of felicity14 is decorated by the teraz*, whose inscriptions bear the royal 
names andtitles and thus honour the woven material. The lover is the best 
teraz* on Adam's dress;15 therefore Rumi compares thesaint leading the 
congregational prayer to a wonderfully embroidered teraz* which makes 
the silk more valuable,16 and the very view of the teraz* of the Friend's 
robe of honour tears a thousand dresses of pain, anguish and grief in 
pieces.17  

Man's outward qualitiesnoble and meanare like woven material. The poet 
speaks of the 'garment body which is thelowliest dress',18 although he may 
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think at other times that the four elements are only like a dress, the true 
work of thecreator being visible in the human body itself.19 He tells about 
the 'cloak of holy attributes' which Adam put on andgave up again20images 
known to other Muslim and non-Muslim poets as well. Whatever man does, 
becomes a garmentfor himwe may remember the old Indian tale of the King 
and the Corpse in which each work of the King contributed tothe perfection 
of the beggar's frock.21 Good thoughts become the fabric of the outward 
form,22 so that man is dressed,finally in a garment (holla*) made from the 
warp and woof of works of  obedience, 23 e.g. in a material which he 
himself has woven by his actions. He may sometimes put on the frock 
ofpatience but this will be torn to pieces the very moment love enters his 
heart.24 The dress is something 'other'; it is aveil which covers the perfect 
nudity required for the last union between lover and beloved.  

I am better naked, and put away the garment 'body', so that the lap of Thy 
grace becomes a cloak for my soul.25  

For:  

Whatever the dress be, hairy wool or shoshtari silk: to embrace Him is 
better without this veil.26  

Rumi uses these images in an interesting combination: God taught Adam 
the names, e.g. the attributes of things out ofjealousy, weaving, thus, the 
'veils of the particulars' whereas He comprises the fullness of things;27 
every name covers areality, partakes in it as the garment partakes in the 
character of its owner, and yet veils this reality from the views of 
thestrangers. Love tears this dress (as it was, in fact, often the case in 
mystical dance when the Sufis rent their frocks),whereas reason tries to 
mend ita useless task when the Beloved sews hearts . . .28  

Thought and word are therefore a garment which man should take offhe 
should 'tear the dress of speech'.29 The humansweave or spin words: later 
Indo-Muslim poets have compared the zekr*, the recollection of the Divine 
Names, to the movement and sound of spinning by which the heart becomes 
soft like the most valuable yarn.30 But the 'dress ofthought',31 the cloaks 
(kherqa) spun by intellect32: will all be naught before the Sun which burns 
everything so thatneither warp nor woof is any longer required.33 Then, the 
lover will put on the qaba*, the long robe of honour whichthe Sun itself 
grants him; that is, he will partake of the Sun's own nature (for the original 
meaning of bestowing agarment upon somebody was to grant him part of 
one's own spiritual power, baraka). The Sun weaves golden brocadefor 
those who give up their external existence and stand before it in perfect 
poverty and nudity, to dress them in its owngolden light.34  

On the level of ritual religion, the yellow cheeks of the fasting Muslim 
which were formerly red like satin will be covered by the robe of honour 
given by fasting. 35 The lover will be dressed in the 'cloak of felicity'36 
which is takenfrom the 'treasure-house of Mercy'37 Rumi calls the 'pacified 
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soul' (Sura 89/28) to put on this gown of Divine Realityinstead of its old 
sackcloth;38 for the atlas* and eksun (red and black satin of superior 
quality) which love grants manalready in this life are more precious than 
that green velvet and silk promised to the pious in Paradise.39  

The light of the Sun which bestows golden dresses upon the naked is able to 
transform everythingrocks and thornsbecome, thanks to its power, soft like 
Chinese silk (parniyan*, as Rumi says in his imitation of Rudaki's qasida* 
about the ab-e* Muliyan*);40 the contrast between khar*, 'thorn' and harir* 
'silk' is not rarely used in his poems.41 In fact, hesees how all nature in 
spring puts on a robe of honour which needs neither warp nor woof,42 
granted by the AlmightyKing43 who bestows on every thorn the gala-dress 
'rose'.44 Or else: Spring is a tailor who stitches lovely dresses ofgreen 
brocade,45 or brings them forth from the 'shop of the Invisible';46 one of 
his masterpieces is the tulip's dress withits sun-coloured collar and its 
evening-coloured hem.47  

But the poet may also joke, addressing his beloved in autumn:  

O idol, look at the fall, see those naked (creatures)! 

Give the naked a cloak of wine (red) like satin!48  

The admiration for the strange weaver and tailor who bestows the gala robe 
of existence on the non-being49 and whoembroiders the moon on the blouse 
of the evening50 overwhelms Jalaloddin* from time to time. He may hear 
theCreator's address 'who informs him about His marvellous grace:  

I put a hundred atlas* and eksun before the silk-worm!51  

And He can change cotton into fine silk, as Rumi says in a 'spinning' 
ghazal,52 as much as He can put on the dress ofwrath and again change it 
into that of the Guide.53  

Certainly, the tailor Fate never cut a shirt for a man which he did not turn 
eventually into a full dress,54 and Rumielaborates this idea in the well-
known story, taken from Arabic literature, of the tailor who cleverly stole 
large parts of  his customers' material. His hero, a foolish Turkish soldier 
who brings a lovely Istanbuli satin to him, is deceived by thevulgar tricks of 
this tailor 'Fate' who cuts the satin of life with the scissors 'months' . . . and 
although he had relied uponhis intellect, he is as helpless as every other 
human being against these ruses which are enhanced by his 
ownheedlessness. 55  

At times man wonders what all this cutting and serving means by which the 
invisible tailor can change in a wink a piousman into an infidel, a heretic 
into an ascetic.56 But reasoning cannot help much here:  

For instance, you have an uncut cloth which you want to have cut into a 
tunic or a cloak. Reason has brought you to a tailor. Until that moment 
reason was fine, for it brought the cloth to the tailor. Now in this very 
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moment reason must be divorced and you must abandon yourself wholly to 
the control of the tailor . . .57  

The poet describes his way towards this mysterious tailor in a ghazal:  

Tomorrow I will go to the cell of the tailor of lovers, 

I, in a long gown with a hundred yards of black (or: melancholia, passion): 

He cuts you from Yazid and he sews you upon Zayd, 

He makes you a companion of this and takes you from that other one 

With this one he stitches you that you may put your heart (on him) through 
your whole life 

Praised be the silk and the quilting, praised be the White Hand!58  

This means: man is like a piece of silk in the hand of this Eternal Tailor 
who stitches him with the unique and endlessthread Love so that the 
needleas much as its movement causes pain for the separated 
pieceseventually grants the singlepieces lovely union.59 Man may also be 
compared to a doll on which the master has put artistic golden 
embroidery.60  

Eventually, the lover recognizes the hand of the Great Weaver everywhere:  

That dark blue veil has a wind which makes it movethat is not the wind of 
air, but a wind which God knows.  

The cloak of grief and happiness do you know who weaves it? 

And this cloakhow could it think itself separate from the Weaver?61  

Who would not be reminded here of William Blake's lines:  

Joy and grief are woven fine,a clothing for the soul divine . . . 

Man has to give himself completely into the hands of this great master, he 
has to tear the garment of thought, intention,speech, and self-will. His own 
willing and striving are comparable to the fragile and useless spider web:  

Like the spider, do no longer weave a circle from the saliva of thought, 

for the woof and warp are rotten. 

When you do not speak, He becomes your speech, 

When you do not weave, the Creator becomes the Weaver 62  

a wonderful consolation: the spider web of human pursuits and plans will be 
replaced by the eternal masterpiece of theWeaver who knows how the final 
fabric will look at the end of time.  

<><><><><><><><><><><><>  
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Nun, and by the pen, and what they write . . .  

 
Divine Calligraphy  
In his review of Mowlana's* Mathnai, J. yon Hammer-Purgstall remarked 
in 1851, when discussing verse 311 of Book 
V:  

dass Dschelalleddin Rumi inmitten seiner mystischen Begeisterung dem 
schlechten Geschmacke von Wortund Buchstabenspiel huldigt. Ohr, Aug', 
Augenbraunen (sic!) und Maal werden mit den Buchstaben des Alphabetes 
verglichen, deren Figur den Leser an jene Schönheiten erinnert . . .1  

 

It is astonishing that just this small passage, in which Rumi uses the 
traditional comparisons of the different letters withparts of the head, 
aroused Hammer's wrath against the poet's 'bad taste';he could have easily 
found dozens of examplesof this imagery in the Mathnavi and even more in 
the Divan*.2  

Rumi is only faithful to the Islamic tradition in which the letters of the 
alphabet were used, throughout the ages, forcomparisons with things human 
and Divine. He also plays with the names of the master calligraphers, like 
Ibn al-Bawwab*,3 or sees the lover's bent body as the toghra * at the 
beginning of the document (manshur) of love;4 the long nights becomeink 
for the lover who slowly matures in his longing.5  

In general, Jalaloddin* follows the inherited interpretation of single letters: 
alef a straight line which designates the longa* or, at the beginning of the 
word, any vowel, has always symbolized the slender figure of the beloved. 
At the sametime, it was considered the ideal cypher for Divine Unity and 
Uniqueness, both owing to its form which does not acceptany changes, and 
to its numerical value, 1.6 The old Sufi idea that alef in its 'Divine' likeness 
is the only 'sincere' letteris alluded to by Rumi:  

Sometimes He makes you straight like an alef, sometimes crooked like the 
other letters . . .7  

letters which were, according to Sufi lore, disobedient and therefore lost 
their beautiful original shape. Alef is the upright letter, resembling those 
who go to say labbayka 'At Thy Service' in the Divine presence.8 It is 
thanks to its unityand sincerity that alef is the head of the alphabet; and the 
lover who emulates this model-letter by becoming endowedwith the Divine 
attributes will be the first in line as well;9 for alef is bare of all 
qualifications, stripped of attributes likethe Divine Essence, and similar to 
the Sufi who has reached annihilation.10  

Thanks to its grammatical peculiarities, alef becomes the symbol of the 
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lover who annihilates himself in Godwhen onewrites besm 'in the name of . 
. .' the alef of esm disappears between the b and the s and is both existent 
and non-existent, comparable to the person who experiences fana* in the 
Divine Names and to whom the Divine word 'You did not cast when you 
cast' (Sura 8/17) is applicable,11 e.g. who does no longer act by himself but 
exclusively through God.  

Other interpretations of the alef are possible though less frequent. Its 
connection with the narrow-hearted mim producesfor Rumi, the word omm 
'mother' or 'basic substance', which induces him to a long deliberation about 
the meaning ofthese substances.12 He sees the alef disappearing when it is 
united, in pronounciation and after certain particles, withthe lam* of the 
article,13 as tyranny and darkness disappear when the sun rises.14  

The ambiguity of Rumi's use of metaphors is demonstrated by comparing 
his verses about the letter alef: once he admonishes his reader to become an 
alef and to sit alone, upright and sincere, 15 whereas in another line he tells 
him notto be an alef which is stubborn, nor a two-headed b, but rather a 
jim16this letter has, usually, no specific significance inmystical symbolism, 
if not as a symbol for the ear, or is thought to be related with jamal*, 
'beauty' and jam*, 'goblet', asonce in Rumi's Divan*.17 One may also 
remember the line in which the poet speaks of the splitting of the moon at 
thehand of the Prophet and tells that an alef-like stature became like a 
jim.18 That means: the power of Love, representedin the previous verse by 
the Prophet, produces changes even in the letters: through love, the crooked 
d can become astraight alef, just as the demons can become angels when 
they are love-struck: without love, however, even the noblealef becomes 
bent like a d. 19  

On the whole, Rumi does not indulge as much in the symbolism of alef, as 
do most of the later Sufi poets although hespeaks of the necessity of giving 
up the alphabet as soon as one has finished school, he has rarely praised the 
docta ignorantia which consists of knowing the one letter alef to the 
exclusion of the whole alphabetwhich means that toknow God, the One, the 
Beloved, is enough.  

The letter d, crooked and modest,20 is once connected in a clever tajnis, 
with del 'heart'.21 But in most cases Rumi uses it in a device of which 
Sanai* and other early poets had been very fond, i.e. the invention of a 
connection of the firstletter of the word with the meaning of that very word. 
The poet can say, with a meaningful* word-play, that man whoturns to God 
in prayer, do`a*, should become bent like the letter d by which the word 
do`a* begins.22  

The Western reader will certainly* not appreciate the combination of the 
letter sin, susually connected due to its shapeand name with the teethand the 
Sura Yasin* (Sura 36) of which the poor lover is reminded when thinking 
of the teeth ofhis Beloved,23 for the Sura Yasin* is recited for the dying or 
the dead. Thus this combination, not unknown to otherpoets either, points to 
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the overwhelming power of the Beloved who almost kills the lover when he 
opens the mouth toaddress him or to smile at him . . .  

The letter kaf *, rarely used in poetical language, becomes, with Rumi, a 
symbol for 'narrowness of the heart',24 or lackof intelligence:25 it is 
important to notice that the poet speaks in this context of the kaf-e* Kufi, 
the k as written in the Kufic style where indeed this letter is generally 
represented by three horizontal lines between which almost no space isleft. 
This kaf-e* kufi was used mainly in the poetic imagery of earlier poets26 
who still knew examples of Kufichandwriting, which disappeared in the 
twelfth century.  

In other cases, the narrow and helpless heart is connected with the bent and 
split figure of the lam-alef*. But normally itis compared with the mim m, 
the ringlet with a very narrow opening (usually used to symbolize the small 
mouth of thebeloved):  

A heart like the heart of the little mim, 
a stature like the stature of a little dal*27 that is the state of the lover, 
crushed under the burden of afflictions.  

As for many other mystical poets, the letter nun, n, leads Rumi to Sura 68, 
Nun, wal-qalam, 'N, and By the Pen!' for, ashe says in a beautiful verse:  

When you are in genuflexion like a nun, and in prostration like a pen, 
then you will be joined, like Nun wal-qalam with (the Divine word) 'And 
what they write' . . .28 
 

E.g. when man is lost in constant prayer and adoration, he will become an 
instrumenta penwhich gives itself completelyinto God's hand, so that He 
may write with it His own words. And most fascinating is Rumi's 
imagewhich would fit inwell with later practices of contemplating the 
letters of the word, Allah*about the letter h:  

In both worlds have I emptied my sides 
Like a h I am sitting besides the l of Allah* . . .29 
 

The different secret letters at the beginning of twenty-nine Suras of the 
Koran were a subject of meditation for many amystic; Rumi, too, devotes to 
them several passages in the Mathnavi.30 He sees in them the signs of 
Divine acticity,comparable to the rod of Moses which contained unknown 
powers. Even skillful plays on the name of the Prophetbesides the generally 
accepted hadith * qodsi 'I am Ahmad* without m, e.g. Ahad*, ''One "'can be 
found in his lyrics.31  

As mentioned in connection with the d, Rumi likes to play with the 
meaningful first letter of a word: the qaf-e* qorbat,well-known since 
Sanai*, occurs in his poetry: qaf*, representing both the first letter of the 
word qorb 'proximity', andthe name of the world-embracing mountain-
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range, could serve the poets to express the closest possible proximity 
toGod:  

And when the flight of your love does not find room in this world, fly 
towards the Qaf* of proximity, for you are the Simorgh and 'Anqa*.32  

In similar combinations are mentioned the kaf-e* kofr 'infidelity' (without 
any deeper meaning, however),33 and the`ayn-e* `ata*, the first letter or the 
'essence' of 'generosity' into which all needs and wants will eventually 
turn.34  

Rumi also follows another favourite play of Sanai*, namely to enumerate 
the disjoined letters of a word and then toexplain that the reader can not 
reach the true meaning from these bare, husklike letters, Has anyone ever 
plucked a gol,'rose', from g and l?35 And he addresses the Beloved in a 
charming verse:  

Wherever I go without you, I am a letter without meaning, 

I opened my two eyes like a h, and sat like a sh in Love (e.g. like the central 
letter of the word 'eshq, "Love"') 

Since I am a h, since I am a shwhy have I lost my reason (hush)? 

Because reason demands a combination (e.g. the word hush is generated by 
combining letters),and I have cut myself from combination.36  

The lover who has reached the perfect collectedness has left the world of 
combinations and compounds.  

The most famous example of this kind of reasoning is in the letters k and n, 
which form the word kun 'be!' by means ofwhich God created the world. 
The lover, separated from his original home, sighs:  

You ask me: 'How are you?'Look, how I am: 

I am destroyed, out of myself, drunk and mad. 

He brought me into the noose by (the letters) k and n,  

and from that awe I am how twofold like k and n37  

that means, he has lost his primordial unity and lives in the twofold world of 
body and spirit, longing for the original unity. And the poet addresses his 
beloved in a charming line:  

You are the q of qand (sugarcandy) and I the l of the bitter lip 

From our q and l one can make (the word) qul 'Say!' 38  

Qul is the Divine address often repeated in the Koran: the lips of the 
beloved are so sweet and powerful that they almostconvey a Divine 
message when united with the bitter lips of the lover . . .  

In similar ways, Rumi puts together the word shakkar, 'sugar',39 the name 
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of Rostam,40`eshq, 'love',41 momen, 'faithful',42 the prayer-call Rabbana*, 
'Our O Lord!',43 and plays with the word bot, 'idol'.44 He may even allude 
in anelegant tajnis to his own age: he would like to leave this body, for my 
life became sixty (shast), and I am like the s and the sh in this net (shast) 45  

Life is a net knitted from letters to keep the fish which cannot escape.  

The favourite pun of Persian poets, i.e. the connection of khatt*, 'line, 
script, letter' with khatt*, 'down' (on the cheeks ofthe young beloved) almost 
never occurs in Rumi's verses;46 it is worth noticing that this kind of 
comparison was forhim only a remnant of the inherited poetical tradition, 
but not a living image or meaningful symbol.  

The alphabet, abjad wa huti*, which is part of the education of every school 
child, should be discarded by the maturewho are intoxicated in sama` and 
love;47 for in the school of the dervishes, this alphabet is not taught.48 
Even Mercury,the scribe-star, has broken his pen in intoxication and does 
no longer write the alphabet on his heavenly tablet, as thepoet emphatically 
asserts.49  

Letters are but outward signs and do not reach reality;the blind men who 
tried to give their impression of the elephant,partly described the animal as 
an alef, partly as a dal*, according to the part their hands had touched.50  

Rumi wrote a number of letters to Shamsoddin after he had disappeared for 
the first time, and the complaints of thelover who never gets a reply fill his 
poetry.51 It is certainly not his invention to compare his tears to letters 
written onthe yellow face with red ink; this imageindicative of the lover's 
stateis much older. 52 When the beloved writes a document (manshut) 
about separation, the toghra* weeps blood53 (forthe head piece of a 
document was sometimes calligraphed in coloured ink). Finally the poet 
understands:  

When I write a letter towards the friend, He is paper and reedpen and inkpot 
. . .54  

The pangs of separation exist not longer: everything has been transformed 
into the Beloved.  

The script on paper becomes the symbol of human or Divine activity: the 
little ants admire the flowerlike beauty of theletters until they discover, step 
by step, that the letters exist neither by themselves, nor through the hand or 
the arm, butare caused by man's mental activity.55  

The purified heart of the Sufi is compared to white paper on which the 
eternal designs of destiny are written56for Godcan write only on pure white 
paper.57 Man's face is likewise marked by the dots of love, which only 
lovers can read.58But the comparison of the lines on the face with the 
letters of destiny, sarnevisht, 'what is written on the forehead' does not 
occur in Rumi's verses.  
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Man's heart is like paper; but it is also like the pen which is turned in God's 
hand. The famous hadith* that man is between two fingers of the Merciful 
Who turns him as He pleases59 provided a good starting point for numerous 
versesabout man's following the movements of God's finger.  

My heart is like the pen in the fingers of the Beloved who writes tonight a z, 
tomorrow a r.  

He cuts the pen for req`a and naskh and other scripts: 

The pen says 'Greetings!'you know where I am!60  

The comparison with the pen enables the poets to insert hints at the lover's 
suffering: the beloved splits the pen's head asis required for correct 
writing,61 and the lover runs with cut-off tongue and head, making his head 
a foot, like thepen.62 He then puts his head on the script of His order, or 
dances headless on the paper63 (no doubt an allusion toHallaj's* fate!).  

God is the great calligrapherand the rank and ability of a pen depends upon 
the rank of the writer!;64 human beings areas different as the letters 
between alef and ya*:65 He can produce whatever form He wants; can unite 
the letters andseparate them again66 (just as His pen can draw now a 
leopard, now a mouse) 67but eventually they will return into the undivided 
unity, the 'eternal inkpot', as a Persian-writing mysticcalled this state one 
century after Rumi.68  

A peculiar combination, which was probably invented by Rumi but imitated 
by many later poets, is that of the reed penwith the reed flute in the hand of 
the Beloved: the pen writes strange images and words, and animated by His 
breath, theflute sings and irritates the poor intellect.69 Both of them are 
hollow, empty-stomached (for otherwise they would beunable to tell the 
secrets of love);70 both are filled with sweetness thanks to the breath of the 
Friend (hence the cross-relation with the sugarcane). And, as later poets 
would continue with an allusion to Rumi's first verses in the Mathnavi, both 
are able to cast the fire of love into the world.  

The lover knows that 'the image of Shamsoddin was drawn in the books of 
love in pre-eternity',71 and although hepossesses a whole library of wants 
which the Beloved is supposed to read,72 he cleans the tablet of his heart of 
all theletters of the alphabeteven the letters of creation, k and n, should be 
washed off by him who concentrates upon the moleof the Beloved.73 For 
letters are like thorns in front of those who have reached union.74 The 
'splendour of thecupbearer's forehead' intoxicates the mystics so that he 
breaks the pen,75 and every pen is bound to break once itreaches the word 
'Love' . . .76  

 

<><><><><><><><><><><><>  
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The present life is naught but a sport and a diversion . . .  

Pastimes of the Great  

Persian poets were always fond of images taken from the pastimes of the 
ruling classes. Since Persian poetry isbasically connected with court life, its 
authors had to provide themselves with a sufficient knowledge of the 
terminologyof chess, nard (backgammon) and other games in which the 
grandees indulged. The mystics willingly took over thisimagerywas not the 
whole arena of life a big game in which the Divine Beloved played with His 
creatures?  

Many mystics have used the shadow-play as an excellent  model of life. 
Rumi, however, does not follow `Attar * or Ibn al-Fared's* example but 
only once or twice mentions thepuppets and the screen without, however, 
entering into detailed descriptions as did his predecessors and, even 
more,later mystics.1 On the other hand, allusions taken from chess and polo 
abound in his lyrics; less frequently similes takenfrom nard occur. This 
latter game provided the mystics with a fine image of the world and man's 
closed situation, e.g.the shashdara 'six doors', the player's most hopeless 
situation in nardthe world, made of the six directions, resembles a closed 
cube, and keeps the hearts and souls of human beings imprisoned, as if man 
were indeed in a shashdara.2 But there is still hope:  

If the door becomes closed in the six-doored monastery, that moon-faced 
one shows his head from No-Place in my window 3  

the Divine beloved can pierce the closed wall of created things and bring 
the lover to a luckier position in his life'sgame. The sunlike beloved is also 
the player himself: when he casts the dice on the plate of heaven, all the 
stars will becheck-mated4when Shams appears, every thing else in heaven 
and earth vanishes before the eyes of the lover. His is themohra-ye mehr, 
the 'die of lovingkindness' or 'of the sun'.5 Besides many scattered allusions 
to the shashdara and the rescue from this station, Rumi devotes a whole 
lovely ghazal to his state of mind after having played nard the whole night 
with his beloved: it was the nard of the heart which has been going on and 
has made the lover pale . . .6  

Chess is more prominent in Rumi's poetry. The imagery was well 
elaborated long sinceto think only of Khaqani's*artistic combination of six 
technical terms from chess in one single verse of his Madain-qasida*. This 
predilection forthe chess imagery can be easily explained not only from the 
fondness of the Persians for this game, but even more fromthe ambiguity 
which could be produced by using chess-terminology in different 
connotations. Thus the Persian word for'tower/rook', rokh, means literally 
'cheek', and the checkmate, shah* mat* 'the king is dead' is exactly the state 
for whichthe lover longs: the radiant cheek of the beloved can easily cause 
the heart to become checkmate.  
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When you have seen the cheek of the Shah *, go out of your house like the 
pawn (footman), When you have seen the sun, then disappear like stars!7  

On the leather, I am afoot, I do not need a horse, I am killed by Thee, O 
Shah*, put Thy cheek on my cheek!8  

The changes in the evaluation of figures brought forth by the King's 
approach are signs of spiritual transformation:  

When the Shah* showed his cheek, the horse became the companion of the 
elephant, 

The poor intellect became checkmate, and the soul ?? and died.9  

Rumi compares himself to the Shah:  

Though we are kings, for your sake we put our cheeks straight, so that we, 
on this leather, become more intelligent (farzana*) than your queen 
(farzin).10  

The movable farzin, 'queen' is several times connected with intelligent 
(farzana*) movement owing to the similarity ofthe two words,11 or else 
blamed as the figure with crooked ways.12  

Whatever different images Rumi has taken from the chess game, his goal is 
always the same: to become mat* thanks to the cheeks of the king, to 
become annihilated thanks to the radiance of the Divine Beloved. Rumi has 
devoted a longghazal to chess, completely filled with mystical allusions and 
worthy of a detailed analysis.13 It may be mentioned atrandom that in later 
times chess, and similar games, were played by some mystics who saw in 
them models of life andof the progress on the mystical pathNasir* C 
Andalib of Delhi has composed, in the eighteenth century, a whole bookon 
spiritual chess to teach his disciples the stations, pitfalls, and means to 
progress on the Path,14 just as theNe`matallahi* dervishes in Iran still use a 
similar game.15 Rumi certainly did not dream of inventing such games; 
yet,he knew how well the chess imagery suited his purposes.  

We have not seen any chess, and yet are mat*,  

we have not drunk a single sip, and yet are drunk . . .16  

The imagery taken from chess involves the movement of the figures and 
their constant progress and thus corresponds toa comparatively regular and 
regulated journey in mystical experience until the moment of checkmate 
overwhelms the figure. Another favourite pastime of the grandees offered 
the poet the opportunity of showing himself as completelyhelpless, left to 
the mercy of his beloved: this is polo. Rumi describes the game in Fihi ma * 
fihi to explain the secrets ofthe mystical concert and dance which, like the 
polo play, are the mere astrolabe of an interior movement and a 
certainintention:  

Kings play with the polo-stick in the maydan*, to show the inhabitants of 
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the city who cannot be present at the battle and the fighting a representation 
of the sallying forth of the champions and the cutting off of the enemies' 
heads, and their rolling about just as the balls roll in the maydan*, and their 
frontal charge and attack and retreat. This play in the maydan* is as the 
astrolabe for the serious business in the fighting. In like manner, with the 
people of God, prayer and spiritual concerts are a manner of showing the 
spectators how in secret they accord with God's commandments and 
forbiddings special to them . . .17  

Images taken from polo were first used by Persian panegyrists to show their 
patrons their complete submission anddependence (Goethe has therefore 
pronounced a negative judgment about this image in his Noten und 
Abhandlungenzum West-Oestlichen Divan!).18 As for the mystics, they 
regarded the polo-ball as a perfect example of the lover who,without hands 
and feet rolls in the hook of the friend's polostick.19 This polostick was 
usually, in the tradition of court-and erotic poetry, equivalent with the 
curved black tresses of the beloved. Rumi uses this combination 
comparativelyrarely; for him the aspect of absolute submission to the 
beloved is paramount:  

We are your ball with turning head in the convexity of your polostick, 

sometimes you call us towards joy, sometimes you drive us towards 
affliction.20  

The ball 'heart' is never lost sight of in the desert;21 it dances in the 
polostick under the rider's blows although it suffers.But by doing so it 
becomes the first (sabeq*) in the arena, and is the goal of every player.22 
The ball suffers all theseafflictions gladly since the rider looks at itas long 
as this is the case, it will follow the movements of his stick,23 runningin the 
playground of bewilderment:24 the lover happily dances, without head and 
feet, under the strokes of affliction inwhich he feels the hand of his 
Beloved, and is sure that the friend's eye rests upon him and knows where to 
drive him.  

The imagery of the cut-off head rolling on the sand, which usually shocks 
those who begin their study of Rumi with thefirst poem in R.A. Nicholson's 
selections from the Divan-e * Shams,25 is only part of this large field of 
polo imagerywhich so superbly expresses the mystic's loving submission to 
all the blows coming from the Beloved, the Royal Riderwho has trained the 
horse 'soul' and acts as representative of God.  

<><><><><><><><><><><><>  

We have indeed turned about for men in this Koran every manner of 
similitude . . .  

Koranic Imaagery  
The Koran is a double-sided brocade, some enjoy the one side, and some 
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the other. Both are true, inasmuch 

God most High desires that both people should derive benefit from it . . .1  

Indeed, Rumi's work can largely be explained from the Koran.  

Ask the meaning of the Koran from the Koran alone, and from that one has 
set fire to his idle fancy, and has become a sacrifice to the Koran and is 
(laid) low (in self abasement) so that the Koran has become the essence of 
his spirit. The oil that has wholly devoted itself to the rosesmell either the 
oil or the rose as you please!2  

As a good thirteenth century Muslim our mystical poet stands completely 
and wholeheartedly in the Islamic tradition,and it is small wonder that he 
has inserted innumerable words and sentences from or allusions to the Holy 
Book intoboth his lyrics and his Mathnavi, quoting them partly in their 
Arabic original, partly in Persian version. Did not his sonSolemn Valad 
attest:  

The poetry of God's friends is all explanation and secrets of the Koran, for 
they are annihilated from themselves and exist through God 3 as if he were 
paraphrasing Rumi's just quoted verses?  

Mowlana * uses the Koran in theological discussions as well as in verses 
which sound like sheer love-poetry. A closeexamination of his work would 
certainly yield even more Koranic allusions than can be detected in the 
registers andduring a cursory reading of the Mathnavi. Even a simple 
Arabic expression which can easily be overlooked by thegeneral reader may 
remind the initiated of a whole sentence in the Holy Book. Rumi has not the 
slightest difficultywriting a whole ghazal in which the second hemistich of 
each verse consists of Koranic quotations most ingeniouslywrought 
together, and combined with Prophetic traditions.4  

There was no doubt for Jalaloddin* that the Koran was the perfect and final 
Divine revelation:  

Although the Koran is from the Prophet's lipsyet who says 'God did not say 
it!' is an infidel!5  

But only rarely does he utter opinion about theological problems, like that 
of the abolished verses (mansukh);  

Every law He abolished 

He took away grass and brought a rose as substitute.6  

Rumi, like every mystic and poet, had his favourite verses in the Koran 
which he loved to insert into his poetry to theexclusion of others. But even 
Koranic sentences rarely quoted by other poets can be found in his verses. 
That the Light-verse (Sura 24/35), the allusions to the pre-eternal Covenant 
(Sura 7/171) and verses which point to the marvellousqualities of the 
Prophets, as well as those which indicate God's creative power are 



 144

particularly frequently cited, goeswithout saying; one of the favourite verses 
of later mystics, however  

Whithersoever ye turn your face, there is God's face(Sura 2/109) occurs 
surprisingly rarely in his work. The Throne-verse (Sura 2/256) to which 
Muslim piety attributes so manywonderful qualities makes him exclaim:  

We have flown with the Throne-verse towards the Divine Throne, so that 
we saw the Living, and reached the Self-Subsistent7  

These two attributes of God, al-hayy* al-qayyum, described in the Throne-
verse are mentioned time and again in hiswork.  

Rumi, like other Persian mystics, knows how to play with the Koranic 
sentences, and changes them to attain, now andthen, surprising resultsthus 
he describes (in words taken from Sura 69/25) the state of man who is given 
two books ofactionsnot only at Doomsday but already here on earth, for he 
carries the book of sensual feeling in the left hand, the book of reason in the 
right hand, 8 and has now to choose between the two lest the wrong book be 
given into his hands on the Day of Judgment.  

Jalaloddin*, like other Persian and Turkish writers, compares the perfectly 
beautiful face of the beloved to a masterfullycalligraphed copy of the 
Koran; it is a manuscript from which he reads 'the surat al-qesas* and rare 
verses'.9 For the friend's beauty is as flawless as a Koran copy has to be, 
and, exactly as the Holy Book reveals Divine wisdom andpower, the 
beautiful face reveals God's beauty and creative power; it is, indeed, a 
Koran for those who know how tocontemplate God's wisdom in its lines.  

In a less usual image, love is described as an exquisite Koran which the poet 
reads in his dreams so that he, eventually,becomes demented from 
enthusiasm. He also speaks of the Koran-copy of madness out of which he 
had read a verse sothat his knowledge and his art as Koran-reader became 
abolished.10 And in a lovely verse he calls the beloved to lookat him, for:  

I am a faulty (batel*) copy, but 

I'll be corrected when you recite me.11  

For the Beloved overlooks the faults which spoil man, once honoured more 
than the angels; he corrects him byaccepting him as he is.  

Every Muslim poet and writer had utilized as symbols the personalities 
mentioned in the Koranhere, again, Rumifollows the traditional pattern. 
These figures are, in Islamic lore, a sort of counterpart to the heroes of 
Greece and Romein Western literatures, transformed into half-mythological 
beings whose stories are retold throughout the centuries andappear in 
different guises. To assume such a role was all the easier for these 
personalities since the Koran had indeedstressed the exemplary role of the 
various prophets who prefigure the Prophet of Islam whose behavior sets 
the ideal pattern for every Muslim's way of life. Rumi could,therefore, 
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easily interpret them in the inherited way; but they become, for him, more 
or less identical with the Beloved ,or else teach the faithful in ever changing 
images complete surrender into the hand of his Lord and Beloved. That 
iswhy the imagery inspired by the Koranic figures is comparatively uniform 
and even slightly monotonous in Rumi'sverses, although allusions to the 
prophets and the events connected with them abound in his poetry. Suffice 
it to mentionthe stories of Noah and Moses, of Solomon and Jesus as told in 
the Mathnavi.  

These spiritual heroes have performed hundreds of thousands of miracles, 
beyond human understanding, withoutintermediate secondary causes, as 
pure instruments of God; for if the capacity were the condition for God's 
acting,nothing non-existent would come into being. 12 They reveal the 
creative power of God in every moment of their lives.We may restrict 
ourselves here to enumerating only a few less common comparisons with 
Koranic figures in Rumi'sworks.  

Noah's ark, the saving vessel in the flood, is still a veil when the wave of 
ecstasy carries away man's body and drownshim completely in the abysses 
of the Divine Ocean.13  

Ibrahim* Khalil, the 'friend of God' is the true Muslim who 'does not love 
those who set' (Sura 6/76). He is usuallymentioned in connection with the 
story of Nimrod's casting him into the blazing pyrebut the fire became 'cool 
andpleasant' for him (Sura 21/69): the lover experiences the fire which is 
meant to destroy him as a rose-garden14 which hedoes not want to leave.15 
This traditional motif of Persian poetry fits very well into the 'fiery' imagery 
of Rumi, whosees love as a consuming fire which frightens those who do 
not completely rely upon their Lord.Rumi also mentionedAbraham's 
sacrifice of the 'fat calf' in honour of his angelic guests (Sura 11/69) in a 
few places.16  

A poet fond of music and poetry must find the figures of David and 
Solomon particularly attractive: Rumi compareshimself to David who 
addresses the birds (a motif essentially connected with Solomon), singing 
his ghazals as thoughthey were a psalter.17 The legend that David gained 
his livelihood by producing iron coats of mail is applied to apleasant spring-
description:  

The face of water which was in winter like iron has become, through the 
wind, coats of mailThe new spring is perhaps the David of our time, 
weaving coats of mail from iron. 18 

 

I.e. the frozen water is again dissolved into little ringlets which constantly 
move like a coat of mail (a comparison usedby earlier poets as well but, as 
far as I can see, not in connection with the Prophet David).  

The relation of King Solomon with fairies, genies and demons, his dealing 
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with the ants, his miraculous seal, offeredmany images to all poets. Love 
can be equated with Solomon, the ruler of everything animated, or else love 
of God isSolomon's seal which holds everything under its spell;19 the 
mystical dance is his army which scars away the little darkants, models of 
earthbound humans.20 For the vulgar cannot stand the victorious army of 
the sama*; they run away,hiding themselves from the spell of the Solomon 
Love. Solomon is often the spiritual king to whom the hoopoe soulreturns, 
full of happiness;21 the story of Belqis, the Queen of Sheba, though told in 
the Mathnavi at some length,22 israrely alluded to in the lyrics. One of the 
famous stories of Oriental lore is again applied to Solomon to prove 
theinevitability of human planning and scheming:  

At morn, to Solomon in his hall of justice 
A noble suitor came, running in haste, 
His countenance pale with anguish, his lips blue. 
'What ails thee, Khwaja?' asked the King. 
Then he: ''twas Azraelah, such a look he cast 
On me of rage and vengeance.''Come now, ask 
What boon thou wilt.''Protector of our lives, 
I pray thee, bid the wind convey me straight 
To Hindustan: thy servant, there arrived, 
Shall peradventure save his soul from Death.' 
 

Solomon bade the Wind transport him swiftly 
Over the sea to farthest Hindustan. 
On the morrow, when the King in audience sat, 
He said to Azrael: 'Wherefore didst thou look 
Upon that Musulman so wrathfully 
His home know him no more?''Nay, not in wrath', 
Replied the Angel, 'did I look on him; 
But seeing him pass by, I stared in wonder, 
For God had bidden me take his soul that day 
In Hindustan. I stood there marvelling. 
Methought, even if he had a hundred wings,'Twere far for 
him to fly to Hindustan . . . 23  

  

 

The suffering of the Prophets, repeatedly mentioned in the Koran with the 
purpose of strengthening Mohammad* in theafflictions he had to undergo 
is, of course, meant as a pattern for the mystic's life as well. Does not the 
hadith* attest:  

Those who are afflicted most are the prophets, then the saints, then the 
others and the others.24  

Job is patient in suffering; longing for Joseph, the paragon of beauty, Jacob 
became blind from grief and wasmiraculously healed by the scent of his 
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son's shirtthus, the lover's soul will be healed when the fragrance of the 
beloved,the breeze of the Merciful, comes and opens his eyes to behold the 
everlasting spiritual beauty. Jonah, imprisoned in thewhale, was rescued 
after praising his Lord even in the darkness of his living dungeon: that is a 
theme often varied byRumi, for the lover feels at times like Jonah, at other 
times like Joseph in the depth of the well.25  

Contrary to `Attar*, and even more to later mystics, stories about these 
suffering prophets only rarely serve Rumi toexpress some feeling of revolt 
against God.26 He does not ask why God afflicts his friends but sees the 
triumphant end:He made a comfortable cell for Jonah in the fish, and He 
eventually took Joseph out of the well.27 What is importantfor him is the 
Divine act of rescuing grace which works only on those who live in the 
deepest despair, in 'non-existence'.Suffering, being broken, is nothing but a 
prerequisite for greater joy, and in the heart of darkness the 'Sun at 
Midnight'will radiantly reveal itself. The fate of Joseph, representative of 
the soul, will certainly end positively:  

Which ewer went down and did not come back filled?  

Why should one lament about the Joseph 'Soul'?28  

Death, going down into the 'well of the tomb', is indicative of the soul's 
future return in a more glorious state, sinceJoseph, after patiently enduring 
his tribulations, was blessed with happiness and reached the highest office 
in Egypt.29When the faithful persevere in their way towards Divine Glory, 
they will experience the same.  

Joseph is not only the prototype of the soul but more often the model of 
Divine Beauty. Just as the women at Zolaykha's banquet cut their hands 
unwittingly when gazing at hisbewildering beauty, the soul is unaware of 
any pain when looking at the Divine Beloved. Zolaykha had 
becomerejuvenated thanks to Josephthus the old world will also find new 
youth from this radiant star. 30 In his quality asBeloved, Joseph is the 'true 
food' for those suffering from dearth; they will not run after bread and 
water, for he givesthem spiritual nourishment31 (as he gave nourishment to 
the famine struck people). And as interpreter of dreams, hepersonifies 
another aspect of the Perfect Man, e.g. the beloved who understands the 
mysterious working of Divinepower in this dreamlike world and tries to 
explain it to his followers.32  

There are few allusions to Benjamin in Rumi's lyrics.33 further to Harut and 
Marut, the disobedient angels, and to manyother Koranic figures. The 
rebellious tribes of `Ad and Thamud represent wordly interests:  

We do not decorate with stalactites the castle and the four porticoes on this 
field of annihilation like `Ad and Thamud.34  

Most of Rumi's images in this area, however, are inspired by the Koranic 
stories about Moses and Jesus. Moses'experience with the Burning 
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Bushwhen Mount Sinai was agitated into an ecstatic danceis a central topic 
for him, since:  

Everything is rose, even though its exterior is like thorns, 

The light appeared from the bush of Moses like fire.35  

The Divine Light hides itself in the form of fireDivine Mercy conceals itself 
under the guise of wrath.36 But Mosesthesoulshould know that once he 
enters the Most Holy, everything is sheer beauty and loveliness:  

O Moses 'soul', put off your two shoes (Sura 20/12) 

For in the rose garden of the soul there are no thorns!37  

Rumi's favourite story from the Moses-tradition is that of his miraculous rod 
which was turned into a serpent. Shams,called the Moses of his time, is the 
prototype of the Beloved in whose hand the lover is like the rodsometimes a 
supportfor people, sometimes a wild dragon;38 he applies the tradition that 
'the faithful is between two of God's fingers' to theMoses-image: the faithful 
and lover is one moment a rod, the next moment a serpent.39 But he may 
also say in aslightly lighter variation that the stick 'separation from the 
friend' resembles the rod of Moses which brings water out of stones, 
namely, out ofthe lover's eyes . . . 40  

The figure of Khizr* occursat least expressis verbisnot as frequently as one 
would expect althoughor perhaps because?Legend tells that Rumi used to 
talk to Khizr* and was instructed by this hidden guide of the faithful, this 
model ofsaintliness.41  

Both the Jewish and the Christian community of Konya were very fond of 
Rumi and regarded him as 'their Moses andtheir Jesus'. Konya, the ancient 
Iconium, had been the scene of Christian life since the first abortive 
attempts of St. Paulat converting its inhabitants (Acts 14); it later became a 
Christian town, probably influenced by its proximity toCappadocia, the 
stronghold of medieval monastic Christianity and native place of some of 
the greatest of the mysticallyinclined early Christian theologians (Gregory 
of Nyssa, Gregory of Nazians, St. Basil the Great etc.) The cavemonasteries 
of Göreme were inhabited till the late Middle Ages. Small Greek 
settlements with their churches wereflourishing in the neighbourhood of 
Konya till the end of World War I. Rumi certainly availed himself of 
theopportunity of talking to the numerous priests and monks living in the 
area. In fact, in reading his poetry one gets theimpression that he was not 
only acquainted with the image of Jesus and Mary as depicted in the Koran 
(an image whichhas inspired thousands of Muslim writers to compose 
tender and graceful verses), but had also at least some knowledgeof the 
biblical tradition. One may even surmise that he might have taken some of 
his unusual images from popularreligious songsbut this problem needs 
further elucidation. Whether the mentioning of the ox and donkey in 
Jesus'company alludes to the nativity, seems doubtful;42 but Rumi 
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translates Matthew 5/49 in the last line of a poem in whichhe had earlier 
confronted the Christian grape-wine and the Islamic Mansuri-wine:  

When you get one blow on your cheek, go and seek another blow 
What does Rostam do in the battle-row with a handful of roses and wild 
roses?43 
 

'Doubtful thought', goman *, is called tarsa*, e.g. 'Christian' and 'afraid' 
because the true believer does not think that hehas put his messiah on the 
cross (cf. Sura 4/151).44  

The imagery inspired by Jesus generally centres around three subjects: the 
first one being Jesus who left his donkeybehind him and went to heaven (cf. 
Ch. II 4). This was an appropriate symbol to express the relation of body 
and soul:  

When Jesus was freed from his donkey, his prayer was heard: 

Wash your hands, for table and food arrived from heaven! (Sura 5/112, 
114).45  

Jesus was granted heavenly food which nourishes the soul, as the Koran 
attests. Jesus' life-bestowing breath iscompared to the kiss of the beloved by 
Rumi as often as by other Persian, Turkish, and Urdu poets.  

When he asks you about the messiah, how he quickened the dead, give in 
his presence a kiss on our lips: 'Thus!'46  

Such light and sweet sounds are rare in Rumi's poetry, and the reader enjoys 
them all the more. Jesus makes the blindsee and the deaf hear, and by his 
breath induces them into mystical dance.47  

The lover is like a bird of clay which is made alive by Jesus' breath (Sura 
5/110):  

As much as you blow into me, that much do I fly upwards.48  

He is the kind physician of the soul, and Moses the shepherd:49 Jesus does 
not leave anyone blind from birth but cureshim, and the sea does not leave 
any way closed for Moses.50  

Jesus constantly smiles firmly trusting in God's mercy, whereas his friend 
John the Baptist is sinister, fearing the wrathof God:  

John said to Jesus: 'You have become exceedingly secure against the subtle 
deceits, that you laugh so much!' 

Jesus replied: 'You have become exceedingly unmindful of the subtle and 
mysterious and wonderful graces and lovingkindnesses of God, that you 
weep so much.'One of God's saints was present at this incident. He asked 
God: 'Which of these two has the higher station?' God answered: 'He who 
thinks better of Me . . .'51  
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Since the beloved is Jesus, idle thought is comparable to the Jews who 
molested him52 (for the Jews left manna andquails and chose instead 
onions and leeks and thus resemble the uninitiated). 53 

 

But when Rumi's beloved is represented praising himself as Jesus, he 
underlines at the same time that he, whose sweetsmile had enlivened the 
whole world, is not related to any Mary, but only to God:54 his is the 
immediate experience ofunity with God, without any human medium in 
between. And the lover addresses him in terms which, if understood bythe 
Muslim orthodox scholars of Konya in their real theological implications, 
might have proved dangerous for Rumi:  

Show the pre-eternal Divine nature (lahut) through your human nature 
(nasut*)!55  

Sometimes Jalaloddin* alludes to the old Sufi legend underscoring the 
absolute necessity of freedom from anythingworldly, i.e. the story 
according to which Jesus took with him one needle. This apparently 
innocent act proved that hehad not yet attained absolute poverty and perfect 
trust in God so that he was placed only in the fourth heaven, not in 
theimmediate Divine presence . . .56 For the saint, one needle from 'the 
world' is as dangerous as the whole treasure ofQarun*.  

Jesus is, in most of Rumi's verses, the symbol of man's soul which lives in 
the bodily form like a Divine child in thecradle;57 the body is also 
comparable to Mary.  

Every one of us has a Jesus within him, but until the pangs manifest in us 
our Jesus is never born. If the pangs never come, then Jesus rejoins his 
origin by the same secret path by which he came leaving us bereft and 
without portion of him.58  

How close are these lines to the words of Rumi's younger German 
contemporary, Meister Eckhart, about the birth ofChrist in the soul!  

From ideas like this, the paramount importance of Mary in Rumi's work 
becomes clear. The veneration of the Virginpregnant from the Holy Spirit 
belongs to the essentials of Islam. It was, and still is, particularly popular in 
Turkey. Maryis the soul who, in silence59 accepts her fate, the inspiration 
from God. The lovers' soul is 'light upon light' (Sura 24/35)like Mary the 
beautiful who carried Jesus in her womb,60 for the Divine light makes the 
mystic spiritually pregnant likeher.61 Her patience and trust were 
recompensed  again by Divine grace, when the dried-up palm-tree showered 
dates upon her: thus, the grieved soul, smarting under thepangs of spiritual 
birth, finds the fresh fruits of grace. 62 (Sura 19/25).  

Rumi loves to compare the garden in spring to Mary: the warm gentle 
breeze acts like the Holy Ghost so that the virginbranches become pregnant, 
producing blossoms, leaves and eventually fruits out of the unseen.63 The 
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chapter about theannuncation as told in the Mathnavi64 belongs to the 
tenderest and most poetical versions of this story, and could easilyform part 
of a medieval Christian book of devotions. Here Muslim and Christian 
legend and mystical interpretation arewoven, by the art of a great poet, into 
a wonderful unit.  

One should not overlook, however, that slightly negative judgments and 
remarks about Christianity and especially aboutthe church are not lacking in 
Rumi's workwhat should Jesus do with the church, since he went to the 
fourth heaven?65Rumi who had told the story of the confusion of the 
Christian sects in the very first book of the Mathnavi66 contrasts Islam, the 
religion of war and glory, with the religion of Jesus, in which cave and 
mountain, e.g. monastic life, aredesirable.67 The long winded superficial 
talk of the Arabs when they speak of pastures and forsaken remnants of 
formerresting places reminds him of that of a Christian who confesses 
before the priest all the sins of one year in one longdeceitful talk . . .68 And 
Rumi connects the cross with a refusal of the world of matter which is 
distinct from God:  

Far be the portico of joy from fire and water and dust and wind! 

The composition of the true confessors of unity be as far away from these 
four simple (elements) as from the cross!69  

The true believer who has realized the Divine unity is no longer bound to 
the four elements which constitute thematerial, composed and hence 
perishable world; he has become part of the spiritual world which cannot be 
representedunder the symbol of the cross.  

<><><><><><><><><><><><>  

That is a nation that hath passed away . . .  

Imagery Taken from History and Geography  

Rumi's poetry, like that of other writers of his time, contains quite a number 
of allusions to figures from Islamic History,and it is revealing to notice 
which personalities he selects out of the long historical tradition of the 
Muslims, and forwhich poetical purposes they serve him.  

There are, in the first line, the kholafa-ye * rashidun*, the first four 
righteous caliphs,1 beginning with Abu Bakr as-Siddiq*, Rumi's alleged 
ancestor, the 'seal of loyalty'2 or 'the friend in the cave', yar-e* ghar*, who 
spent the night withthe Prophet in the cave on their way from Mecca to 
Medina where they were miraculously protected by God. AbuBakr's 
relation to the Prophet can therefore prefigure that of Rumi and his Beloved 
with whom he lives 'in one cave', faraway from the people, in intimate 
spiritual communion.3  
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If you are not a Faruq* (e.g. 'Omar al-Faruq*)how could you be saved from 
separation (feraq*)? 

If you are not a siddiq*how could you become a friend in the cave?4  

'Omar ibn al-Khattab* is the hero of war, the model of justice,5 the faithful 
servant of the Prophet.6 Alluding to ahadith*, Rumi compares the 
overwhelming beloved to this powerful caliph:  

Intellect and soul flee due to the majesty of this ruler, like the demon who 
fled from t Omar al-Khattab*'.7  

The days come and go, just as the caliphs succeeded each other:  

As yesterday went, today is still here, when c Omar went away, `Othman* 
came in.8  

Rumi knew that the Shia, though at his time not yet the official religion of 
Iran, hated the first three caliphs, to theextent of even avoiding the company 
of any person bearing the names Abu Bakr, `Omar, or c `Othman*. 
Theimpossibility of finding a man named Abu Bakr in a Shia environment 
is told in a most lively story in the Mathnavi:9 'more longely and lost than 
an Abu Bakr in Sabzvar*' is indeed the state of utter  destitution, the state of 
the spiritual man in this world of matter, whence he is rescued by the 
spiritual ruler and beloved,represented in our story by the Khwarezmshah, 
the king under whose rule Jalaloddin * himself was born. But when love 
comes,  even the extreme Shiite (rafezi*) becomes confused, biting his 
finger in amazement: `Ali and c Omar are mixed up!10  

`Ali Heydar* is the hero of innumerable Islamic tales in both Sunni and 
Shia environment. It is he who opens the doorsof the fortress Kheybar by 
his mysterious power,11 that means, he is the veritable 'lion of God' who 
breaks through theoutward forms and reaches spiritual freedom.12 His 
sword is zul-feqar*, the two-edged weapon which, by its veryname, is 
connected with faqr, 'spiritual poverty13 (at least in Rumi's imaginative 
etymology). Is not the human soulcomparable to this divinely blessed sword 
to which the body serves as a mere scabbard? Why, then, should man 
grieve,when the scabbard is broken?14  

Or else, the lovers are the zul-feqar* that lies in the hand of love,15 and the 
poet kills grief by it when he comes out ofthe forest of the soul like (the 
spiritual lion) Heydar-e* karrar*.16 By its very shape zul-feqar* resembles 
the word la*, 'No', the first word of the profession of faith; that means that it 
cuts everything besides God. In dramatic verses Rumidescribes the holy war 
when the drum is beaten and the soul takes Zul-feqar* from its scabbard to 
conquer the eternalkingdom of Love.17  

`Ali is oftenand this, again, is not a novel inventioncombined with the 
greatest hero of Persian tradition, with Rostam:both of them symbolize the 
superman who leads the spiritual warfare and conquers this world.  
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The tragedy of Karbala in 680 during which `Ali's cadet son Hoseyn* and 
his family were killed, is mentioned inRumi's verses as well as the image of 
utmost grief (just as the expression sham-e* ghariban* which was later 
used for the mourning-session on the eve of the tenth of Moharram*, 
became, since Hafez*, an expressive symbol for theforsaken lover's mood):  

The night died, and became alivethere is life beyond the death! 

O grief, kill me, I am Hoseyn*, and you are my Yazid!18  

To be sure, the heart is like the martyred Hoseyn*, slain by the cruel Yazid 
'Separation' and martyred two hundred times in the desert of pressing karab, 
and affliction, bala *, as Rumi says with an ingenious wrong etymology of 
Karbala.19 Since Hoseyn* is the model of the martyred lover20 he is 
attimes, mainly in later poetry, mentioned along with his namesake, 
Hoseyn* ibn Mansur* al-Hallaj*, the martyr-mystic.  

The different factions of early Islam occur now and then in Rumi's imagery. 
To express the uselessness of speaking tothe uninitiated, he says:  

How could I speak to the Rafezis* about the Bani Qohafa*? 

How could I tell the Kharijites my grief of Abu Torab*?21  

For it was a Kharijite who assassinated c Ali, surnamed Abu Torab*. 
`Abbas*, the ancestor of the Abbasid dynasty ismentioned in some 
stories,22 but out of the figures of early Islamamong them the Prophet's 
black moezzin, Belal*,23Jalaloddin* shows a predilection for two, e.g. Abu 
Horeyra and Ja`far at-Tayyar*.  

Abu Bakr pawned his head, `Omar pawned his son, `Othman* pawned his 
liver, and that Abu Horeyra his bag.24  

Every early companion was willing to give away what was dearest to 
himand Abu Horeyra had this mysterious bag inwhich one finds whatever 
one wishes. Jalaloddin* apparently loved this bag which was mentioned by 
Sana'i* as well,and the name of the 'kitten-father' Abu Horeyra never occurs 
in his verses without this bag.25  

A whole ghazel confronts Abu Horeyra, the faithful companion of the 
Prophet, and Abu Lahab, the 'father of theflame',26 Mohammad's* arch-
enemy who has become the paragon of evil, deprived of the fire of love. In 
an ingeniousverse Rumi tells how happy he was once, but then the Abu 
Lahab 'Grief' bound my neck with a rope of straw.27  

The connection with Sura 111 which describes the future fate of Abu Lahab 
and his wife in Hell, lettered with a rope ofstraw, well describes the poet's 
miserable state of mind at this very moment. As to Ja`far at-Tayyar*, he 
was a cousin ofthe Prophet who excelled in bravery and was killed in 630: 
his hands and feet were cut off, and he flew to Paradise, aslegend tells. His 
surname 'The Flying' may have contributed to characterizing him as a 
model for those who fly through the strength of love and surrender, even 
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though outwardlybroken and crippled. 28  

Hamza*, the Prophet's uncle and one of the heroes of the early Islamic wars, 
represents, now and then, the beloved inhis manifestation as hero.29 He was 
to become, in later times, the subject of an extended romance cycle which 
wasoften decorated with large size paintings in India.30On the other hand 
Rumi mentions Hatem* at.-Ta'i*, the pre-Islamicmodel of hospitality and 
generosity,31 as comparable to the beloved in his manifestation as generous 
host; or else thelover can even surpass Hatem* by generously giving his 
soul to the guest of his heart, to the beloved.32  

Some personalities of early Islamic centuries have become subjects of 
longish tales which Rumi knew from historical orliterary works, and which 
he applied to his world-vieweven the Divan* contains some narrative 
passages, thus a story ofAbu Hanifa*,33 the lawyer of early Abbasid times. 
The representatives of the different sects (Jabrites, Qadarites,Mu`tazilites 
etc.) occur and are refuted in short allusions. Even the Isam`ilis* are 
mentioned.34  

One of the religious groups, however, has been transformed in Rumi's 
poetry into a symbol of spiritual purity andloyalty: these are the Ikhvan* as-
Safa*, the 'Pure Brethren', a Shiite learned sodality, of the early tenth 
century whoseencyclopedic works were widely read. For Rumi, their very 
name usually designates the initiates with whom he canfreely speak about 
the mysteries of love.35  

Among the later rulers, the Seljuk king Sanjar (d. 1157) had apparently 
been transformed into a model of the successfulworldly ruler in the early 
thirteenth century; the story of Sanjar and the old woman became 
commonplace in Persianliterature, and was a favourite subject for painters. 
The frequency of his name in Rumi's poetry seems to indicate that hecould 
be treated exactly like any of the ancient kings, comparable to the heroes of 
pre-Islamic Persian mythology, likeSohrab, Kaykobad and Kaykaus along 
with whom he is often mentioned.36 (The latter two names may perhaps 
alsopertain to the Seljuk rulers of Rumi's own time, or at least conceal 
allusions to them).  

Come, o soul of the soul of the soul, you shelter of the soul of the guests!O 
soltan * of soltans*, why do you grieve about Sanjar?37  

 

The true faqir has a hundred kingdoms like that of Sanjar,38 for:  

Since I came into your shade, I am like the sun in the sky, Since I have 
become a slave of love, I am the Khaqan and the Soltan* Sanjar, 39  or: 

 

The ruler of the Kingdom has unfolded the banner of the lovers so that 
nobody has the ambition (to gain)Sanjar's kingdom.40  
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The worldly ruler Sanjar is humiliated before the conquering power of love 
and of the lovers. But the most marvellousstory about the king changed by 
love is that of Mahmud* of Ghazna and his slave Ayaz*. Mahmud*, stern 
warrior anddefender of Sunni Islam, conqueror of Northwest India and ruler 
of a court filled with poets and scholars, is mentionedby Persian writers 
rarely for these achievements. Rather he has become the model of the lover, 
infatuated with his slaveAyaz*, a Turkish officer of the Oymak tribe in 
whose honour Farrokhi wrote a fine qasida*.41 This love between kingand 
slave, the subject of many later romantic poems, has inspired the mystics as 
well. Ahmad* Ghazzali* alludes to hisstory, Sanai* knew of it, `Attar* was 
likewise fond of retelling it.42 It is therefore small wonder that Rumi, too, 
hasinserted a long tale about Mahmud* and Ayaz* into his Mathnavi, not to 
forget the numerous allusions to their love inhis lyrics.  

Ayaz*, the faithful Turkish slave, had become, in the work of the mystics, 
the symbol of the loving soul who, bysurrendering completely to his master, 
wins his love: lover and beloved, king and slave become 
mutuallyinterdependent. In Rumi's story,43 Ayaz* every morning visits a 
secret cabinet so that the courtiers eventually suspecthim of hiding 
treasures; but his treasure is nothing but his old frock and a pair of worn-out 
sandals which hecontemplates every day to remind himself of his destitute 
state before Mahmud* chose him for his service. To knowhimself, i.e. one's 
former miserable state, means to know one's Lord, i.e. the endless bounty of 
the Lord without whichman would be nothing. This unusual elaboration of 
the famous tradition 'Who knows himself knows his Lord' (man `arafa 
nafsahu faqad `arafa rabbahu) shows, that Rumi did notinterpret this hadith 
* in a pantheistic sense, as was usually the case.  

The name of Mahmud*, i.e. 'praiseworthy', gives Rumi unending 
opportunities to repeat a pun: he who acts in perfectobedience and love, like 
Ayaz*, will reach the station that 'his end is praiseworthy', mahmud*, which 
can also mean that his end is Mahmud*: being identified with the royal 
beloved and source of love, Ayaz*' end is, indeed, praiseworthy tothe 
highest degree.44  

(For allusions to contemporary events, like the Mongol invasion, vide the 
Introduction, I 3,4.)  

Besides images of or allusions to historical or legendary persons Rumi also 
utilizes the names of the countries of Islamas poetical similes. Some of 
them are used in quite concrete setting and are not yet fossilized into 
clichés, as they oftenwere in later Persian poetry.  

Thus it is natural that Rumi remembers Khwarezm, his homeland, and the 
wars of the Khwarezmians of which he was, at least in part, an eye 
witness.45 His way of dealing with 'realities' can be understood from his 
transformation of theactual Khwarezm into a spiritual realm. The remark of 
a friend who spoke of the beautiful women of this country, whoare so 
numerous that no one can become a real lover, because every wink prettier 
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and more attractive women appearbefore his eyes, caused him to answer:  

If there are no lovers for the beauties of Khwarezm, yet Khwarezm must 
have its lovers, seeing that there are countless beauties in that land. That 
Khwarezm is poverty, wherein are countless mystical beauties and spiritual 
forms. Each one you alight upon and are fixed on, another shows its face so 
that you forget the former one, and so ad infinitum. So let us be lovers of 
true poverty, wherein such beauties are to be found.46  

Baghdad is often mentioned, usually as seat of the caliphatefor Rumi's 
lyrical poetry is mostly composed before thedestruction of the capital of the 
Abbasid Empire in 1258. Thus, the heart is Baghdad, the capital of the 
caliph Love;47or the city becomes a symbol for power and wealth, and thus 
for the endless treasures of the Beloved: If one basket has got lost from the 
whole of Baghdadwhat does it matter? 48 

Yet, in the ruined village, i.e., the heart of the lover, a treasure is hidden 
which renders the ruins more valuable than thewhole of Baghdad:49 for the 
treasure is the Divine Beloved who promised 'I am with those whose hearts 
are broken formy sake'.  

Baghdad is sometimes for some reason connected with or juxtaposed to 
Hamadan which seems to constitute its spiritualcounterpart.50  

The name of Amol at the Caspian Sea offers the poet a nice occasion to 
insert a pun with amal, 'hope':  

From your Ah Ah! the sea of Divine Kindness became agitated: 

The traveller of your hope (amal) has reached, Amol!51  as if the fragile 
boat Hope has eventually reached the haven where it is safe from the 
dangers of the journey.  

Rumi's allusions to Qeyruwan52 have been explained by R. A. Nicholson as 
pertaining to the arabicized form ofkarvan*;53 perhaps one may also think 
in this connection of the combination used by earlier Persian poets who like 
tojuxtapose Qandahar and Qeyruwan, the two most distant places of the 
then-known Islamic world.54 For SohrawardiMaqtul Qeyruwan represents 
the place where the human soul suffers in its 'Western Exile', an idea which 
would fit intothe connection of this name with the 'veil', i.e. separation, in 
one of Rumi's ghazals.55 Other parts far distant are Chinaand 
Constantiniyyathat is why the morning breeze is asked to bring the scent of 
Shamsoddin's beauty to these twoplaces.56 The name Istanbul, however, 
occurs as well in Rumi's poetry: an infant who does not know his homeland 
andplace of birth wants only a wet-nurse; what do Istanbul or Yemen mean 
to him?57 Andalusia and Hormuz arecontrasted as the utmost East and 
West:58 but generally it is only the distance of Iraq and Khorassan, or Marv 
and Reyywhich denotes utter distance of the lovers:  

Stranger is this that I and you are here in one corner and at the same time in 
Iraq and Khorassan, I and you.59  
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Or: soul and body are as much strangers to each other as people from the 
Maghreb and Tus, or from Marv and Reyy,60  and everyone will return to 
his birthplace after death, the Byzantine to Rum, the Ghurids to the 
wilderness of Ghur. 61  

The city of Reyy, destroyed in 1220 by the Mongols, is remarkable for 
houses undergroundthe lovers build theirdomiciles out of fear of the evil 
eye like these houses.62  

Isfahan only occurs as the centre of production of the best eye salve, which 
enhances the sight,63 whereas Shostarproduces fine silk and brocades.  

Syria, mainly Damascusdemashq-e`eshq, the city of love, as he calls it 
once64is always connected with Rumi's searchfor Shamsoddinthe relation 
between the proper name Sham*, Syria, Damascus, and the evening, sham*, 
of the friend's dark hair is easily established.65 Aleppo, on the other hand, 
is once described as destroyed, like the heart of him who isdeserted by his 
friend.66 This allusion dates the poem after 658/1256 when Hulagu 
devastated the town completely. TheAleppine glass, famous in the Middle 
Ages, and a topos in later Persian poetry, occurs as well.67  

Lebanon is remembered as the seat of pious monks and asceticsit has been, 
indeed, a centre of early Sufism and meetingplace of Christians and Muslim 
ascetics:  

At the entrance of the village of your grief has my soul a monastery 
(sowma'a*) 

When it has no foot, how should it go to the Mount Lebanon?68  

Kashmir is the place of lovely beauties of idol-like charm, as usual in 
Persian poetry.69  

Yemen offered many elegant cross-relations due to its conection with 
Oweys-e Qarani, with the red cornelian whichrepresents the friend's lips, 
with the star Soheyl, canopus, and with the delicate ta'ifi* leatherware: all 
these allusions, to which one may perhaps add the Yemenite Wisdom as 
preached by Sohrawardi Maqtul, contributed in giving thisprovince a quite 
prominent place in Rumi's poetical geography.  

The traditional allusions to the different parts of Central Asia, the homeland 
of the beautiful Turks, are not lackingeitherSaksin and Khita, Bolghar* and 
Qutu, Chaplus* etc.,70 occur in Rumi's verses exactly as in those of any 
worldlyPersian poet: Tartarian musk and Bolgarian curls,71 the narrow eyes 
of the Qipchaq72 and the splendour of the Romean cheeks 73 all point to 
the beauty of the Beloved:  

If you see in your journey Rum and Khotan, the love of your homeland 
leaves your heart.74 
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China brings the Chinese mirror and the lovely lo`bat-e Chin, Chinese dolls 
as used in shadow plays,75 and all thethoughts of the lover which formerly 
were as ugly and dangerous as Gog and Magog turn into houri-like beauties 
andChinese dolls when the Beloved appears.76 China is also the home of 
the painter Manihence the story of the contest ofthe Chinese and Byzantine 
paintersand of elegant mirrors.77  

Sometimes Rumi uses proverbs connected with a place:  

How should I carry dates to Basra, how should I carry cumin seeds to 
Kerman?78 equivalent to 'carry coals to Newcastle'.  

To compare the river of tears to the Jeyhun is a commonplace with Persian 
poets; sometimes the Euphrates is used inthe same simile. That the holy city 
of Mecca is not lacking in Rumi's geographical vocabulary goes without 
saying. Inone interesting verse Mecca, the obedient, is contrasted with 
Acca, the rebellious79a remembrance of the days of theCrusaders who, for 
a long time, were in possession of the Syrian port Acca.  

And like Mecca, all the other famous places of the Muslim world, like 
Samarqand, Bokhara, Ghazna etc., occurfrequently in various stories. 
thinking of Rumi's experience, we may take allusions to Qeyseriyya for 
expressions of hisown feelings rather than of inherited topoi: Kaiseri, 
connected with the qeysar*, caesar, was the place where Rumi'smaster 
Borhanoddin* was buried, and hence dear to his heart.  

As for Tabriz, it is of course always connected with Shams. Rumi combines 
it with the Arabic root barraza, 'to manifest one's self', and thus could 
produce clever puns about the home of Eternal beauty, the place where he 
wants to run, likean intoxicated camel, nay, rather to fly. Tabriz is his 
central sanctuary; nevertheless he knows that  the faithful regard Godthey 
do not see Khwarezm and Dehestan.80  And after his perfect spiritual union 
with Shamsoddin, even Tabriz is no longer important, He has reached a 
stage, that from Konya the light of Love may shine for an hour till 
Samarqand and Bokhara . . . 81 

One of the geographico-historical topics is the contrast of Turk and Hindu. 
It was used from the earliest days of Persianpoetry; but it is interesting to 
see Rumi's application of this traditional pair of correlatives in his works, 
since the Turksare absolutely convinced that Mowlana* himself was a Turk, 
quoting one of his lines in favour of this claim. However,we shall probably 
never be in a position to reach any definite conclusion in this respect. 
Rumi's mother tongue wasPersian, but he had learned, during his stay in 
Konya, enough Turkish and Greek to use it, now and then, in his verses.We 
may ask, therefore, how he represents the Turks, or the usual pair Turk-
Hindu. To be sure, these words andcombinations occur so frequently in his 
verses that one has to restrict oneself to some of the most characteristic 
passagesfrom both the Divan* and the Mathnavi:  

There is one revealing poem, beginning with the lines:  
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A Hindu came into the khanqah*. 
'Are you not a Turk?Then throw him from the roof!' 
Do you consider him and the whole of Hindustan as little, pour his special 
(part) on his whole (i.e. let him feel 
that he is part of infidel Hindu India). 
The ascendent of India is Saturn himself, 
and though he is high, his name is Misfortune. 
He went high, but did not rescue (man) from misfortunes 
What use has the bad wine from the cup? 
I showed the bad Hindu the mirror: 
Envy and wrath is not his sign . . . 
. . . 
The nafs is the Hindu, and the khanqah* my heart . . .82 
 

The last hemistich gives the clue: the Hindu, always regarded as ugly, 
black, of evil omen (like the 'black' Saturn, theHindu of the Sky, in 
astrology), and as a mean servant of the Turkish emperors, is the nafs, the 
base soul which on other occasions is compared to an unclean black dog.83 
Yet, even the nafsif successfully educatedcan become useful,comparable to 
the little Hindu-slave whose perfect loyalty will be recognized by the 
Shah.84  

Rumi plays with the inherited imagery very skilfully, and uses it 
surprisingly often: he speaks in the strain of love-poetry of the Hindu-black 
'broken' curls which set out towards Turkestan, 85 i.e. the radiant face of the 
Beloved. 'Turk' is from Ghaznavid times onwards equivalent with the 
beloved;the word conveys the idea of strength, radiance, victory, sometimes 
cruelty, but always beauty; Rumi's mystical friendis 'the Turk'.86 Addresses 
to 'the Turk' are therefore frequent in the Divan*, no matter to which of 
Rumi's inspiringfriends the verses are written. Ideal beauty is described in a 
little Arabic verse as:  

of Hashimite face, Turkish head,  

Deylamite hair, and Roman (Byzantine) chin.87  

To be sure, Rumi indulges in telling stories about the Turk in Balasaghun 
who lost one of his two bows,88 of the stupidTurkish amir who was easily 
cheated by the tricky tailor,89 or of the drunken Turk (always a favourite 
topic of Persianwriting poets!) who disliked the music played by the 
mystical singer.90 But these stories in which the Turkishwarriornot 
endowed with too much intelligenceis slightly ridiculed, are by far 
outweighted by those allusions (notstories) in which the Turk is contrasted 
to the Hindu as the representative of the luminous world of spirit and 
love,against the dark world of the body and matter.91 Sometimes, though 
rarely, the Turk is contrasted with the Tajik, thecity dweller in the Central 
Asian countries, who is generally described in such poems as soft-hearted:  
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Show activity and act like a Turk, not softness and the way of the Tajiks!92  

The allusions to the torktaz*, the attack by night of Turkish warriors against 
Hindustan,93 is a common topic, and Rumimay even use the Boraq* 'Love' 
for such a heroic 'Turkish' flight towards the beloved, with the intention to 
destroy thedark Hindu curls94 which cover the eternal beauty, i.e., to leave 
behind and overcome everything besides the Beloved.  

The Hindu 'Night' flees from the attack of the Turk 'Day' which had been 
hidden among the Hindus,95 or the Hindu'Night' complains when the Turks 
enter his tent to pillage it;96hence the relation with Shams, the Sun of 
Tabriz, can beexplained without difficulty: his face can burn the Hindu 
'Night'.97 Variations on this theme are largely used in theDivan*.  

Charming applications of the motif of the Turk to other phenomena of 
nature are not rare either:  

The Turks with fairy-cheeks have now decided to travel away: one after the 
other has gone to the winter-quarters (qishlaq), unknown of plundering 98  

That is the time of fall, when the yellow foliage disappears. But in spring, 
when 'all the Turks turn towards theyayla*',99 the 'Turks of the garden' 
return as wellthe lovely leaves come back. This constant migration of the 
Turcomantribes between kishla* and yayla* becomes, with Rumi, a symbol 
of the relations of soul and body: once the spirit goesto the eternal yayla*, 
the green summer-grazing-places, then it can leave the winter quarters of 
the body. The birdsagainin connection with the soul birdresemble the 
Turcomans and their coming.100  

For the other world is like Turkestan, whereas the world of clay and water is 
a mere dark Hindustan.101 Thissymbolism culminates in the intoxicated 
line:  

When you are intoxicated from pre-eternity, take the sword of endless 
eternity, 

In Turkish style sack the Hindu-beg 'Existence'!102  

How far is this explanation of Hindustan as the world of matter from the 
other image in which the elephant dreams ofthe Hindustan of the soul!  

Rumi's imagery is quite in tune with that of other Persian writing poets who 
have elaborated this subject throughout thecenturies, with the difference 
that he, taking his images in part from the daily life of the Turcoman tribes 
whom he sawaround Konya with their tents, their fierce dogs and their 
colourful dresses, added greater realism to this stereotypedtopic. His 
application of the Turk-Hindu contrast to high mystical experience is also 
remarkable.  

But what does he say about himself?  

Leave the word (which is) a Hindu, see the Turks of inner meaning: 
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I am that Turk who does not know a Hindu, who does not know.103 
 

Then, describing his moon-faced Turkish beloved who addresses him in 
Turkish, he continues in another ghazal:  

You are a Turkish moon, and I, although I am not a Turk, know that much, 
that in Turkish the word for water is su. 104  

Rumi is Turk insofar as he belongs to the world of spirit, beyond the world 
of Hindu-like dark matter; but on theoutward plan he knows no what he is: 
maybe the water in which the Turkish moon can reflect its own beauty . . . 
Thedifferentiation of races belongs to the world of matter; their origin is 
pure white sperm, and only after birth do theyappear as Byzantine and 
Abyssinian.105 More than once he has attested that:  

I am sometimes Turk and sometimes Hindu, sometimes Rumi and 
sometimes Negro, 

O soul, from your image is my approval and my denial.106  

For in love, differences completely vanish:  

Everyone in whose heart is the love for Tabriz, becomeseven though he be a 
Hindua rose-cheeked inhabitant of Taraz* (i.e. a Turk).107  

 

The difference between Turk and Hindu, or Turk and Negro, or Byzantine 
and Negro is part of the material world: whenthey look into the mirror, they 
see their own beauty or ugliness, though sometimes without recognizing it. 
But as theywere alike before being born, all the Hindus, Qipchaq, Romans 
and Abyssinians will look alike again behind the wall ofthe grave.108 On 
the spiritual plane, the Prophet is the mirror, in which Turk and Hindu, i.e., 
faithful and infidel, cansee their true nature.109 Mowlana* connects this 
very idea of the mirror with the thought of death which will appearlike a 
mirror before man to show everyone his true face: it looks lovely for the 
Turk, ugly for the Negro.110 The idea ofthe black and white faces which 
will become visible in the Otherworld at Doomsday is transformed here into 
a finepoetical image, and transplanted from the end of times to the very 
personal experience of death.  

Strangely enough, one of the numerous later Indo-Persian poets who played 
on the contrast Turk-Hindu, has put afamous line by Rumi into the mouth of 
a Hindu sage whom he claims to have met at the door of Somnath, the 
templedestroyed by Mahmud* of Ghazna, and from whom, as he says, he 
learnt this verse:  

The result of my life is not more than three words:I was raw, I became ripe, 
I burnt 111 lines often quoted as Rumi's summary of his life, and here 
cleverly connected with the 'death through fire' for which tileIndians were 
noted in the Islamic world.  
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The Hindu is usually described as lowly and ugly. The zanji, Negro, 
blackfaced like him, is generally a model ofspiritual happiness (the 
cheerfulness of the Negroes was mentioned in many a book and verse as 
early as Abbasidtimes).112 In spite of his black face, he is smiling and 
apparently happy113an idea which Sana'i* has used to interpretthe inner 
meaning of the Prophetic tradition according to which 'Poverty is blackness 
of the face'.114 Rumi is slightlymore critical and thinks that such happiness 
as experienced by the Negro lasts only as long as the superficial persondoes 
not see his own face in the mirror.115 The Byzantines, specifically their 
emperor, and the Zanji are several timescontrasted, probably in part due to 
Rumi's personal acquaintance with the Byzantines, in part also in the 
tradition ofNezami's* Iskandarname*. The Abkhazian, i.e. Georgian infidel 
occurs once.116  

While the Turks, Hindus, and Zanjis belong to the general stock of classical 
Persian imagery, the Europeans are ofcourse not too often mentioned as a 
poetical topos in early times (only in post-sixteenth century poetry they play 
a moreconspicuous role). Rumi remembers them in connection with the 
crusaders who passed through Konya117 several timesin a rather unfriendly 
way: Not less than four times he combines them with the pigs which they 
allegedly brought to theholiest town, Jerusalem.118 He probably took over 
this image from Khaqani*, in whose first qasida* the pigs whichentered 
Jerusalem are set parallel with the elephants that attacked Mecca under 
Abraha. For Mowlana*, the sanctuary ofthe heart filled with dirty qualities 
is comparable to Qods, the Holy City filled with Europeans tending their 
pigs. Rumidoes not hesitate to address those who deny Shamsoddin's glory:  

The love (hava*, also 'air') of Shams-e Tabrizi is like Jerusalem You are the 
pig which not (even) the 

European accepts . . .119  

There is however, one Jerusalem, one sacred place which has not fallen into 
the hands of the ferangis: that is the sacred banquet of the true saints (abdal 
*). Even reason, which is the foundation of religion, is like an ignorant king 
at the doorof this place: how could the impure Europeans enter this 
sanctuary?120  

Thus Rumi's imagery contains several glances at political and social values 
and far transcends the purely academic useof inherited images.  

<><><><><><><><><><><><>  
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Surely God's friendsno fear shall be on them, neither shall they sorrow  

Imagery Taken from Sufi History  

The tradition of Sufism was firmly established when Jalaloddin* set out on 
his spiritual journey. The names of themystical leaders and saints of yore 
had become part and parcel of the language. Allusions to their legend, 
quotationsfrom their sayings permeated the speech of every adept on the 
Path. Yet, every mystic had a peculiar way ofappropriating into his 
Weltanschauung these early representatives of religious life. From the 
frequency of theiroccurrence as well as from their situation in the whole 
work of the individual author it is possible to draw someconclusion which 
may help to define the predilections and inclination of the writer. That holds 
true not only for Rumi,but for all the later mystics and poets of Iran, 
Turkey, and Muslim India.  

Rumi is particularly fond of the figure of Oweys al-Qarani who, according 
to legend, lived in Yemen and never met theProphetyet the scent of his 
holiness reached Mohammad* who recognized 'the breath of the Merciful 
coming to himfrom Yemen'. Oweys became the prototype of those mystics 
who enter the spiritual path without proper initiationthrough a human 
master.  

Rumi, though not exactly an oweysi mystic himself, loves allusions to 
Oweys' legend.1 The inspiration coming from the'luster of the Ahmadian* 
cornelian', i.e. the lip of the Prophet, brings the 'scent of the Merciful' to 
him:2 he feels thisvery scent of the Merciful in the spring breeze which 
turns the buds into cornelians. 3 The old poetical expression of the 
'carnelion-like lips of the beloved' is strengthened, in suchconnections, by 
the introduction of the well-known hadith*. For a poet like Rumi who 
sensed Divine Beauty andMajesty everywhere, but particularly in the 
gardens, images related to this heavenly fragrant breeze must have beenvery 
attractive indeed;they are among Rumi's numerous verses connected with 
the sense of smell.4  

Another early Sufi whose legendary life always fascinated the mystics is 
Ibrahim* ibn Adham, the master of theKhorassanian ascetics. Born in 
Jalaloddin's* birthplace, Balkh, about 500 years before our poet, Ibrahim* 
was, naturallyenough, very dear to Rumi's heart. Of princely origin, 
Ibrahim* was miraculously converted to the life of poverty.5 Onelegend, 
similar to that of St Hubertus, tells that a gazelle addressed him during the 
hunt; according to others, hisconversion took place in the following way:  

On a throne, that man of good name heard at night a noise of tramping and 
shrill cries from the roof. 

Loud footsteps on the roof of the palace, and said to himself; 'Who dares to 
do that?' 
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He shouted at the palace-window: 'Who is it? This is not a man, belike it is 
a genie.' 

A wondrous folk put their heads down (saying) 'We are going round by 
night for the purpose of search.' 

'Eh, what are ye seeking?''Camels', they replied. He said: 'Take heedl Who 
ever sought camel on a roof?' 

Then they said to him: 'How are thou seeking to meet with God on the 
throne of state? . .  

Ibrahim* thus became the model of the Sufi who, once struck by the Sun of 
Reality,7 or intoxicated by the Eternalwine,8 was transformed completely 
and wandered into homelessness, forsaking crown and throne for the sake 
of truegnosis. He returned to the realm of Absolute Poverty which he 
recognized as his true home, comparable to the elephantwho saw India in 
his dream . . .9  

Ibrahim's younger contemporary, the Basrian woman Rabe`a* al-
`Adawiyya, is credited with introducing the concept ofpure love into 
Islamic Mysticism. Although the ideas which she uttered in public were 
perhaps known earlier amongsome Sufis, she has become, in Islamic 
hagiography the paragon of pure, disinterested love. Strangely enough, 
Rumi never mentions her by name; even the story which `Attar * tells as 
pertaining to her, is converted into a general Sufi story inthe Mathnavi: a 
Sufi sitting in the midst of the garden had put his head on his knee and 
contemplated God, foras Rabe`*a had told her servant who called her to 
admire God's work in the glory of a spring day:  

The gardens and fruits are in the heart, 

(Only) the reflections of this kindness of His are on this water and clay.10  

This saying does not perfectly agree with Rumi's personal attitude, since he 
was endowed with the gift of discoveringDivine traces everywhere in the 
world, especially in the beauty of nature in spring. Yet, he knows that this 
inner visioncan be so overwhelming that a blind saint might refuse medicine 
because his interior world is much superior toeverything he would see in the 
outward creation . . .11  

Rumi sees himself in the company of the great masters: he has reached such 
a state that normal people will be amazed, astate in which even Joneyd, 
Sheykh Bestami*, Shaqiq, Karkhi and Zu'n-Nun* would be bewildered.12 
Shaqiq al-Balkhiis the main representative of the Khorassanian school of 
tavakkol, perfect trust in God: Ma` ruf al-Karkhi was one of theearly 
Baghdad mystics, whose strong spirituality worked upon the formation of 
Sari as-Saqati*, Joneyd's uncle andteacher; this Sari is also mentioned along 
with a similar group of Sufis elsewhere.13 And there is Beshr al-Hafi*,14 
theBarefooted, and Shibli, Hallaj's* friend who, at times, reigned madness 
in order to escape punishment. Their names areonce philologically 
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explained in elegant puns.15  

With all those saints Rumi drinks 'the wine of the pious' (Sura 56/6).16 
When a man seeks companions like Bestami*and Karkhi, he should not 
drink wine in this ash-house, but rather on the highest roof,17 that is, he 
must leave this worldand what is in it and climb to the summit of spiritual 
life where the eternal cupbearer will quench his thirst with purewine of 
love.  

Rumi shows special sympathy for Zu'-n-Nun,* the master of Egypt (d. 859), 
who was, indeed, one of the most powerfuland intriguing personalities in 
early Sufi history.18 This mystic, whose very surname 'He with the Fish' 
enables the poetto create associations with the prophet Jonah, occurs several 
times in Rumi's lyrics, and is often seen in connection with enthusiasm and 
dance. His love, like that of Majnun, is asign from the Divine Grandeur, as 
Jalaloddin * sings in an enthralling, highly rhythmical poem.19 Zu'n-Nun*, 
the manwithout head or tail,20 is also the topic of several stories in the 
Mathnavi, although the historical context is not alwayscorrectly given.21  

Joneyd, the master of the Baghdad school, is rarely mentioned 
independently; he generally figures along with Bayazid*Bestami*.22 In 
fact, the sober Baghdad sheykh was highly critical of the theopathic 
locutions of the master of Bestam*.But for Rumi, both constitute models of 
perfect spiritual life in its different aspects.23 That is why he could call 
hisfriend Hosamoddin* 'the Joneyd of his time and the Bayazid* of his 
age'although associations with Bayazid* occurmore often in his descriptions 
of Salahoddin* Zarkub.  

Among the later mystics, Rumi often mentions Abu'l-Hasan-e* 
Kharraqani*, the illiterate saint of Kharraqan inKhorassan who was initiated 
by oweysi succession by the spirit of Bayazid* Bestami*. As Rumi tells in 
accordance withtraditional hagiography, Bayazid*, sensing the birth of this 
saint more than one hundred years ago, had given hisdisciples the glad 
tidings of the future arrival of his spiritual heir.24 Kharraqani*, in turn, 
showed every possiblereverence to Bayazid's* tomb. He is noted for his 
asceticism, his patience in endurance of hardships, and his stronglove. This 
is illustrated by a tale which contains, indeed, one of the most amusing 
descriptions in the Mathnavia tale according to which this perfect saint, 
smarting under the misbehavior of his perfectly ghastly and horrid wife, 
was seenriding on a lion, using a snake as his whip: his steadfastness in 
tribulations was recompensed by miraculous powers.25He belonged to 
those perfect saints about whom Jalaloddin* says:  

Neither greed for knowledge and honour remained for them, nor greed for 
Paradise 

Such a one seeks not a donkey or a camel, for he rides on lions.26  

A more important role than any given to these figures, however, is that 
assigned in Rumi's work to Bayazid* Bestami*and Hoseyn* ibn Mansur* 
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al-Hallaj*, the martyr of Divine love.  

These two were generally yoked together by later mystics, although their 
theoretical approaches to the central problemsof Sufism are quite different.  

Rumi tells several stories about Bayazid *.27 The most beautiful account of 
his miraculous power, and a poignantdescription of the true saint, is this:  

The flood of bewilderment swept away his reason: he spoke more strongly 
than he had spoken at first, 'Within my mantle there is naught but God: how 
long wilt thou seek on the earth and in heaven?' 

All the disciples became frenzied and dashed their knives at his holy body . 
. . 

Every one who plunged a dagger into the sheykh was reversely making a 
gash in his own body. 

There was no mark on the body of that possessor of the (mystic) sciences, 
while those disciples were wounded and drowned in blood . . .28  

In spite of his claims 'Glory be to Me' and 'There is nothing under my cloak 
but God'claims which deeply shocked theorthodoxBayazid* is, for 
Mowlana*, the ideal Muslim, a paragon of faith. More than once he 
admonishes pretenders toSufism not to call themselves Bayazids*.29 A 
philological pun allows him to contrast Bayazid* (Abu Yazid), 
thisprototype of asceticism, self abnegation, and religious strength, with the 
detested Omayyad ruler Yazid, who had causedthe martyrdom of the 
Prophet's grandson Hoseyn* in 680: the carnal soul is like Yazid, but can be 
changed, throughhard labour and love, into a Bayazid*:  

By the light of the Beloved the night of infidelity became a Day of Religion 
(or: Day of Judgment), And Yazid became from his breath a Bayazid*.30  

Another 'philological' combination is that of Bayazid's* name with the word 
mazid, 'more, increase', derived from the same root as Yazid. Here, we may 
discover a subtle allusion to the famous correspondence between Bayazid* 
and hiscontemporary Yahya* ibn Mo`az*, the 'preacher of hope', who sent 
him a letter saying:  

Someone has drunk one sip from the water of His love and is satisfied . . . 
Bayazid* answered: And someone has drunk the seven seas of heaven and 
his thirst is not yet quenched, and he says 'Is there not more?' (hal min 
mazid).31  

The 'increase' which he experienced is unique in the world, 32 for he was 
the true faqir, the spiritually poor.33 Man'sfall can also be described in 
images taken from this circle:  

Yesterday you were a Bayazid*, you were in increase, today you are in 
ruins, and a dreg-seller, and drunk!34  

Even in Rumi's lyricswhich do not lack narrative trendswe find a story of 
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Bayazid*: the saint met on the way a donkeydriver, kharbanda (lit. 'servant 
of the donkey') and exclaimed:  

O God, make his donkey die so that he becomes a servant of God 
(khodabanda*)35  

The most impressive poem in honour of the sheykh of Bestam* is found in 
Book V of the Mathnavi.36 It contains a poetical enumeration of his lofty 
qualities as well as the story of how a Zoroastrian was asked to embrace 
Islam: he,though expressing his basic willingness, yet remarked that if true 
faith were that which Bayazid* showed, he would notbe able to bear it, and 
would rather not try it; for such faith is too strong for a normal human 
being. These very verseshave been quoted by Muhammad Iqbal in his 
Javidnama* (1932) when he tried to show the strength of true Islamic 
lifeand the perfection of the veritable Muslim.37  

The central place which Bayazid* occupies in the history of Sufism is 
described, in lovely words, in one of Rumi'sdancing-poems:  

The body is like the monastery of the soul, the thoughts are like the Sufis, 
they form a circle, and in the centre is my heart like Bayazid*.38  

Bayazid's* exclamation sobhani* 'Glory be to me' and Hallaj's* expression 
ana`l-Haqq*, 'I am the Truth' or 'I am God' are generally regarded as 
pointing to the same experience. Thus, Rumi could compare his mystical 
friend Salahoddin*to Bayazid*, and sometimes also to Mansur* (as Hallaj* 
was generally called with his father's name, meaning 'TheVictorious').39  

Mowlana* has described his own situation with symbols taken from these 
two mystics:  

The heart, before his face, is like Bayazid* in constant increase, The soul 
had, hanging upon his tresses, the character of Mansur*:40 (for he was 
hanged in 922).  

When the beloved becomes to him like Bayazid *, the increase of Mansur's* 
happiness can be applied to himself.41  

Allusions to the martyr-mystic of Baghdad constitute the greatest part of 
Rumi's symbols taken from Sufi history. He isreported to have said on his 
deathbed:  

As the spirit of Mansur* appeared, a hundred and fifty years after his death, 
to the sheykh Faridoddin `Attar*, and became the sheykh's spiritual guide 
and teacher, so, too, do you always be with me, whatever may happen and 
remember me, so that I may show myself to you, in whatever form that may 
be.42  

Rumi follows the general Sufi tradition in describing as 'intoxication' the 
state out of which both utterances, that ofBayazid* and Hallaj*, were 
born.43 This intoxication has supplied the poets with images like 
'Mansur's* wine','Mansur's* goblet' etcimages which were used by Sufi and 
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profane poets alike for centuries. The 'drum of Victory'belongs to this 
festive imagery in connection with the name Mansur* 'the Victorious'.44 
How often Rumi has spoken ofthe Mansuri wine, of the cup 'I am the 
Truth'!45 He goes so far as to claim that everyone else has drunk only a 
cupfullof wine of ana* Allah and ana'l-Haqq* respectively, while he has 
quaffed this wine with vat and bottleso great is hislove-intoxication!46  

A story related by Aflaki on the authority of Soltan* Valad points to this 
feeling: when Rumi's son wondered whyHallaj* and Bayazid* had been 
persecuted whereas his father, who uttered so much more daring words in 
his poetry,enjoyed a good reputation, Jalaloddin* told him that these two 
Sufis had remained in the state of 'lovers', and thereforehad to suffer 
affliction, whereas he had reached the station of the beloved . . .47  

How many a lordly Simorgh whose litany was ana'l-Haqq* burnt his wings 
and feathers when he flew to that side!48  

Even the king of birdsan expression possibly taken from `Abdul Qader* 
Gilani's* remark about Hallaj*will get burntwhen reaching the station of 
Absolute Unity in love, just as Gabriel would burn his wings were he to 
come closer to theplace where the Prophet enjoyed intimate conversation 
with his Lord.  

Like almost every mystic, Rumi has pondered upon the secret of ana'l-
Haqq*, and its relation to Pharaoh's claim Ana * rabbukom al-a`la*, 'I am 
your highest Lord' (Sura 79/24). Hallaj* himself had compared himself to 
Pharaoh andSatan, for each of them had made a daring claim in which he 
said 'I am . . .'49 Rumi defends Hallaj*: his word was light,that of Pharaoh 
tyranny, and, The I of Mansur became surely grace, that of Pharaoh became 
a curse, look!50  

He must have been deeply concerned with this problem, for he took it up 
years later, in Book V of the Mathnavi, to stress once more the same 
truth.51 For the first 'I' was spoken out of idle boast, whereas the other one 
was the utteranceof union with the Divine light, notand this is importanta 
union achieved by holul*, incarnation. Rumi thus rebukes those who saw in 
Hallaj* a representative of the heretic teaching of God's incarnation in man. 
During those yearsbetween1262 and 1270Mowlana* has also explained the 
ana'l-Haqq* several times in his conversations:  

Take the famous utterance 'I am God'. Some men reckon it as a great 
pretension. But 'I am God' is in fact a great humility . . . He has naughted 
himself and cast himself to the winds. He says 'I am God' that is 'I am not, 
He is all, nothing has existence but God, I am pure non-entity, I am nothing' 
. . .52   

So when Mansur's* friendship with God reached its utmost goal, he became 
the enemy of himself and naughted himself . . .53  

The same idea is expressed in the last book of the Mathnavi.54  
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But Jalaloddin* has explained this famous utterance in a different way as 
well, one similar to the method of theChristian fathers: He speaks of the 
pieces of cloth which exclaim full of intoxication 'I am the vat' after falling 
in thedyeing-vat 'He' and experiencing the sibghat* Allah* (Sura 2/138), the 
dyeing of God in which all colours disappear,and then proceeds to compare 
the mystic to the piece of iron which, heated by the fire, becomes red and 
fiery until itfinally exclaims 'I am the fire': its form and outward appearance 
are, indeed, fiery. Yet substantial union is not achieved:fire remains fire, 
iron iron, as much as the fire may lend its attributes to the raw material, as 
much as the iron, followingthe Prophet's word 'Qualify yourselves with the 
qualities of God' assumes the qualities of fire.55  

In some of Rumi's verses, again, later interpretations of the ana'l-Haqq * 
are prefigured, thus in his description of the feast of union: the sun dances 
and claps its hands on the sky,the atoms play like lovers, the fountains are 
intoxicated and the roses open in smilingthen, the spirit becomes 
Mansur*and exclaims ana)l-Haqq*'.56 These glowing images conform with 
descriptions of the mystical intoxication and cosmicconsciousness as 
expressed in later Sufi poetry.  

Since Shamsoddin is the most perfect manifestation of God in this world, 
his radiance completely transforms the soul ofthe lover who gains union 
with him, so that everyone who prostrates himself before this Beloved and 
is accepted byhim, will say ana'l-Haqq*.57 The same motif is transferred 
upon Hosamoddin*: he is the cupbearer who quickens thesoul with the 
morning drink from Mansur's* wine.58 For the bada-ye* Mansuri* is the 
privilege of the true believers:  

That grape wine belongs to the nation of Jesus, but this Mansuri-wine 
belongs to the nation of Yasin*  (i.e. Mohammad*),59 for it is the wine of 
spiritual love and self-negation, of absolute surrender and the strength 
resulting from surrender.  

Again in accord with later Sufi poetry Rumi applies many allusions to the 
gallowsjust as David will greet in reverencethe Beloved from the height of 
his throne, Mansur* will speak the words of greeting from the gallows.60 
The atoms,touched by the sun of the beloved's face, exclaim ana'l-Haqq* 
(an idea which became later a standard topos in Persian,Turkish and Urdu 
poetry), and Mansur* is hanging on the gallows at every corner:61  

As long as you show your cheek and rob intellect and faith, so long has the 
Mansur* 'Soul' another gallows at every side.62  

This gallows means good tidings, i.e., the promise of union which can be 
achieved only through death. It is therefore thegoal of the lovers63 who are 
'killed but are, in reality, alive' (Sura 3/169 about those martyred in the way 
of God). ThatRumi uses the common puns, like the combination deldar* 
'beloved' and del dar* 'heartgallows' is natural.64 The dilemma of the 
mystics and the orthodoxnamely, whether God and creation are separate or 



 170

identicalcan be solved,according to Mowlana*, only by accepting a higher 
unity in love. None of the two parties is right on the worldly plane:  

We put on the gallows everyone who says 'We are one'We cast fire into 
every one who says 'We are two', 65 for the persecution of some 
representatives of Persian dualist ideas during the early Abbasid period was 
well known tohim.  

It is the custom of the Divine Beloved to afflict those who love him:  

He dragged the foot of Zu'n-Nun* into fetters, the head of Marsur* went to 
the gallows,66  says Rumi with words first spoken by `Attar*, and then 
echoed in numerous verses of Persian, Turkish, and Indo-Muslim mystics.  

Other mystics might ask God why Hallaj* was put to death, since it was not 
he who uttered the word 'I am God'it wasGod himself who spoke through 
him as He once had spoken through the Burning Bush. Rumi, though he 
alludes to thisidea,67 yet accepts that this cruel death is a necessary 
prerequisite for true life. He therefore compares Hallaj* to theripe apple 
hanging on the tree68the double-sense of dar*, 'gallows' and 'branch' 
facilitated, or perhaps even caused, suchimagery. The apple, even though 
one throws stones at it, refuses to come down, replying with mute 
eloquence:  

I am Mansur*, hanging from the branch of the Merciful, far away from the 
lips of the evil, such a kiss and embrace comes to me!69  

A combination which is found at least since Sanai* in religious poetry70 is 
that of gallows and pulpit, dar* u menbar, well-known in present-day Indo-
Pakistan, thanks to Ghalib's oft imitated verse:  

The secret which is in the heart, is not a sermon:  

You can utter it on the gallows, but not on the menbar.71  

The underlying idea that the pulpit in the mosque is not the proper place to 
speak out the secret of love and unionpermeates Rumi's poems even when 
Hallaj's* name is not mentioned: for the problem of enraptured love 
versusinstitutionalized religious forms was well known to him after he had 
experienced illumination through Shamsoddin.There are many hidden 
Mansurs *, who, relying upon the soul of Love, have dismissed the menbars 
and have proceeded to thegallows;72 since all those who preferred the 
immediate life of the spirit have been persecuted by the 
establishedorthodoxy. The true lover is a gypsy-like rope-dancer:73  

Hark, give me leave, O chosen house, that I may perform a rope-dance, like 
Mansur*!74  

For Hallaj* on his way to the gallows and rope danced in his fetters. Death 
was a festive occasion for him, and Rumihas well understood the secret of 
Hallaj's* joyful suffering. That is why the main source of his inspiration is 
oneHallajian* poem which he repeats in different variations so often that it 



 171

becomes a veritable key-word for his ownmystical teaching:  

uqtuluni* ya* thiqati*, inna fi* qatli* hayati*. . .75  

Kill me, O my trustworthy friends, for in my being killed there is my life . . 
.  

By their very rhythmical structure, these verses are most convenient to be 
used in spiritual dance. In the Mathnavi, Rumi had to fit the line into the 
rhythm by adding a three-syllabic word at the end which was not 
difficult.76 He alsoinvented new Arabic verses fitting into the whole 
context, and adds another line from one of Hallaj's* lyrical poems:  

li habibon* . . . I have a friend whose love roasts my interior: if he wanted it 
I would walk on my eyes.77  

But in such cases the poet, suddenly aware of the fact that he has been 
talking in Arabic all the time, eventually remindshimself to return to 
Persian: though Arabic is nicerbut love has still a hundred tongues.78  

Everyone has to learn the secret that 'in being killed is my life'then, as the 
poet continues with an allusion to a sayingattributed to`Ali ibn Abi Taleb*:  

Sword and scimitar become, like for`Ali, his sweet basil, whereas narcissus 
and wild rose are the enemy of his soul.79  

The gallows is in fact the Boraq*, the heavenly steed which carries man 
towards union, for life is hidden behind theimage of death.80  

Rumi has exemplified one of his favourite ideas, that of the upward 
movement of the created beings, by these veryverses, 81 for the 'drum of 
love' constantly repeats the rhythmical words of Hallaj*.82 Rumi knows the 
wonderfulDivine promise by which Shibli was consoled when he asked 
God the reason for Hallaj's* executionGod spoke to him:  

Whom I kill, I become his blood money, and the lover will remind Him 
who is going to slay him of His promise83 which transforms every pain into 
a beatitude.  

Allusions to Hallaj* are scattered throughout Rumi's work.84 He thus points 
to the original meaning of Hallaj's* name, i.e., 'cotton carder'.85 The lover 
is asked to cast fire into the sorrow of tomorrow which is like cotton in the 
soul's ear, and thus become like Hallaj*.86  

But for all his admiration of the Baghdad martyr-mystic, the overwhelming 
personality of the Sun of Tabrizextinguishes even the traces of Hallaj*: who 
has failed to recognize Shams, and has remained far from him, is lowerthan 
an ant (mur), even though he be Mansur*.87 For, as Soltan* Valad and 
following him Sepahsalar* tell, Mowlana*saw in Hallaj* only a lover:  

The lovers of God are in three degrees, and the beloved have three degrees 
as well. Mansur* Hallaj* was in the station of 'being a lover' on the first 
degree. The middle one is magnificent, and the last one even more 



 172

magnificent. The states and words of these three degrees become visible in 
the world. But those three degrees of 'being beloved' are hidden . . . 
Shamsoddin was the leader of the beings in the last degree . . .88  

At times, Rumi saw himself as superior to Mansur*, having attained the 
station of a beloved. What he accepted from theBaghdad mystic and 
incorporated into his work, was his sacrifice which led him to higher 
unionlike the unitive state ofthe moth in the flame. By his call to become 
annihilated for the sake of eternal life, Hallaj* appears as a forerunner 
ofRumi himself, a true lover, dancing on the rope of the beloved's tresses . . 
.89  

<><><><><><><><><><><><>  

We have breathed into him from Our breath . . .  

The Imagery of Music and Dance  

One daythus legend tellsa man objected to Rumi's interest in music; an 
interest which was, indeed, not justified byorthodox standards. But our 
master Jalaloddin * replied:  

'Music is the scratching of the doors of Paradise.'Said the man: 
'I don't like the sound of scratching doors!'Whereupon our master answered: 
'I hear the doors as they openyou 
hear them when they close . . .'1 
 

This story, poetically reworked about 150 years ago by Friedrich Rückert in 
German verse, is the best introduction toRumi's approach to music. Music 
was something heavenly for him;2 not in vain did he describe the house of 
Love ashaving doors and roof made of music, melodies, and poetry.3 
Musical imagery permeates his whole work from the verymoment that 
Shamsoddin's love carried him away from bookish learnedness and his 
heart, instead, 'learned poetry, song,and music.'4  

The most famous expression of this love of music is the eighteen 
introductory verses of the Mathnavi, commonlyknown as she`r-e ney, 'The 
Song of the Reed'a title which has inspired several European versions of 
Rumi's poetry, andof verse inspired by his teachings.  

Listen to the reed how it tells a tale, complaining of separation Saying: 
'Ever since I was parted from the reed-bed, my lament has caused man and 
woman to moan. 
I want a bosom torn by severance, that I may unfold the pain of love-desire. 
Every one who is left far from his source wishes back the time when he was 
united with it . . . 
This noise of the reed is fire, it is not wind: whoso hath not this fire, may he 
be naught! 
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'Tis the fire of Love that is in the reed, 'tis the fervour of Love that is in the 
wine. 
The reed is the comrade of every one who has been parted from a friend: its 
strains pierced our heart. 
Who ever saw a poison and antidote like the reed? Who ever saw a 
sympathiser and a longing lover like the reed? 
The reed tells of the Way full of blood and recounts stories of the passion of 
Majnun. 
Only to the senseless is this sense confided; the tongue hath no customer 
save the ear . . .5 
 

The reed flute was known to Islamic musicians from the beginnings of their 
history; it belongs to the oldest instrumentsused by man. The ancient 
Greeks spoke of the melancholy sound of the Phrygian flute, and the role of 
this instrument,as well as of musical therapy for mental diseases, was 
known to them and was inherited by the Islamic peoples: 
theShefa'iyyaasylum * in Divrigi, completed in the very year of Rumi's 
settling in Konya, in 1228, contains a wonderfulbasin in which the 
melodious sound of falling water-drops was utilized for mental treatment.  

Jalaloddin* certainly knew of the psychic effect of music, and of the role 
the flute played in such rituals. On the otherhand, the story of the reed 
which divulges the king's secrets can be traced back to the tale of King 
Midas of Gordion,although it was known to the Sufis previous to Rumi who 
probably adopted it from Sana'i's* version.6 The Anatoliantradition, 
however, may have strengthened his love for the complaining sound of the 
reed which could be cut indifferent sizes, from the simple small ney (similar 
to a recorder) to the larger Mansur-ney* (by its very name alluding 
toMansur* Hallaj*), and the huge shah-ney*, to mention only the most 
prominent types used in the Mevlevi orchestra.  

The reed flute provided Rumi with an ideal symbol of the soul which can 
utter words only when touched by the lips ofthe beloved, and moved by the 
breath of the spiritual master,7 an idea expressed before him by Sana'i*.8 
Man, cut offfrom the eternal ground of his existence, like the flute from the 
reedbed, becomes resonant in separation and tells thesecrets of love and 
longing. Jalaloddin* often saw himself, in the pangs of separation, 
passionately complaining like thereed,9 and felt the inspiration through 
Shams enter into his empty heart like the breath of a flute player.10 Does 
not theflute open nine or ten eyes in order to behold the Friend?11 In 
repetitious verses Rumi has alluded to the enrapturingpower of the ney 
which, hands and feet cut off, deprives people of hands and feet,12 i.e., 
carries away their reason.  

The reed flute has suffered; its head has been cut, exactly like that of the 
reed penhence both instruments are media toconvey information about the 
Beloved, one by singing, the other by writing.13  
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Likewise the ney is connected with the sugar caneboth are filled with the 
friend's sweetness; both are dancing already in the reedbed or in the field in 
the hope of the lip of theBeloved. 14  

Everyone is infatuated by the complaint of the hey which tells the story of 
eternal longing:  

The sound of the ney calls from non-existence one hundred  

Leyla and Majnun, two hundred Vameq* and `Azra* . . .15  

as Rumi says with an allusion to the two most famous loving couples in 
Islamic poetry. Later commentators haveregarded this instrument as the 
symbol of the Perfect Man who informs people about their primordial state 
remindingthem of the greatness and beauty of their eternal home so that 
they, remembering their past happiness, join in hiscomplaining songs, and 
are carried away from this land of separation. For the sound of the flute 
casts fire into theworld;16 we may assume that the traditional image of the 
burnt reedbed has played a role in shaping these similes.  

We are the reedbed, and your love is fire, waiting that this fire may reach 
the reed flute.17  

The fire produced by the lovesick reed flute or the intoxicated reed pen will 
cover the whole world, leaving nothingintactthis idea has become a standard 
topos in later, mainly Indo-Muslim, poetry.  

Rumi sometimes specifies the wind instruments and mentions the sorna*, a 
sort of trumpet or clarion, which, like the ney, speaks and sings only when 
touched by the friend's lips,18 waiting with nine eyes for these lips which 
endow itwith life. Otherwise, there is no meaning or complaining in this 
'veil' or 'musical mood' (the usual pun on parda which has both 
meanings).19 This instrumentwhich was apparently often played by the 
wandering musicians, the lulls,reminds Rumi of the Divine word: 'I have 
breathed into him from my breath' (Sura 15/29); it is like man who tries to 
repeat thepre-eternal melody of love.20  

As the wind instruments are alive only when touched by the breath of the 
beloved, the rabab*, rebeck, a small four-stringed instrument, can produce 
sounds only when the musician puts it onto his breast and touches it with 
his bow21itthus becomes, in the language of Persian poets, an appropriate 
symbol for the human heart and mind. As such, it is often mentioned along 
with the ney. Rumi complains, alluding tothe process of inspiration:  

Being sober, no story comes from me (I am) like a rabab * without a bow . . 
.22  

for:  

All my questioning and answering is from him, I am like the rabab*,  

He beats me 'Hurry up!', he tells me 'Complain!'23  
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The lover's veins can easily be compared to the strings of the rabab* 
(`Attar* had used this simile, comparing theinstrument to dried up bones 
and his veins to strings):24 he vibrates as soon as the beloved touches 
him.25 The heart,too, can be represented by the rabab* the 'ear' of which is 
twisted by the musician's hand to tune it properly:  

When you twist the ear of the rebeck 'Heart', then I start saying tantantan 
tan . . .26  

The sound of the rabab*, at first difficult to appreciate for the Western 
listener, is prominent in the Mevlevi orchestra,for this instrument is, in 
Rumi's word, 'the nourishment of the consciences and the cupbearer of the 
hearts'.27 We knowthat he was particularly fond of the rabab*, the use of 
which was prohibited by the orthodox lawyer-divines (a legendtells how a 
sober-minded theologian was punished for his denial of rebeck-music!).28 
The name of the rabab-player*Abu Bakr-e Rababi* occurs not only in the 
sources but also in Rumi's poetry.29 And one should not forget that the 
wordrabab* constitutes a very practical rhyme with kabab* 'roast' (the 
general simile for the lover's heart) and sharab* 'wine' and was, therefore, 
used wherever a festive gathering was described.  

The chang, the little harp, often connected with the ney, functions, exactly 
like the rabab*, as a sign of close union: theharp leans in the lap of the 
beloved, with its back bent,30 and is touched by his fingers (or the plectrum 
'love-pain'),31thus producing sweet songs, day and night.  

In the lap of your grace I am like the melodious harp, place the plectrum 
softer and more tenderly, so that you do not tear my strings!32 Thus sings 
Rumi in melodious verses. 

 

The lamentation of each and every stringbe it that of the harp, or that of the 
large qanunis subject to the order of theBeloved; 33 it is he who produces 
the complaint of the harp which the lover has learned to play in his love.34 
Thechang is also the instrument of Zohra, the star Venus who, in poetical 
imagery, still bears the character of an attractivelove-deity and had, as such, 
caused the fall of the angels Harut and Marut; the sound of her harp 
resounds in heaven.  

Wind and string instruments are more or less caressed by the hand of the 
player, but the percussion instruments have tosuffer from his strength:  

I have surrendered my face like the tamburine (daf), strike hard strokes and 
give my face a neck-stroke!35  

The poet has become like a tamburine from the blows of separation, his 
body being crooked like the frame surroundingthis instrumentwhy, then, 
does the friend not keep his tamburine-like heart in his hands to play with 
it?36  
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Yet the hard blows of the musician add to its perfection so that Jalaloddin* 
implores God to grant the musicians honeyand a hard blow for beating 
it.37In a different strain of imagery he speaks also of the tamburine of 
Divine Wisdomwhich makes everybody dance.38  

The large drum, tabl*, is the instrument of information:the love of the 
lovers has two hundred drums39 and pipes (sincetheir state is so 
conspicuous), and the proverb that it is useless to play a drum under the 
cover is often alluded to inRumi's lyrics.40 The drum is the instrument of 
the ruler, i.e., Love,41 or of the army, hence in poetic imagerysometimes 
connected with Mansur*, the Victorious, or with the banner:  

When the drum tears the existences, you bring the banner from the hidden 
non-existence.42  

As a war-drum, it announces separation;43 yet, during the royal hunting 
party it is used to call the hawk or falcon backby the Divine message 
'Return!' (Sura 89/28)this message for which the exiled soul-bird has been 
long waiting.  

The tabl* can be used also as the symbol of loud, noisy, but empty people: 
to be silent and not to play 'the drum of talk'is required from the lover; for 
speech is an empty drum.44  

This imagery is even more used in connection with the smaller drum, dohol, 
45 whose sound can be heard duringfestivities.46 Thus, several verses 
speak of the drunk drum-mer47apparently not an unusual sight on festive 
occasions.In a strange ghazal, Mowlana* imitates the sound of the 'drum of 
gratitude':  

My tear has become a dohol from the cup moment for moment (dam ba-
dam) 
Beat the drum with a grateful heart, Ism u lam u lam! 
Beat the big drum of gratitude, for you have found the wine of the drum, 
Sometimes beat the high pitch (zir), o heart, and sometimes the low one 
(bam u bam u bam).48 
 

This image is brought to its utmost limit when the poet speaks of the person 
afflicted by dropsy who plays 'the drum oflove for the water' on his swollen 
body . . .49  

Alluding to the proverb 'The drum sounds good only from afar', and 
connecting it with the emptiness of created talk,Rumi finds that:  

Every sound we heard in the world was the voice of the drumexcept love.50 
 

Or else, the whole world is a big drum, played by the masterand could one 
find one's way if one deserts the drum whichleads the army of souls?51  

The drone-instrument, tanbura, was used, as still in modern oriental music, 



 177

to give the background-sound for theorchestraagain the connection with the 
heart that makes sounds at the striking of the beloved can be 
easilyestablished.52 The barbat*, a large lute-like instrument should be 
twisted at its ears, for it is very lazy,53 complainingand yet without 
knowledge of its own lamentations.54 Rarely, the musiqar*, the 'pandean 
pipes', is mentioned.55  

The number of verses with musical allusions is almost unlimited in Rumi's 
poetry. The poet cleverly connects thedifferent instruments all of which 
serve, more or less, as symbols for his own spiritual experience: only the 
EternalMusician can inspire him to sing and to speak poetry.  

It would be amazing if Mowlana* had not used allusions to the musical 
modes which, with their meaningful names,have offered welcome material 
for puns throughout the history of  Persian and Turkish poetry. Whole 
poems are made up by witty combinations of moods and instruments. 56 
Often theheavy and solemn Iraqi-mood is mentioned: other moods, again 
with names of towns or landscapes like Isfahan orHejaz, can serve to 
indicate the long way of the lovers:  

You beat the drum of separation, you play the flute of Iraq, you combine 
the mood busalek* with the Hejaz*!  

Of course, the parda-ye oshshaq*, the mood (or veil) of the lovers, is 
Rumi's favourite mood, often connected with hislove of Shamsoddin,58 and 
he, whose heart is not a zagula (a bell on the tamburine), and a mood from 
the 'mood of the lovers' what shall he do with zir (highest pitch), and Iraqi* 
and Sepahan*?59  

The charm of all these comparisons is enhanced by the double meaning of 
the word parda: it is both 'musical mood' and 'veil', a fact to which Rumi 
points in the very beginning of the Mathnavi: the flute's parda has torn the 
parda 'veil' of human thoughts.60  

This 'tearing of the veils', this opening of new horizons by means of music 
is one of the central ideas in Mowlana'smusical imagery, an idea found 
already in neo-Platonic thought, notably in the works of Iamblich. Music 
reminds thesoul of the primordial address at the ruz-e alast which endowed 
it with love and life:  

A call reached Not-Being; Not-Being said: 'Yes, (bala*), I shall put my foot 
on that side, fresh and green and joyful!' It heard the alast, it came forth 
running and intoxicated, it was Not-Being and became Being (manifested 
in) tulips and willows and sweet basil.61  

Music leads the soul back to this moment, and Rumi is certainly right to 
repeat several times the idea that:  

It is from the water of life that we turn in circles, not from the handclapping 
or from the flute, not from the tamburine, O God!62  
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That is why the musical side of the Mevlevi ritualthe expression of this 
eternal experience in time and spacehas sodeeply influenced Turkish 
musical tradition. It was for the sama` *, the whirling dance, that the 
greatest composers have written their music. The sixteenth century 
composer `Itriset to music the na`t-e sharif, Mowlana's* hymn in honour of 
the Prophet, which forms the introductory part of theritual; it is of 
breathtaking beauty. Different musical moods have been used for the music 
accompanying the dance; atthe very end, generally a simple Turkish melody 
is added which culminates in the assertion:  

sama`* is the nourishment of the soul, ruha gidadir* . .63  

Indeed, the sama`* has become the distinguishing feature of the Mevlevi 
order. For Rumi himself, the whirlingmovement was an expression of his 
enraptured interior state which he, in most cases, could not control. Yet, 
regular sama`* meetings were also held in his own house or in the houses of 
his friends.  

That was not unusual or novel; as early as the mid-ninth century rooms for 
sama`* meetings were established inBaghdad. However, the problem of the 
extent to which participation in musical performance and dance was licit 
formeda major theme of controversy even among the Sufi leaders.64 Some 
of the orders strictly rejected any emotional musicalgatherings, for they 
clearly saw the danger of such performances which were liable to attract 
many people whose soleinterest lay in enjoying the music and dance, not in 
the religious edification. We certainly cannot blame the orthodoxywho 
sternly disapproved of acts like that of Owhadoddin* Kermani*, a friend of 
Sadroddin* Qunavi, who used to tearthe dresses of young boys in mystical 
dance, pressing his breast upon their breast.65  

Rumiif we belive the sourcesdanced in his decisive meeting with 
Salahoddin* Zarkub breast to breast and closelyembracing him in the 
bazaar of the goldsmiths in Konya: at other times he whirled alone, or 
surrounded by his faithfuldisciples. Only later, the dance in the Mevlevi 
order was institutionalized.66 Here, the behaviour and movements of 
thedervishes were rigorously prescribed: after the participants, in black 
gown and high felt caps (sikke) have completedthree circumambulations 
and the exchange of devotional greetings with the sheykh, they cast off the 
black coats, and thewhirling movement begins in which one hand is opened 
toward heaven, the other one toward earth, and the whitedancing gowns 
(tannura) open widely as if white moths were circling around a flame. The 
turning, on the right foot, is performed botharound the dervishes' own axis, 
and in a larger circle; should one of the participants become too enraptured 
in hisspinning, a dervish in charge of maintenance of order ever so softly 
touches his widely opened skirt to curb slightly themovement which 
continues accelerating until, at the last sound of the music, it stops abruptly 
and is finished by longand melodious prayer.  
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To understand the central place of the whirling dance in Rumi's life, it 
suffices to go through the Divan and look at the poems with the radif pa * 
kurta 'foot stamping', or sama`*, and related rhyme-words which point to 
the dancingmovement.67 Rumi sees his beloved, walking around his house, 
carrying a rabab* with him to act as dancer, musician and cup-bearer;68 he 
sees him again in his dream, dancing on the screen of his heart,69 for he is 
the master who teachesthe created beings to dance.70  

The beloved radiates like the luminous moon,  

The lovers around him like atoms  

When the spring breeze of Love begins blowing, 

Every twig which is not dry starts dancing.71  

Of sama this much is certain (and Rumi agrees with the classical 
authorities): it is licit only insofar as the beloved ispresent. Divine Presence 
was required by the Sufis of the earlier centuries, but later mystics would 
need the beloved invisible form to complete the inspiration. Rumi's poetical 
letters to Shams speak of his presence which he misses forperforming the 
mystical dance;72 and later, he sometimes would not begin the sama as 
long as Hosamoddin* Chalabi was not present.  

Sama`* becomes the antidote for every illnessit gives rest to the restless 
soul by inducing it to experience a newfreedom which carries it out of its 
prison here in water and clay:  

. . . the spirits bound in clay, when they escape glad at heart from their 
(prisons of) clay, 

Begin to dance in the air of Divine Love and become flawless like the full 
moon's orb, 

Their bodies dancing, and their soulnay, do not ask (how their souls fare); 
and those things from which comes the soul's delightnay, do not ask (of 
those things!).73  

 

This is the same experience which made the mystics in most religious 
traditions choose dance as a form of religiousexpression (not to mention the 
'primitive' religions in which dance is in fact the central cult). Dance frees 
the soul fromthe fetters of earthly gravitation by directing it toward a 
different centre of gravitation, namely the beloved aroundwhom the eternal 
dance revolves. 74 Thus, a strange union between the attracting 
powerimagined as that of the Sunandthe attracted particles is formed. The 
fact that the highest representative in the mystical hierarchy was called the 
qotb*, 'axis' or 'pivot', can be interpreted also such that around him the souls 
revolve in mystical dance, kept in equilibrium byhis presence.  

Rumi knows that this dance is born out of separation, just like the song of 
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the reed:  

Clap with the hand and understand that from here comes  every sound: 
for this sound of two hands comes not without separation and union.75 
 

That means, the rhythmic clapping of the hands which accompanies music 
and dance, is a symbol of the constanttension between separation and union, 
attraction and repulsion, without which no movement and no sound would 
bepossible.  

All nature partakes in this dance:  

The sky is like a dancing dervish frock, and the Sufi is invisibleO Muslims, 
who has seen a dancing frock without a body? The frock dances due to the 
body, and the body dances due to the soul, The love of the beloved (janan*) 
has bound the neck of the 
soul  (jan*) into a rope.76 
 

Not only the revolving sky and the stars dance77an idea which is 
reminiscent of the classical theories of the harmonyand dance of the spheres 
as put forth by a number of Greek and Hellenistic philosophersthe 
inhabitants of heaven danceas well:78  

Gabriel dances in love for the beauty of God, The horrible demon (`efrit) 
dances, too, in love of a she-demon.79   

Every movement can be explained as danceeven the Koranic dictum that 
during God's revelation on Mount Sinai themountain trembled (Sura 7/143) 
is interpreted as its entering into ecstatic dance, comparable to the perfect 
Sufi in theDivine Presence. 80 Did not Abraham dance in the fire, and 
Jesus, and whoever partook in the spiritual pilgrimage?81  

Rumi's main topic isas it is the case in other Persian-writing poets as wellthe 
dance of the zarrat*, the tiny dust particleswhich are seen moving in the 
sunlight; the word zarra can also be translated as 'atom' which gives this 
imagery a verymodern, but appropriate flavour. These particles are thought 
to dance around the sun; the Sun of Tabriz is the centrearound which 
everything turns so that the Sufis can almost be called sun-worshippers.82 It 
is out of love for this sunthat the atoms of this world came dancing forth 
from Non-Existence.83  

Creation is seen as a great cosmic dance in which nature, dreaming in non-
existence, heard the Divine call and ran intoexistence in an ecstatic dance, 
and this dance represents, at the same time, the well-established cosmic 
order in whichevery being has its special place and functioncomparable to 
the dervishes who follow the rigid rules of sama* in perfectease. For 
nothing could be more opposed to Mowlana's* strong feeling of cosmic 
harmony than even a single sign ofanarchy and orderlessness.  



 181

The trees, flowers, gardens which have come dancing into being, continue 
their dance in this world, touched by thespring breeze, and listening to the 
melodies of the nightingale:  

The twigs started dancing like repentants (who have just entered the 
mystical path), the leaves clap their hands like minstrels,84 led by the 
plane-tree.85 The nightingale comes back from its journey and calls all 
inhabitants of the garden to join her insama* to celebrate spring.86 The 
common people perhaps do not see this dance which begins as soon as the 
springbreeze of love touches the trees and flowers,87 but these latter 
experience the truth of the Koranic promise that 'Afterdifficulty comes ease' 
(Sura 94/5 6), after winter, spring.88 The leaves, dressed in green like 
paradisical houris, happilydance on the tomb of January . . .89 Only dried-
up twigs are not moved by this breeze and this lovely sound,comparable to 
the dry hearts of  scholars and philosophers. Even the fruit ripens dancing 
before the sun 

 

Wherever Shamsoddin appears, the garden is called to participate in the 
spring of his beauty by dancing:91 the poet,who has become like the wild 
rue-seed (burned to ward off the evil eye) dances in the fire of love,92 and 
whenShamsoddin should glance once at the Koran-copy 'Heart', all the 
declension signs start stamping their feet in joy . . .93  

The call for sama`* comes from heaven,94 and thus, dance constitutes a 
ladder which leads the lover to the seventh heaven.95 That is why it 
possesses miraculous powers: wherever the lover puts his foot in dance the 
fountain of life willgush forth;96 or else his dancing and treading the 
ground is compared to the pressing of grapes which will producespiritual 
wine.97  

The sama`* is a window which allows a view towards the rose garden of the 
Belovedthat is why the lovers put eye andear to this window. It is news 
from those who are hidden, and the lonely heart finds consolation in their 
letters.98 Butone should not forget that this sama`* is only a branch of the 
eternal spiritual dance in which the soul will join oneday.99 Its connection 
with the world of spirit allows that it should be performed any time and 
everywhereit is notrestricted to time, place, or age. Rather everything 
created should wittingly partake in this great cosmic dance in whichit is 
already involved unwittingly:  

No one dances until he has seen your favour, 
in the womb the children dance through your grace, 
be it in the womb, be it in non-existence, 
in the tomb the bones have a dance thanks to your light100 
 

It is only Shamsoddin who reminds the soul of the source of love:  
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Say Shams-e din and Shams-e din and Shams-e din, and that's enough, So 
that you may see the dead beginning to dance in their shrouds.101 
 

Through sama`* the greatest mystery of life, that of annihiliation and 
eternal life, can be, though inadequately,expressed in this world. For: 'The 
true men of God dance in their own blood'.102  

Rumi alludes to the legend that Hallaj* went dancing in his fetters towards 
the gallowssuch a dance in the arena where the martyrs are killed, is Rumi's 
wish. 103 The constantmovement of the whirling dance indicates the 
movement of life, losing itself in union and returning to separation. Aslong 
as he is lost to himself, the whirling dervish participates in the Divine Life, 
the source of every movement.  

In one of his English versions of Rückert's German translations from Rumi, 
W. Hastie has expressed this secret of sama`*:  

Sound drum and mellow flute, resounding Allah Hu  

Dance, ruddy dawn, in gladness bounding, Allah Hu  

Sun exalted in the centre, o thou streaming light; 

Soul of all wheeling planets rounding Allah Hu. . .  

Who knows love's mazy circling, ever lives in God, 

For death, he knows, is love abounding: Allah Hu!104  

Later, Hugo yon Hofmannsthal, the Austrian poet, has alluded to the 
'wonderful word of Rumi:' 'Who knows the powerof sama`*, knows how 
love kills' and has seen life as the great mystical dance in which everything 
partakes.105 Thisdance goes through all spheres of existencesome people 
see it; others do not understand the secret of life, love, deathand resurrection 
symbolized in its movement. In the dervish ritual, this mystery of life and 
death is symbolized by theblack gown that is cast off as is earth and the 
darkness of the grave to reveal the white dancing frock, the heavenly 
body'which moves in freedom round the Sun of Life.  
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Godthere is no god but He, the Living the Everlasting. Slumber seizes Him 
not, neither sleep; to Him belongsall that is in the Heavens and the earth. . .  

III 
Rumi's Theology 

 
Nothing is there that does not proclaim His praise. . .  

God and His Creation  
If the seven seas became all ink, there would be no hope of an end (to God's 
words), and if gardens and forests became all pens, this word would never 
become less; all this ink and pen would disappear, but this word without 
number would remain. 1  

Thus sings Rumi, variating a Koranic saying (Sura 18/109) about the 
greatness of God and His creative words whichcan never be adequately 
described.  

His whole work is permeated with verses praising God, whose praise 
nobody can tell; in fact, one may say withoutexaggeration that Rumi's 
poetry is nothing but an attempt to speak of God's grandeur as it reveals 
itself in the differentaspects of life. God, as He revealed Himself to 
Mowlana* Jalaloddin,* is the Living God, al-hayy* al-qayyum, not a Prima 
Causa or a first principle which once brought the world into existence and 
now moves it according to prefixedschedules; it is the God who wanted to 
be known and manifested Himself out of His eternal richness. He is the 
immeasurable treasure; through His creative word everything originates, 
and He can be approached by faithfulobservation of His traces in the 
cosmos, each of which bears witness to His creatorship, Power, and 
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Lovingkindness.  

I was a hidden treasure and wanted to be known for the sake of the soul of 
the longing, in spite of the jocose carnal soul.2  

 

The famous hadith* qodsi in which God was heard to attest that he wanted 
to be known means that the treasure of Eternal Wisdom wanted to be seen 
and recognized:3 the fullness of Divine Love and Grace should be revealed 
althoughGod is not depending upon human appreciation.4 But everything 
longs for manifestation; the scholar tries to show hisscholarship, the lover 
his love, etc,5 and thus God, the treasure of hidden mercy also longed to 
show this mercy of Histo those who accept right guidance.6 The created 
world is a mirror the face of which can be poetically compared toheaven, its 
backside to the earth, and His eternal Beauty is reflected, though 
imperfectly, in this mirror, which should lead the contemplating eye 
towardsthe uncreated and everlasting Beauty and Majesty.  

God is closer to man than his jugular vein (Sura 50/16), 7 and He has put 
signs on the horizons and into men (Sura41/53)8these were always 
favourite Koranic descriptions of God in which the mystics of Islam could 
find thefoundations of their worldview. Rumi, indeed, saw God's signs 
everywhere. He, however, uses comparatively rarelyanother Koranic saying 
which later became a focal point of mystical theology, e.g. 'Whithersoever 
ye turn, there is theFace of God' (Sura 2/109)a verse which lent itself easily 
to the so-called 'pantheistic' interpretation of Islam. ForMowlana,* God 
appears mainly in His personalist aspects as the Powerful, Almighty, 
Merciful, as He was describedmost beautifully in the Throne-verse (Sura 
2/256). He does what He wants (Sura 14/27),9 and can change man's 
statesevery moment, if He pleases. Rumi never tires of repeating the 
marvels of God's creation, the results of His neverresting Will and Power, 
and his verses sometimes remind the reader of the most beautiful psalms or 
of those passages inthe Koran in which the Creator, Sustainer, and Judge is 
described in glowing images. It is He who lowers and upliftseverything, and 
without secondary causes turns fire into Satan and dust into Adam.10  

God's immediate creatorship is Rumi's favourite subject:  

The whole Koran means the cutting of the secondary causes,11 i.e. attests 
God's immediate act of creation out of nothing. This creatio ex nihilo is the 
basis of Islamic theology, andRumi is absolutely faithful to this view. 
Secondary causes are nothing but veils; yet, they are necessaryand thus 
again asign of Divine Wisdombecause not everybody is allowed into God's 
workshop. God has created the heavens and theearthbut this statement 
means, according to Rumi, only a particularization, since He created all 
things in general. Undoubtedly all bowls travel on the surface of the water 
of Omnipotence and the Divine Will. But it is unmannerly to relate to It a 
despicable thing, such as 'O Creator of dung and farting and wind-breaking!' 
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One only says 'O Creator of the heavens!' and 'O Creator of the minds!' 

So this particularisation has its significance; though the statement is general, 
yet the particularisation of a thing is an indication of the choiceness of that 
thing . . . 12  

Heaven and earth are singled out as the noblest part of His creation, and to 
acknowledge God as Him 'who taught theKoran' (Sura 55/2) is equal to 
attesting that He has in fact taught man every possible science, the choicest 
of which isthat of the Holy Word.  

The whole world is created for God's sake; it is wide and spacious (Sura 
4/97), and every leaf on the trees, every bird inthe bushes praises God's 
greatness and utters thanks for His feeding him.13 Everywhere in the six 
directions are thesigns of His Kindness;14 all atoms are His army which act 
for Himwhether they be called fire, water, wind or earth, orbirds and 
insects15so that nothing happens but by His Will: fire burns only when He 
permits it; therefore man need notfear entering it for God's sake16 (an idea 
derived from the Koranic story of Abraham, for whom fire turned 'cool 
andpleasant' (Sura 21/69), and often mentioned in Sufi hagiography since 
the tenth century, when Ash` arite theology hadsupplied it with its 
theoretical basis).17  

Thus, if man loves God's creation in patience and gratitude, he acts as a true 
monotheist, because he sees in the 'world'nothing but an expression and 
manifestation of God's creative power (that was Ghazzali's* argumentation 
as well);18but if he loves creation for its own sake, he becomes an infidel, 
an idolatristand that is why the 'world' is so oftendepicted as something 
distracting from God.  

Look at the cupbearer, not at the intoxicated! 

Look at Yusof, not at the (wounded) hand!19  

Nobody will ever understand the miraculous way in which God has created, 
and does not cease creating, things:although man is created from dust, he 
does not remain bound to dust, nor does the fairy resemble the fire which is 
herorigin, nor the bird the air which is his appropriate elementthe relation of 
the 'branch' man, or bird, with their originalmatter can not be explained by 
logical reasoning; it is 'without how' and shows God's eternal wisdom.20 
The Lordknows what is required in each and every moment: were not the 
earth in need of dust and mountains, He would not havecreated them; were 
not the world in need of sun and moon and stars, He would not have 
brought them forth from nothing. 21 And if He willeth, and regards it to be 
necessary, He can transformwater into fire, fire into a rosegarden; He can 
make the hills fly like carded wool (Sura 70/9; 101/5) and can turn the 
clotof blood in the navel of the gazelle into fragrant musk.22  

From the very thorn you see wonderful blossom, from the very stone you 
see that it is the treasure of Korah (i. e. full of jewels), for Grace is eternal, 
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and out of it a thousand keys 
are hidden between the kaf* and the boat nun.23 
 

The Divine Grace which is concealed behind the two letters of the creative 
address kun 'Be!' is without end, and can still produce more marvellous 
things and events.  

God is involved in permanent creation out of the 'treasure-house of Not-
Being': He produces the different kinds ofcreatures according to the 
necessity of time and place. Everything has its fixed place in the cosmic 
order, and is boundto its limits which to transgress is impossible: the fish 
belongs to the water, the beast to the dustthat is a limit given tothem against 
which every ruse and attempt at change is useless.24 Only man, strangely 
created as a mixture of angeland animal, is torn between the two extreme 
limits of his being, unless he completely leaves the world of matter 
andreaches the world of spirit.25 Whatever happens, has been decreed 
according to the Divine Wisdom: be it the turning ofthe sky's wheel, or the 
raining of the inanimate cloudfor how could they know how to behave if 
God were not to inspirethem to fulfil their duties in the maintenance of the 
great Divine plan, as He had inspired the bees to build their houses(Sura 
16/68).  

God has created things in special ranks and orders, slowly raising from 
mineral towards man. The meeting of twoelements of a lower order can 
produce something higher thus stone and iron belong to the mineral 
kingdom, but their cooperation produces fire, which is higher than both.26 
For everything under the sky is a mother (umm, also primarymatter),27 be 
they mineral, animal, or plant, unaware of each other's birth pangs and 
sorrows: but the goal of all of themis to produce something higher and more 
permanent.  

To be sure, God has brought forth the world from nonexistence by the 
single word 'Be!', and has created and shaped it in six days; but 'every day 
of His has a thousand years', and the development of creatures to their 
perfection takes along, long timejust as the development of the sperm into a 
living child takes nine months before it can be born. 28 Godcould have 
finished creation in a wink, but He preferred a slow and steady growthdoes 
not man need forty years until hereaches spiritual maturity?29  

God is 'everyday in a new work' (Sura 55/18) and carries forth every 
moment new armies from the loins of nonexistencetoward the prime 
elements, from the female womb towards the earth, and, again, from dust to 
heaven.30 He never restsin this creative movementsleep and slumber do not 
touch Him (Sura 2/256), and the faithful should follow His exampleby 
acting patiently and without rest.31 Perfection of nature and man can be 
attained only after long periods of time,when matter and spirit patiently 
undergo the process of painful 'alchemy' or 'fermentation' before reaching 
the utmostlimits of their innate capacities. Sana'i* and `Attar* had often 
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expressed the idea that it takes centuries and requires thesacrifice of 
millions of lower existences, until a single perfect rose can blossom in the 
garden, or until a single perfectman, a prophet, can grow out of the 
amorphous masses who are still bound to the material world.32 And just as 
themiracle of God's creative power becomes visible in the beauty of the 
unique rose which was the meaning and end of thegarden,33 thus humanity 
gains its full value only by the perfected saint who manifests God's creative 
light through hiswhole being.  

The treasures of the heavens belong to God, and the treasures of  the earth, 
but the hypocrites do not know (Sura 63/7).  

It is He who changes stones into rubies, who gives the revolving skies 
clarity, and endows water and earth with thepower to produce plants out of 
the darkness.34 He created the mother, the breast and the milk. His is what 
man knowsand what he does not know.35 Stones and wood are obedient to 
Him, and can become alive if He orders them to do so as can be witnessed 
in the miracles of the prophets.36 The leaves receive their wealth (barg) 
from Him, the nurses areprovided with milk by His all-embracing mildness, 
and 'He gives nourishment to the nourisher'.37 Therefore, manshould 
always be aware that only God gives him what he needs: 

 The amir gives a cap, and You a head full ofintelligence,he gives the dress, 
and You the tall stature! 38 that is why man is called to leave his affairs to 
the ruse (makr) of God, for his own little contrivances are meaninglesswhen 
God appears as the Best of plotters (Sura 3/54; 8/30).39  

Rumi does not hesitate to recur to the famous grammarian Sibawayhi (d. ca 
770) in his definition of the word Allah*, for his explanation seems to show 
the deepest truth about God:40  

That Sibawayhi said (that) the meaning of (the name) Allah (is that) they 
take refuge (yawlahuna) with Himin their needs. He said: 'We have repaired 
for succour (alehna) unto Thee in our needs and have sought them (and) 
foundthem with Thee.'  

And he explains the statement of this scholar in an almost hymnical 
passage:  

In the hour of affliction hundreds of thousands of intelligent 
persons are all crying before that unique Judge. 
Nay, all the fish in the waves, all the birds in the lofty region 
The elephant and the wolf and also the hunting lion, the huge 
dragon and also the ant and the snake, 
Nay, earth and wind and water and every spark gain subsistence 
from Him both in December and spring. 
This heaven is making entreaty unto Him incessantly'Do not 
forsake me, O God, for a single moment!' 
. . .. . 
And this earth says 'Preserve me, O Thou who has caused me to 
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ride upon the water!' 
. . .. . 
Every prophet has received from Him the guarantee: seek help 
with Him with patience or prayer (Sura 2/153). 
Come, ask of Him, not of any one except Him: seek water in the sea, do not 
seek it in 
the  
dry river-bed. 
And if you ask of another, 'tis He that gives; 'tis He that lays 
generosity on the open hand of his inclination . . . 
 

God is the great artist without instrument and bodily members, the great 
painter who sometimes produces the image of ademonic being, sometimes 
that of man; sometimes He paints happiness, sometimes grief.41 But only 
this constantinterplay of what looks to human eyes as positive and negative 
aspects and colours can produce real life: although painand happiness look 
outwardly contradictory, they inwardly work toward one goal which God 
alone knows.42  

Rumi's favourite idea is that things can be known only through their 
opposites 43if a bird has tasted sweet water he will understand the brackish 
taste of the water in his nativebrooklet.44  

God's twofold aspects are revealed in everything on earth: He is the 
Merciful and the Wrathful; His is jamal*, Beautybeyond all beauties, and 
jalal*, Majesty transcending all majesties (twentieth century Western 
history of religioninvented the juxtaposition of the mysterium tremendum 
and the mysterium fascinans to come closer to God's attributes).His is lotf, 
Grace, and qahr, Wrath, and by these attributes He manifests Himself in His 
worldthe perfect coincidentia oppositorum, kamal*, is found only in the 
inaccessible abysses of the Divine Essence.45  

Is not God called the khafid* 'He who lowers' and rafi*, 'He who raises 
(men and things)'? Without these twocontradictory qualities nothing can 
come into existencethe earth must be lowered, the sky raised so that life can 
exist.The same Divine Names work also together in the change of night and 
day, of grief and joy, of illness andhealthalthough for eyes that see only the 
outward husk these states seem to be in constant struggle with each 
other.46Divine Grace and Wrath are like morning breeze and pestilence: the 
one carries away straw, the other iron, i.e., they arelike amber and 
magnet.47 Everything visible and tangible hides another quality behind 
itbehind every nothingness thepossibility of Existence is concealed; iron 
and steel though looking dark and dull, are able to produce fire from 
theirinsides to illuminate the world.48 And does not legend tell that the 
water of life is found only in the darkest valley at theend of the journey?49  

In the world of Reality everything is still undifferentiated, but in the world 
of forms separation and union are possible50whence the seemingly 
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contradictory behaviour of all created things. It behoves the eyethe inner 
eye which has beenilluminated by the Divine Lightto recognize the interior 
aspect of things: for man usually sees only the movement of thewaterwheel 
but not the water which causes it to turn.51 The fluttering of the lion 
embroidered on the flag tells whencethe wind comes.52 and the dust tower 
is a sign of the whirlwind which remains invisible.53 Rumi loves to 
compareoutward events to the dust moved by the hand of wind, an image 
which was conveniently taken from everyday scenes inthe dusty Central 
Anatolian landscape. But he also speaks of the foam, visible in the surface 
of the water, whereas the bottom ofthe sea remains hidden.  

The souls are before His face all dreams, The world is dust at the feet of His 
horse, and out of the dust of  the hoof of His horse grows steppe after steppe 
with lovely cheeks. 54 
 

The exterior appearancesforms, scents, soundseasily tempt man to 
misunderstand the Divine acts: but God, in Hisabsolute perfection, can not 
be recognized without the dust, i.e., the veil of created things; these, again, 
have to berevealed in contrastsonly by the contrast of light one recognizes 
light.55  

Rumi's trust in God's wisdom and mercy and power is infinite; it is the trust 
that no leaf falls from the tree without His will, and no morsel enters the 
mouth without God's permission.56 
 

He always acts in a way which will prove, finally, useful for His creatures 
even though it might look, at first sight, likeloss:57  

He takes away half a soul and gives a hundred souls, and bestows what man 
cannot imagine.58 
 

How often is man misled by the illusion and delusion of outward forms and 
appearances and will only later recognizethe wisdom of God's dealing with 
him in an outwardly cruel way:  

How many enmities that were friendship! How many destructions that were 
renovation!59 
 

Thus, the true believer can repeat `Ali's saying:  

I recognized my Lord by the annulation of my intentions.60  

Man sees with utter amazement that the cold wind that destroyed the people 
of `Ad served as a servant and bearer forSolomon,61 just as poison is 
proper to the snake and is part of its strength, whereas the same poison 
means death forothers;62 and the Nile that turned into blood for the 
Egyptians protected the Children of Israel.63 One man may callZayd an 
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infidel liable to execution, the other one sees him as a faithful Sunnite or 
even an exalted saintnot two aspectsof life bear the same meaning for 
different people. 64 

 

Man, being 'between two fingers of the Merciful' experiences these 
contrasting expressions of the Divine power in everybreathtaking breath 
into the lungs and breathing it out belong as much to the essentials of life as 
depression (qabz*)alternates with spiritual dilation (bast*) or grief with joy. 
The masculine and the feminine aspects of things, or thepositive and 
negative energy, are working together to weave the visible garment of the 
invisible Divine Will underwhich He is concealed and through which He 
manifests His attributes; but the divergent aspects of being will 
rest,eventually, in God's Perfection.  

This trust enabled Rumi to believe that there is no absolute evil:  

Wherever there is a pain, the medicine goes there; wherever there is 
poverty, help goes there.65  

Good and evil come both from God, although they are created for different 
purposes. For He never does anythingwithout purposehas any potter ever 
made a jar for its own sake, not for carrying water? Or does a calligrapher 
write exclusively for the sake of letters, not for the sake of the reading?66  

God is like the painter who portrays both beautiful and ugly things, showing 
His masterly hand in the perfection of both,so that the image gets its proper 
and intended character.67 For even the ugly picture proves His creative 
power,68 and atrue artist never paints a picture without a purpose: be it to 
amuse children, be it to remind people of departed friends (anot very fitting 
idea in an Islamic environment, but probably influenced by Rumi's 
Byzantine neighbours).69 Thus the poet can attest:  

I love both His kindness and His wrath  

Strange that I love these two opposites!70  

Even if God seems to destroy a thing, He does it with the purpose of 
replacing it with something better: this side of Hisactivity is revealed, in the 
Koran, by the strange and apparently destructive acts of Khizr*, the 
prototype of sainthood,(cf. Sura 18/6588). Did he not abolish some Koranic 
verses in order to replace them by better ones, taking away the grass and 
bring a rose instead? 71 This idea-destruction for the sake of renovation, 
annihilation for the sake of duration, loss for the sake of gainforms 
thecornerstone of Rumi's thoughts about the development of the whole 
world.  

God's acting with man is therefore also described, in Koranic imagery, 
under the simile of a merchant:72 He buys man'sbody, his outward 
existence, and if man willingly sells to Him whatever he possesses, he is 
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rewarded by the mostwonderful spiritual gain:  

God says 'I have bought you, your moments, your breaths, your possessions, 
your lives. If they are expended on Me, if you give them to Me, the price of 
them is everlasting Paradise. This is your worth in My sight.' If you sell 
yourself to Hell, it is yourself you will have wronged just like the man who 
hammered the dagger worth a hundred pounds into the wall and hung a 
gourd upon it.73  

 

God's wrath and His mercy both help the development of the worldand in 
the midst of wrath, mercy is hidden like aprecious cornelian in the midst of 
dirt.74 God's wrath may, in many cases, be more useful than the mildness 
orfriendliness of the creatures, for He knows what is good for the spiritual 
growth of man.75 Eventually He will turn theleft, unlucky side, into the 
right, lucky side.76  

Both wrath and mercy, majesty and beauty are necessary to reveal God's 
true greatness. This idea has been elaboratedby Mowlana* several times in 
his prose-work as well:  

A king has in his realm prison and gallows, robes of honour and wealth, 
estates and retinue, feasting and merry-making, drum and flags. In relation 
to the king all these things are good. Just as robes of honour are the perfect 
ornament of his kingdom, so too gallows and slaying and prison are the 
perfect ornament of his kingdom.77  

The king puts a man on the gallows, and he is hung up in a high place in the 
presence of the assembled people. He could also suspend him indoors, 
hidden from the people, by a low nail, but it is necessary that the people 
should see and take warning, and that the execution of the king's decree and 
the carrying out of his order should be visible. After all, not every gallows 
consists of wood. High rank and worldly fortune are also a gallows and a 
mighty high one. When God most High desires to chastise a man He 
bestows on him high rank in the world and a great kingdom, as in the cases 
of Pharaoh and Nimrod and the like . . .78  

Certainly, God orders good and evil, but wills only goodcomparable to the 
physician who needs man's illness in order toprove his skill, or the baker 
who needs the hungry to feed them: and still He wills that everybody should 
be good,healthy, and satiated. Rumi spins out this idea to a conclusion 
which is not too far from certain Christian concepts: 'Godneeds the sinner to 
show His mercy' 79this, too, is part of the mystery of the Divine Treasure 
which wanted to beknown. And even those who suffer in Hell, praise Him, 
for everything has been created to praise God, and  

inasmuch as the unbelievers in the time of their ease do not do this, and 
since their purpose in being created was to recollect God, therefore they go 
to Hell in order that they may remember Him.80  
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Everything has to attest God's Greatness; evil and good, suffering and joy 
are nothing but instruments to lead mantowards his duty and to the goal of 
his life which is permanent adoration of God as it is said in the Koran: 
'Verily Wecreated spirits and men that they might worship' (Sura 51/56)  

That is why Rumi praises God's power in ever new verses, in glorious 
hymns and short lines, in heartfelt sighs andstrange similes. Take the lovely 
words in the story of the poor Sufi:  

He who turns the fire into roses and trees is also able to make this (world 
fire) harmless. 

He who brings forth roses from the very midst of thorns is also  able to turn 
this winter into spring.  

He by whom every cypress is made 'free' (evergreen) has the power if He 
would turn sorrow into joy. He by whom every non-existence is made 
existentwhat damage would He suffer if He were to preserve it for ever?81  

When He wants, the essence of grief becomes joy, the very fetters of the 
foot become freedom.82  

Rumi knows that the angels are the treasurers, or the mines, of Divine 
mercy and kindness, whereas the demons act asthe mines of His wrath, and 
he firmly believes in the hadith* qodsi 'My Mercy precedes My 
wrath'finally, the angelicside will win.83 Yet there must be some people as 
well to satisfy Hell; otherwise it would not have any meaning andthat is 
inconceivable.84 Man may be unable to understand these contradictory 
movements of the Divine Wisdom andPower, and is left bewildered and 
hopeless in between. He knows, there is no place to flee from this amazing 
confusiononly in God's solitude is eternal peace and calmness, and in 
thevision of the Divine Beloved all the opposites rest and fall together. 85 
The Prophet's saying: 'Show me the things asthey are' is the call of the 
human soul which is dumbfounded and helpless before the contrasting 
outward aspects of life,and longs for a vision, higher and purer, by which he 
may, perhaps, draw closer to an understanding of the working ofthe Divine 
workshop.86  

Part of the Divine creation are the angels who are mentioned in many a 
story of the Mathnavi, in verses and prose-passages; Israfil*, the angel of 
resurrection is, now and then, connected with the perfect saint or with the 
beloved, whocalls man back from the prison of the tomb, i.e. rescues him 
from the material world and revives him in the realm ofspiritual glory.87 
The story of `Azra'il*, the angel of death, is told with many touching details 
in harmony with popularbeliefs, and Gabriel, often mentioned as the 
messenger-angel who brought inspiration to the Prophet, can become 
asymbol of reason, which is denied the last and highest union with God, 
which was the Prophet's prerogative.88 Andthere is Mika'il* who dispenses 
nourishment to created beings and looks after man's needs.89 Numberless 
choirs ofangels are engaged in constant worship and prayer; jinns and 
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demonic powers belong to the fullness of creation as muchas the higher 
ranks of angelic beingseach and every one has his function in the cosmos to 
prove God's creative powerand to glorify Him through his works.  

There are passages in the Mathnavi and in Fihi ma* fihi which point to the 
Universal Intellect as the power actingbehind the multiplicity of 
phenomena, and in such passages Rumi uses a language developed by the 
mystics of hiscentury. However, his use of these terms is not fully 
consistent, and an elaborated system is lacking in his poetry. Itseems that he 
was interested in these speculations in the 1260s and introduced a 
terminology into his poetry which wasbasically not very congenial with his 
own feeling, but rather appealed to those who had imbibed the 
rigidsystematization brought about by Ibn `Arabi and developed by Rumi's 
fellow-citizen Sadroddin* Qunavi. But theseproblems have still to be 
studied in detail.  

In general, Mowlana* has spoken comparatively little about theological 
problems, or about God's essence. He was mainly preoccupied with God as 
the Creator who never ceasescontinuing His wonderful work. Did not the 
Prophet warn the faithful: 'Think little about the essence of God but 
thinkabout His attributes?' 90 And His attributes could be detected best as 
working in the various aspects of creation so thateveryone tries to find his 
way through them:91  

After all, surely the Creator of thought is subtler than thought. For instance, 
the builder who has constructed a house is subtler than the house, for that 
builder, a man, is able to make and plan a hundred such buildings other than 
this, each different from the other. Therefore he is subtler and more majestic 
than any fabric; but that subtlety cannot be seen save through the medium of 
a house, some work entering the sensible world, that that subtlety of his 
may display beauty.92  

 

Rumi refuses the anthropomorphism uttered by some of the orthodox on 
behalf of God, and blames those who attributeto God hand and feet in the 
human meaning; this is as blameworthy as calling a man Fatema.* What is 
an honour forwoman is a shame for man; and although hands and feet are 
an honour for human beings, it does not apply to the DivineBeing.93  

Just as a person is in relation to you a father and in relation to another either 
son or brother  So the names of God in their number have relations:  

He is from the viewpoint of the infidel the Tyrant (qaher*); from  our 
viewpoint, the Merciful.94  

What can be said about God?  

He is the First, He is the Last, He is the Inward, He is the Outward.95  

The Divine Names which have formed a source of inspiration or of 
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meditation for so many mystics in Rumi's time areunderstood by him in an 
ethical sense: God has called Himself 'the Seeing' to prevent man from 
sinning, or 'the Hearing'so that man should not open his mouth for foul and 
disgusting talk, etc.; but all these names are only derived, whereasthe 
qualities designated by them are primordial and eternal in God.96 
Mowlana's* treatment of the Divine Names is, insome way, similar to that 
of Ghazzali's* discussion of these Names in the maqsad* al-aqsa*.97 They 
work upon man asmodels and warning; thus when man wants to avoid 
God's wrath, the heaviest of all things imaginable, he has to give up first 
hisown wrath, 98 for man is called to 'qualify himself with the qualities of 
God'. The qualities of God can be recognizedthrough His Names, and 
through the contrasting qualities as revealed in the created world, but His 
essence is hidden,since He has no contrast through which He can be 
recognized.99  

What can be said about Him is that He is onenot begotten nor begetting, as 
Rumi repeats with the words of Sura112.100 For He is the creator of 
everything begetting and begottenthey are mohdath*, 'created in time', and 
therefore subject to decay, whereas He is never touched by any change.101 
Past and future are not applicable to Him.102  

It was `Attar* who invented the story of the squint-eyed person who saw 
two moons and could not imagine that there isactually only onean example 
utilized by Rumi to show the spiritual illness of those who cannot see that 
God is One, andnot two or three.  

If you tell the squint-eyed person that the moon is one, he tells you: 'It is 
two, and there is doubt in its being one . . .'103  

The two letters k and n, kun 'Be!', the word of creation, are like a two 
coloured yarn; they are like a twisted rope to bringthings out of the abyss of 
Non-Existence into existence, but they hide the reality of the Divine 
Unity.104 Once man hasrealized this Divine Unity, and has undergone what 
Rumi calls with the Koranic expression sibghat* A11ah*, 'the colouring' or 
'baptism of God' (Sura 2/138)105 in which the differently coloured pieces 
of cloth become one colour, heknows that 'seeker' and 'sought' are no longer 
separate.  

Faith and infidelity are only His doorkeepers,106  they are the chaff which 
hides the clear, fathomless wateran idea which Sana'i* had elaborated in 
one of his great hymnsto God at the beginning of the Hadiqat* al-
haqiqa*.107 Man has to go a long and difficult way to recognize this 
DivineUnity behind the colourful interplay of opposites which may lead 
him slowly to the truth. True existential realization ofthe confession of 
Divine Unity implies man's annihilation:  

What is towhid*? To burn one's self before the One!108  

No matter how much a lover or theologian may try to describe, or rather 
circumscribe God, they could not describe asingle mole of His Beauty. 109 
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Men know that everything goes back to Him, that 'God's hand is above 
theirhands' (Sura 48/10), that from Him the clouds take their water and into 
Him the torrents return.110 This is certainly nota philosophical statement 
but the unshakable faith in God's absoluteness as Creator who granted not-
being the robe ofhonour of existence and will order the world to end and 
return into not-being whenever He deems it necessary. To giveany 
definition of Him, however, is impossible:  

Whatever you think is liable to pass away 

That which cannot be thought, that is God.111  

His name flees from utterance; whatever man thinks about Him, He is 
different, now clear like the moon on the sky,now shimmering like the 
moon's reflection in a pool of water; at one moment He gives the hem of 
His grace into man'shand, and then becomes invisible like an arrow that 
flies from the bow, as Rumi sings in one of his most beautifulghazals.112 
There is no place where He can be foundnot even in the lamakan*, the 
'place beyond places', outside timeand space. But still, Rumi, like every 
faithful Muslim, knows that there is one place where man can hope to find 
God.Did not God Himself inform the Prophet in a hadith* qodsi:  

Heaven and earth do not contain Me, but the heart of my faithful servant 
contains Me?.113  

The heart, broken in constant service of God, smashed under the blows of 
affliction, is comparable to a ruin whichcontains the most precious 
treasurethat treasure 'God' who wanted to be known. By recognizing his 
own worthlessnessand absolute poverty, man finds the Treasure closer to 
him than his jugular vein, according to the tradition: 'Who knowshimself, 
knows his Lord.'  

The central point in Rumi's view about creation is that of a creatio ex 
nihiloGod has produced everything from `adam, 'nothingness' or 'non-
existence'. Only in rare cases does he claim that `adam does not accept 
hasti, 'existence'but such a connection occurs, as far as I can see, only in an 
ethical sense, i.e., when you plant colocynth you cannot expect sugarcane to 
grow out of it. 114 Mowlana* has never tired of repeating that the Divine 
Creator and Beloved has broughtforth man and everything for `adam:  

'I' and 'We' were `adam, to which God, out of  kindness, granted the robe of 
honour 'I' and 'We'.115  

`Adam is like a box from which creatures are called116 (we may think of 
`Attar's* parable of the puppet-player and hisbox from which he takes his 
puppets and then throws them back into it, as told in the Oshtornama*):  

Hundreds of thousands of birds fly nicely out of it, hundreds of thousands 
of arrows spring from that one bow!117  

Without the Divine Beloved, man is `adam, or even less than this, for 
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`adam is capable of existentializationbut withoutthe beloved, man is not 
capable of existence at all.118  

The beloved gives birth to man from `adam, puts him on a throne, gives 
him a mirror.119  

Out of this `adam thousands of worlds come forth,120 and not a single drop 
can disappear and hide itself in `adam when God addresses it and calls it 
into existence.121 Every leaf and every green tree in spring becomes, for 
Jalaloddin*,a messenger from `adam, for they point to God's power to 
create lovely things from nothingness.122  

`adam is the treasure-house and mine from which God, as mubdi`, 
'Originator' brings forth everything, producing thebranch without the 
root,123 which is why everyone seeks not-being as prerequisite for 
being.124  

You have bound our existence to absolute non-existence,  

you have bound our will to the condition of having no will.125  

The `adam, is the hidden ground which God has concealed under the veil of 
existence; it is the sea of which only thefoam is visible, or the wind which 
can be perceived only through the movement of the stirred up dust.126 
`adam is Solomon, and the creatures are like ants before it.127 The Koran 
has attested that God 'brings forth life from death',(Sura 6/95 etc.), and that 
means, in more scholarly language, that He produces being from not-
being.128 He uttersmagical words upon `adam and transforms it, the poor 
'nothing without eyes and ears', into beings, to call them back, byanother 
magical word, into the second non-existence. 129 Hundreds of thousands of 
hidden things are waiting in that `adam to spring forth by Divinegrace,130 
to come out in an intoxicated dance at the sound of the Divine word, and to 
grow into flowers and beauties,for  

He has shown the joy of existence to non-existence.131  

In `adam, love, kindness, power and sight are hidden, and its agitated 
movements make existences appear likewaves,132 or make a hundred mills 
turn.133 Caravan after caravan comes out of `adam day after day so that the 
twocontrasting manifestationsbeing and not-beingare always visible.134 
One never knows whether the manifestations thatare called out of the 
undifferentiated not-being will be good or evil with respect to what is 
createdthey may prove sugarfor the one, but poison for another.135 But 
even if a thousand worlds were to appear out of `adam, they would not 
bemore than a mole of His cheek.136  

The deserts of not-being are filled with longingthe image of the caravan 
occurs once more at the very end of Rumi'slife.137 All those armies of the 
thought of the heart  are one banner from the soldiers of `adam.138  

God knows all these forms which are still hidden in nonexistence so that He 
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can call them at the moment they arerequired:139  

There are still suns in `adam, and what appears here as sun, is  there a tiny 
star like Canopus.140  

The lover, however, experiences `adam differently; he feels completely 
non-existent without the force of love141 whichcauses him really to exist:  

O Prince of Beauty, make the eye smiling, grant existence to the handful of 
non-existence!142  

The image of non-existence, `adam, as a box, mine, or ocean could lead 
easily to the conclusion that creation consists ingiving form to entities 
already existent at least in the Divine Knowledge. Rumi is not clear upon 
this point, but hiswhole approach shows rather the `adam as an 
unfathomable depth of nothingness which is endowed with existence onlyso 
far as God speaks to it and looks at it; he has certainly not pondered upon 
the philosophical implications of thisimagery.  

But there is another point: `adam is not only the first and initial station 
which is the prerequisite for beingit is likewise.the final position and end of 
everything. In many cases one would like to substitute for `adam the term 
fana' *, 'annihilation', but in other cases `adam seems to lead even deeper. 
Just as the puppet-player in `Attar's Oshtornama* puts the puppets back into 
the box of Unity, Rumi has at times expressed the feeling that `adam is the 
abyss of DivineLife, which is beyond everything conceivable, even beyond 
the 'revealed God'. We may call it the deus absconditus, or the Positive 
Non-Being, or the sphere which is beyond everything and in which 
contrasts fall once more together.  

If you could only know what is before you, all existence would become 
`adam!143  

The 'desert of `adam' is equated, therefore with the bagh-e* Eram,144 the 
fascinating gardens described in the Koran.There is no end of poems which 
tell, often in dancing rhythms, the beauty of `adamlike these lines:  

The moment I became annihilated through you, and became what you 
know, I seized the cup of `adam and quaffed its wine cup by cup . . .This 
moment, every wink, give me the wine of `adam,  Since I entered into 
`adam I do not know the house from  the roof.  

When your non-existence increases, the soul performs a hundred 
prostrations before you, 

O you, before whose `adam thousands of existences are slaves!  Bring a 
wave up from Cadam, so that it may carry me away how long shall I go step 
by step on the shore of the sea?145  

Rumi has once said that `adam is like the East, whereas the end (ajal) is like 
the West, man wandering between the twotowards another, higher 
heaven.146 We may call this 'other heaven' the 'positive `adam', the last 
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station of man on his way through the world:  

Put your two eyes on `adam and see a wonderful thing What marvellous 
hopes in hopelessness!147  

It is this positive non-existence which is almost equated with the Divine 
Essence in the famous lines about the risinggamut of existence: 

 Then I became `adam; `adam, like an organ speaks to me 'Verily unto God 
we are returning!' (Sura 2/156) 148  

This `adam is a sea, we are the fishes, existence the net the taste of the sea 
knows he who has left the net.149 
 

In `adam, the caravan of souls wanders to graze every night on the hidden 
path which connects them with God;150 it isthe place where the saints and 
lovers gothey see a dream without dreaming, and enter `adam without a 
door.151 In this `adam the lovers 'pitch their tents', united completely 
without distinction,152 for it is the mine of the purified soul.153  

Here, in the way of complete silence, man can become nonexistent (ma` 
dum), lost to himself, and in his silence,completely transformed into praise 
and laud.154 In `adam all 'knots' and complications are resolved.155 Rumi 
sings ofthe beauty of this state:  

Thanks to that `adam which carried away our existence, Out of love for this 
`adam the world of the souls came into existence. Wherever `adam comes, 
existence diminishes, 
Well done, `adam; for, when it comes, existence increases! For years I took 
away existence from non-existence, `adam took away with one single 
glance all this from me. 
It saved (me) from myself, and from before, and from the soul that thinks 
about death, 
It saved me from fear and hope, and saved me from wind (bad*) and being 
(bud). 
The mountain 'existence' is like straw before the wind of  `adam; Which is 
the mountain that `adam did not carry away like straw?156 
 

We may perhaps see in Rumi's extended imagery of `adamwhich, in fact, is 
one of the central expressions in his wholepoetical workan echo of Joneyd's 
theory, well known to all mystics, that man should eventually become as he 
wasbefore being. One of Rumi's verses is a variant on a famous dictum of 
Joneyd:  

Become nothing, nothing from selfishness, for there is no sin worse than 
your existence.157 
 

For since `adam was the state of things when God addressed them with the 
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words 'Am I not your Lord?' (Sura 7/171)then the goal of the mystic is to 
return once more to this very `adam, into the undifferentiated nothingness 
out of whicheverything existent jumped forth in joyful obedience to the 
Divine order.  

But there is something higher and more comprehensive even than `adam, 
and that is Love:  

Love has the ear of `adam in its hand, and Being and Non existence are 
dependent upon it. 158  

Rumi has described the world in different images. There is no doubt that it 
is a manifestation of God's creative power,and a bridge which leads man 
again to God, yet, even he, though looking with the eye of faith at its 
manifestations,could not help seeing its outward disharmony. The world is a 
place of struggle and strife, in which atom struggles with atom, just as 
religion with infidelity,159  and the centrifugal forces of the various atoms 
threaten its harmony in case they forget their absolute dependence uponGod 
and try to rely solely upon their own deceptive power. Sometimes, Rumi 
sees the whole world as frozen, waitingfor the spiritual sun to set it again in 
motion;160 the numerous images connected with the hibernal aspectcrows, 
raven,snow, darknessbelong to this picture of the created world. Mowlana* 
even voices at times the old Sufi hatred of theworld, which was described as 
carrion,161 or as a dunghill, visited only in cases of need; those who 
frequent it or areattached to it are lower than dogs. Such a description of the 
created world is applicable, however, only in so far asmaterially minded 
people consider it as valuable in its own right, and forget that it has been 
brought into existence byGod in order to manifest His power. In the hope of 
leading such people toward the spiritual background of creation,Rumi 
dwells intensely upon the old ascetic imagery which shows itself mainly in 
his animal-similes. (Ch. II 4) 

 There is also a famous passage in the Mathnavi in which he claims that the 
world is the external form of the First Intellect, `aql-e koll, who is the father 
of everyone addressed by the Divine word Qul 'Say!'. But this description is 
aslittle consistent as Rumi's other images of the world. 162 

 

The poet may also explain the world as a dream. Here, he has Prophetic 
sanctiona favourite hadith* of the mystics wasthat 'People are asleep and 
when they die they awake', and another one claiming that the world is 'like 
the dream of asleeper'.163 Does not this world disappear when man 
blindfolds his eyes164 or goes to sleep,165 when he is led intoother worlds 
beyond that of sensual perception?  

The world is nothing, and we are nothing; imagination and sleep, and we 
are perplexed 

If the sleeping person would know 'I am asleep'what grief would it be?166  



 200

Life is indeed like wandering in a dream;167 and, when one considers the 
woes and afflictions to be really painful, oneis wrongthey are as little real as 
the pain one suffers in a bad dream. These 'dreams' are only a derivation 
from theoriginal source of life, but nothing independent;168 yet, they are 
signs which point to a deeper reality.169 Rumitherefore speaks of the 
'second sleep' in which man acts;170 but he is realistic enough to warn man 
not to think thatthese so-called dreams, i.e. his actions and passions on 
earth, are of no value: they are rather signs of a hidden spiritualreality; and 
whatever man has 'dreamt' here will become prominent on the morning of 
eternity, when God will interprethuman dreams and lay open their 
purport.171  

The night's departed: yet my friend, 

Our story's not yet at an end,172  

as Mowlana* says with the old and oft-repeated combination of 'story' and 
'sleep' which was to become so prominent inlater Sufi poetry. Later Sufi 
poets enjoyed this theory of 'the world a dream' as a consolation for the 
sufferings of life.On the one hand, such ideas might induce them to 
heedlessness and indifference; on the other hand, during times ofdisaster, 
they might give them a little hope, hope that they were going only through a 
nightmare without reality. Rumi,however, transforms even the idea that the 
world can be likened to a dream into something positive: for 
man'sawakening on the glorious morning when eternity dawns upon him 
will be in accordance with his dreams: he who hasseen a rose garden in his 
wordly dream will wake up in that very garden.173 Only the prophets and 
the saints are able to discern the true character of these dreams on earth, as 
the Prophet of Islam said: 'Myeyes sleep, but my heart is awake'. 174 They 
know that even dreams are directed by God, and see through their veil tothe 
Reality, recognizing the Creator of dreams and sleep who will call them on 
the morning of Doomsday. The story ofthe elephant's dream of India 
belongs to this imagery: in the midst of the sleep of heedlessness which 
covers themajority of people, the elect suddenly see the decisive dream 
which reminds them of their lost and long-forgottenhomeland, and, tearing 
the ropes of material existence, they set out wandering to seek this country, 
the country of Godwhich is beyond dream and wakefulness.  

But, whatever Rumi's verses attest about the world, he returns from every 
possible digression to his main idea that theworld is valuable as a place of 
Divine manifestation:  

The world is like Mount Sinai; we are seeking like Moses; 

Every moment comes a manifestation and splits the mountain. 

One piece become green, another jasmine-white, 

One piece becomes a jewel, others ruby and amber . . .175  

Man, in this world, is completely dependent upon God's will:  
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If He makes me a goblet, I become a goblet, 

and if He makes me a scimitar, I become a scimitar;  

if He makes me a fountain, I give water, 

if He makes me fire, I give heat; 

if He makes me rain, I produce harvest; 

and if He makes me an arrow, I dash into the body, 

if He makes me a serpent, I spew poison; 

and if He makes me a friend, I serve.176  

Man should acknowledge that God is the source of everything, that without 
His word he would not be able to speak, thatwithout His attraction, he could 
not love Him. Whatever man possessesand that holds true not only for man 
but for thewhole of creationis God's gift and a sign of His creative power, 
strange as His manifestations and revelations mayappear to the eye of the 
uninitiated. But, looking behind the husk of material forms, those with 
enlightened hearts seethe wise arrangements of events; having lost 
themselves in Him, they understand His will. All the various images 
andsimiles, the long chains of anaphora and the prayers and supplications, 
the praises and philosophical treatments of the problem 'how to describe 
God' can be summed up, for Jalaloddin, in the trusting verse:  

And if He closes before you all the ways and passes,He will show a hidden 
way which nobody knows . . . 177  

And We have honoured the children of Adam . . .  

Man and His Position in Rumis Work 

 

The situation of man is like this: They took the feathers of an angel and tied 
them to the tail of an ass, thathaply the ass in the ray and society of the 
angel might become an angel.1  

Thus Rumi describes the strange situation of manman, the central figure in 
God's creation, the vicegerent of God on thisearth and yet, the most 
endangered creature. Jalaloddin has never ceased reminding man of his 
original high position, asis attested by several Koranic revelations.  

We have been in heaven, we have been the companions of the angels Let us 
go again there, master, for that is our city.2  

Man was created, as Rumi says in a mythological image, from the first sip 
of Divine wine that fell into the dust, whereasGabriel the Archangel was 
created from that sip which fell into heaven.3  

Did not God address man with the words karramna* 'We have honoured the 
children of Adam' (Sura 17/70)? Thiskarramna* is like a crown for man, 
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just as the Divine word A`tanaka,* 'We have given you the kowthar', (Sura 
109/1) ishis necklace.4 Or else, Love can be seen as the robe of honour 
combined with the chain of karramna*5i.e. man alone of all creation is 
capable of loving truly. He has become, by this twofold honour, the true 
essence of creation for whom thesky is nothing but an external accident,6 
for the heavens never heard such a Divine address.7 To be sure, God 
offeredthe special trust (amana*) to heaven and earth, but only man 
accepted it (Sura 33/72):  

I took the trust which heaven did not accept with the firm belief (e`temad*) 
that Thy kindness would support me.8  For: although heaven and earth carry 
out many wonderful tasks, God did not say 'We honoured heaven and earth'. 

God has set a great price on man: would any one use a precious Indian 
sword as a butcher's knife, or a fine dagger to make it a nail for a broken 
gourd? 9  

Man has become, by this trustbe it explained as love, or as free willthe most 
valuable part of creation, which should notbe misused, so that God will buy 
his soul, finally, to bring it to the loftiest spiritual heights.  

The greatest gift God bestowed upon man was that 'He taught him the 
names' (Sura 2/31)Rumi has often alluded to thiswonderful act of grace 
which gave man the highest rank in the universe,10 and made him the 
`allama'l-asmd'-beg*, (ashe says with a strange Arabo-Turkish compound) 
so that he has thousands of sciences in each vein.11 The names whichGod 
taught him first were not the outward names 'in the dress of `ayn and lam*', 
i.e. of written and pronouncedletters,12 but those which are not veiled by 
outward letters; it was the wisdom that was on the lowh-e* mahfuz*, the 
Well-preserved Tablet, so that man indeed became higher than the angels, 
even those who carry the Divine Throne.13  

For to know the name of a thing means to possess power over it, and to 
work on it: thus, by enabling man to calleverything by its name, God has 
made him the true ruler of the earth and what is in it. Yet, after his fall man 
knows onlypart of the namesthe secret hidden behind them is known only to 
God:14 Moses called his miraculous rod by the nameof 'stick', but God 
knew its name to be 'dragon'; 'Omar, though first called by his compatriots 
an idol worshipper, hadbeen named 'faithful' already in pre-eternity. In spite 
of Adam's being acquainted with the secret of the names, man, inhis present 
state, can only name the visible parts of everything, and as much as names 
can reveal the true character of aperson, they can serve as well to veil and 
hide a secret: the story of Zoleykha who intended with thousands of 
namesonly one essence, i.e. her beloved Joseph, is a fine example of the 
veiling quality of man-made names.15  

Man was elected for his special relation with God when the future humanity 
was still concealed in the loins of the yetuncreated Adam, by the Divine 
address Alasto bi-rabbikom  
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'Am I not your Lord?' as the Koran states (Sura 7/171). The future 
generations answered bala *, shahedna* 'Yes, we witness it'; and since that 
daythe Day of the Primordial Covenantthey have grown and lived under the 
spell of this firstDivine address. This Koranic verse, romantically 
interpreted and elaborated by the poets and mystics as the 'banquet ofalast' 
has formed the cornerstone of mystical theology from at least the days of 
Joneyd (d. 910).16 It is small wonderthat Rumi always has recourse to the 
story of this covenant, which shows so clearly that the very first word was 
spokenby God, addressing man and thus establishing once and for all His 
rule over human life; man can only speak, or ratheranswer, if God has 
enabled him to do so. The Divine alast and the human answer is the seal of 
the heart,17 so that this organ is forever bound to acknowledge God's 
infinite power and love. Human hearts are imagined as intoxicated fromthe 
goblet of alast, from the pre-eternal wine;18 they are, as Rumi says once, 
'intoxicated in the path of works ofobedience'.19 Man's whole being is 
suspended between this beginning of historyor rather meta-history20and the 
end oftime, the Day of Judgment: poets and mystics would therefore speak 
of the one day of human life between theYesterday of the ruz-e alast and 
the Tomorrow of Resurrection, following the Koranic idea that Doomsday 
is for everyhuman being the true Tomorrow.  

He who has seen the happiness of pre-eternity, has no fear of the eternal.21  

The drink man tasted that day will help him to discern between good and 
evilcomparable to Moses, who recognized themilk of his own mother from 
among all wet-nurses, man will recognize what is good for him.22 This 
primordial Divineaddress leads man into conscious and responsible life, but 
it leads him also, if understood correctly, into fana'*. For the goal of the 
mystic is, as Joneyd had expressed it, to become as non-existent as he was 
at the day of the covenanthis end(in `adam) is the return to his beginning (in 
`adam). That is why Rumi is reminded of the covenant of alast by 
theFriend's light;23 for it is He who leads the seeker towards the final state 
of union. Alast means the moment when Unitystill prevailsout of it the souls 
spring forth like rivers;24 but once the address is heard again, the way of 
the rivers into the ocean is finished:  

The wave alast came, the boat of the outward forms broke, when the boat is 
broken, that it is the time of union and meeting. 25  

The Sufis have invented a beautiful pun on the human answer to this Divine 
address: the word bald 'Yes' was interpreted as meaning bald 'affliction'.  

One moment we are affliction-drinkers of the primordial love, one moment 
we are those who say bald to the address of alast.26  

He said alast, and you said bala*  

What is the thank for the bala*? To undergo affliction (bala)!27  

This affliction is meant as a touchstone for man: only if his primordial 
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answer was sincere, will he be able to takegratefully the burden of 
affliction,28 and the higher his rank at the Divine banquet, the greater the 
amount of sufferinghe will have to endure: that is why the prophets are 
those who suffer most. Rumi sees his Beloved Shams as among thefirst to 
pronounce this answer,29 who were, so to speak, closest to the Divine 
fountain.  

This alast is, however, not a unique actGod repeats it every moment for the 
world is created anew every wink accordingto Ash` arite theology; even 
though the essences and accidents do not explicitly answer bala*, which is 
the prerogativeof man alone, their very appearance out of nothing (`adam) 
is the attestation of their positive answer to the Divineaddress 'Be!'30  

But man forgot his primordial oath very soon, notwithstanding all the 
favours God bestowed upon Adam who had beenkneaded for forty days by 
the hands of the Almighty, and had been the eye of the primordial light, and 
that is why hisfirst transgressionhis step into sensual pleasureswas 
considered so heavy, so painfulcomparable to a hair in the eye.31His fall 
from Paradise was caused by his mixing too freely with the serpent32a 
warning for everyone who mixes withuncongenial and bad companions who 
keep him matter-bound and jeopardize his spiritual pursuits.  

The way home could be found only by constant weepingFor the sake of 
weeping Adam came to earth';33 he should be a model of the pious who, in 
constant repentance, will try to find the way back to Paradise Lost, to the 
placewhence they were exiled. Adam wept for 300 years to re-attain God's 
satisfaction, 34 trusting in the Divine promise la taqnatu* 'Do not despair' 
(Sura 39/53)and the rose garden, lonely in the heart of winter, follows his 
example and doesnot despair.35  

Man, fallen into the enclosure of the four elements, considers this world his 
prison:  

I have remained for the sake of betterment in the prison World 

What have I to do with the prison? Whose money have I stolen?36  

In his present life, man can be compared to the spark hidden in the iron; he 
is bound to sleep and food; his soulinvisible, without leaving its dark prison. 
The spark is nourished first by cotton, and once it is freed by the 
master'shand, the soul's fire extends up to the skies and he is, once more, 
higher than the angels.37  

Rumi, like most of the Sufis, has often meditated upon the twofold state of 
man: thanks to the Divine trust he hasbecome 'half honey-bee and half 
snake': whatever the faithful eatsbe it material or spiritualwill be turned into 
life-givingsubstance, whereas others produce by each and every act deadly 
poison for themselves and for others.38  

The angel was saved by knowledge, and the beast by ignorance 
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The son of man remained in between in the struggle.39  

Man is at times like a sun, then like an ocean full of pearls which carries 
inside the glory of heaven, but outwardly he islowly like the earth.40 And in 
an image used in later times by many Persian poets, and known to English 
readers fromJohn Donne's Devotions,41 Rumi says:  

Man is a mighty volume; within him all things are written, but veils and 
darknesses do not allow him to read 

that knowledge without himself. The veils and darknesses are these various 
preoccupations and diverse 

worldly plans and desires of every kind . . .42  

But man usually forgets the high rank which God bestowed upon him; he 
does not know himself, and sells himselfcheap: he was a piece of valuable 
satin and stitched himself on a tattered cloak.43 Rumi illustrates this sad 
truth with theamusing story of a man who ran into a house to seek shelter 
since outside hunters were hunting asses. The landlord had to persuade him 
that he was not at all an ass and need notfear the hunters, but was rather a 
'Jesus', whose place is in the fourth heaven, not in the stable. 44 This shows 
how manseeks his place in the stable of this material world instead of going 
to his heavenly resort.  

To be sure, 'not every human-faced creature is a human being', as Rumi 
attests, following Sana'i's* verdict.45 People arequite differentdid not the 
Prophet compare them to mines with different contents? They differ like the 
letters of thealphabet, all of which are required to produce a sensible script 
and text;46 or else the poet may see the bodies as vesselsinto which the 
sweet and bitter draughts of ethical qualities are poured,47 hence the 
differences among human beings ofwhich the seeker should be aware.  

Why is man so negligent of his high rank? Everything was created for him, 
as the Koran attests: the angels prostrated themselves before him, because 
the sky was made his water-bearer and servant;48 for him the sea and the 
mountains were created, tigers and lions are as afraid of him as if they were 
mice, and thecrocodile trembles in fear; the demons hide themselves from 
him. Many are his hidden enemies but, if he actsreasonably, he will 
certainly be saved.49 Rumi thinks that the animals are inferior in degree in 
so far as they disobeyhim.50  

It is only in relation with God, however, that this high rank of man becomes 
again visible; so long as he takes his lightfrom God, he remains the being 
before whom the angels prostrated.51 Only in the hands of God is he 
comparable to therod of Moses or to the life-giving messianic spell, being 
able to perform miracles such as devouring the whole createdworld, just as 
Moses' serpent devoured the snakes of the magicians.52  

If man would only remember that God has created him in the most beautiful 
form (Sura 95/4) and even, according to afamous tradition, in His Own 
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form, that He has breathed from His Own breath into him (Sura 38/72 and 
others)!Endowed with these qualities, man becomes the astrolabe of the 
lofty, Divine Attributes, reflecting the Divine qualitiesjust as water reflects 
the moon; upon him the operations of Omnipotence are carried out and 
become visible; the dial of  this astrolabe perpetually gives news of Divine 
greatness, provided one knows how to read and to interpret its position.In 
his outward form, Adam may be called a microcosm; but, as to his internal 
meaning, he is a macrocosm. 53  

. . . the human being 'We have honoured the Children of Adam'is the 
astrolabe of God. When God causes a man to have knowledge of Him and 
to know Him and to be familiar with Him, through the astrolabe of his own 
being he beholds moment by moment and flash by flash the manifestation 
of God and His infinite beauty, and that beauty is never absent from his 
mirror.54  

Or else, Rumi may compare man's substance to a flag  He first sets the flag 
fluttering in the air, and then sends troops to the foot of that flag from every 
direction, as God alone knowsreason, understanding, fury and anger, 
forbearance and liberality, fear and hope, states without end and qualities 
unbounded. Whoever looks from afar sees only the flag, but he who beholds 
from close at hand knows what essences and realities reside in it.55  

The central problem is that only a few human beings try to reestablish their 
previous high rank, or are even aware of it.Most of Rumi's interpreters have 
derived these ideas about the high rank of man from currents as 
systematized in Ibn`Arabi's philosophy and theosophy: the return of man to 
his origin, the growth and development of the Perfect Man asgoal of 
creation. But it would suffice to trace these ideas back to the Koran, where 
sentences about man's twofoldroleGod's viceregent on earth, and the 
ignorant, lost creature and sinnerare found side by side, encompassing 
almost allthe possibilities of human behaviour. Man was conceived by God 
as the highest manifestation of His qualities in Hiscreation; and since he, in 
his perfection, is the goal of this creation, everything moves towards him, 
yearning for 'TheMan'. Everything, from mineral to human, wittingly or 
unwittingly aspires to the rank of the Perfect Man; but only feware called to 
attain it. The true man (mard, or, as the Turkish Suds would say, er) is often 
contrasted with themokhannath, the hermaphrodite, in the language of the 
mystics, and especially in Rumi's verses: the eunuch is stillbound to worldly 
pleasures, and does not concentrate exclusively upon the spiritual path, does 
not surrender completelyto Divine love.  

The profession of being a man I have learned from God;I am the hero of 
Love and the friend of Ahmad *  

(Mohammad*.)56 

Such 'man' who has developed all his noble qualities to the utmost 
possibilities in the constant service of God, is rarelyfound in the world; that 
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is why Rumi repeats his word in quest of Man in all stages of his work: 
Both in his lyrics andtwice in the Mathnavi he tells the story (which goes 
back to Diogenes) of the man who went around the town with alamp in 
search of a true man57for among those vulgar who are 'like animals, nay 
even more astray' (Sura 7/179) it isalmost impossible to find the Man. 
Whether one interprets such verses as the search for the true believer, or as 
searchfor the insan-e* kamel*, the Perfect Man in the technical sense, it 
amounts almost to the same: what is needed is the man of God who has 
completely surrendered his will into God's will and acts through Him, 
leading His community onthe spiritual highway like a beacon filled with 
Divine Light. It should be remembered, by the way, that the technical term 
insan-e* kamel*, so dear to the mystics of the Ibn `Arabi school, never 
occurs as such in Rumi's work.  

To a truly perfected man the tradition 'Who knows himself knows his Lord' 
can be applied. This hadith* is usuallyexplained as alluding to internal 
gnosis: to know one's own, innermost self means to find that it is identical 
with God.For Rumi, however, it shows another aspect of mystical 
experience, as he relates in the story of Ayaz*,58 who everymorning 
contemplated his old outworn clothes in order to remember how destitute he 
had originally been and torecognize that everything had been given to him 
by the Lord in His endless bounty and lovingkindness. Thus, for Rumi,the 
hadith* rather expresses the feeling of the perfect poor before the Eternally 
Rich, but not a substantial union.  

One of the problems in the creation of man is his relation with Satan, Iblis, 
who refused to prostrate himself beforeAdam (Sura 2/34 and others) and 
consequently was cursed by God. Adam and Iblis, as Rumi says in a 
poetical image,are like two flags in the cosmos, one white, the other 
black:59 man, as most perfectly manifested in the ProphetMohammad*, is 
the 'treasurer' of God's mercy; Satan, of God's wrath. Early Sufism 
developed strange and touchingtheories: he is represented as the great lover 
who did not want to worship anything other than God and therefore refused 
to prostrate, obedient to the Divine Will, yet disobedient to the 
DivineCommand. 60 One of the most beautiful ghazals by Sana'i*, 'Satan's 
Lament'61 may have inspired the passage in Rumi'sMathnavi where Satan 
complains of his sad lot.62  

On the whole, Rumi's viewpoint is much more in tune with orthodox 
Muslims about Satan, the principle ofdisobedience, than with the high-
flown speculations of Hallaj* and Ahmad* Ghazzali* about Iblis' unique 
role as theonly true monotheist in the worldwho was almost 'more 
monotheist than God Himself.63 Rumi views Satan as themanifestation of 
the great sins of pride and haughtiness: he was cursed by God because he 
said 'I am better than Him'.Likewise, man's fall is brought about by his own 
pride, by carnal desires, sexual lust and the stomach.64 Satan'sdestructive 
actions in human history are dramatically described,65 and Mowlana* 
accuses him of being the first to useqeyas* 'analogy' in considering the fire 
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from which he was created to be superior to the clay from which Adam 
wasformed.66 Consequently, Iblis could be regarded as the principle of 
'one-eyed' intellect, of 'lovelessness': he saw onlythe outward, earthly form 
of Adam, but ignored the Divine spark hidden in him, using an illicit 
method ofcomparison.67 Eventually, Rumi's satanology culminates in the 
lines:  

(Cunning) intelligence (ziragi) is from Iblis, and love from Adam68  

a line which constitutes, in our own time, the pivot for Iqbal's philosophy of 
humanity. Following Rumi, Iqbal thinksthat intelligence without love is the 
satanic illness of the world, an illness which brings about not only man's fall 
butalso the destruction of everything beautiful. The eye of intelligence can 
not recognize true beauty hidden behindoutward form, as the Divine Breath 
was hidden behind the form of Adam; it behoves Majnun, the man 
demented bylove, to see the unique beauty of Leyla behind a form which 
looks completely uninspiring to loveless, intelligent, henceinhuman, people.  

One creature in which Satan can hide his ruses and which he often uses to 
lead man astray, is woman. Classical Sufitradition was by no means very 
positive with regard to womannot much more than medieval Christianity, 
although the Prophet's fondness for 'the fair sex' and the important role of 
the women of his family, mainly his daughterFatema * never allowed the 
pious to completely disavow women's religious role. Women were accepted 
as saints andtheir spiritual capacities were, though sometimes grudgingly, 
admitted. Rabe`a* al-` Adawiyya is the first famousexample of a Muslim 
woman saint. But Rural, faithful to the medieval tradition, makes one of his 
heroes sigh:  

First and last my fall was through woman!69  

The ruse of women is great, and they cause the spirit to descend into the 
realm of corporal existence by seducing maninto sexual intercourse. Since 
the animal quality prevails in woman, she brings things into the material, 
i.e. animal,world. Was not the first blood on earth, that of Abel, shed for the 
sake of women?70  

Rumi agrees with the Prophetic tradition that one should seek counsel with 
women and then act contrary to theiradvice,71 for women have less 
intelligence than men; even a woman's dream is less true than a man's.72 
And she cannotfully understand the secrets man has to learn:  

What should the servant of outward forms do with the belt of  Divine Love?  

What should a poor female do with shield and mace and spear?73  

Woman is a trial for man, as Rumi has underscored in a longish passage of 
Fihi ma* fihi where he describes a good wayleading to God:  

What is that way? To wed women, so that he might endure the tyranny of 
women and hear their absurdities, for them to ride roughshod over him, and 
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so for him to refine his own character. 'Surely thou art upon a mighty 
morality'. By enduring and putting up with the tyranny of women it is as 
though you rub off your own impurity on them. Your character becomes 
good through forbearance; their character becomes bad through 

domineering and aggression. When you have realized this, make yourself 
clean. Know that they are like a garment; in them you cleanse your own 
impurities and become clean yourself . . .74  

An illustration of this maxim is the story of Kharraqani's* bad wife in the 
Mathnavi,75 a story the likes of which can befound quite often in Sufi 
hagiography. To what extent we should take such words for Jalaloddin's* 
own opinon is notcertain; his two marriages seem to have been not 
unhappy, and the tender letters which he wrote to his daughter-in-law show 
hisfeelings as much as other letters addressed to high born ladies of Konya 
who worked for the mystics and led a modelreligious life . . .  

Again, Rumi does not hesitate to see the nafs, the carnal soul, in the old 
image of a disobedient woman and usesextremely vulgar language in 
describing the 'World' as an ugly old crone who paints her ghastly face in 
order to seduceas many men as possible, not even refraining from tearing to 
pieces a beautifully illuminated Koran to rub its goldenand coloured 
ornaments over her wrinkles . . . 76  

And yet, all of a sudden Mowlana* speaks in a different mood: Did not the 
Prophet say that women often prevail overthe intelligent? Out of this critical 
and somewhat ironical hadith* the poet develops a description of women 
whoproduce mildness and love, which are distinctively human qualities, 
whereas man, possessed of wrath and lust, has moreanimal qualities than 
such a mild motherly woman. He concludes:  

She is a ray of God, she is not that (earthly) beloved: 

she is creative, you might say she is not created.77  

This is an astonishing interpretation of the role of women who reflect the 
mercy of the Creator best and are, in someway, creators themselves when 
giving birth to a child for which they care just as God cares for His 
creatures. We neednot combine this praise bestowed upon women by Rumi 
with the high-flown mystical theories about the role of thefeminine in 
spiritual life as described by Ibn` ArabiJalaloddin* may have well taken his 
example from the everyday lifeof his family and his compatriots in Konya.  

The Divine order of karramna*, and the Koranic sentence of the Divine 
trust, which only man can bear, forms Rumi'sstarting point for his teachings 
on free will and predestination.78 This problem never ceased to puzzle 
Muslimtheologians from the very beginning of theological discussion.79 
For Mowlana*, this problem was not theoretical, forhe was not interested in 
mere speculations; it had a bearing on practical life and was thus important 
for the Muslimcommunity.  
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There are verses in which he jokingly alludes to the differences of the 
schools of thought in Islam, the jabri, the defender of absolute 
predestination, and the qadari, who believes in free will:  

The perfect description of the lord Shams-e Tabriz is beyond 
theimagination of jabri and qadari. 80 

 

He also contrasts the Sunni Muslim with the predestinarianboth of them 
have their own ways of praising God:  

This one (the jabri) says 'He (the (sunni) is astray and lost, unaware of his 
(real) state and of the (Divine Command) 'Arise (and preach)'.  
And that one (the Sunni) says 'What awareness has this one?' God  by fore-
ordainement, hath cast them into strife.81 
 

Or else he says, tongue in cheek:  

In my ghazals is jabr and qadarleave these two, for out of this discussion 
only agitation and evil emerges!82 
 

A much deeper definition of these two currents is given in another passage 
where Rumi contrasts the prophets (here, asquite often, standing for the 
perfected believer) and the infidels:  

The Prophets are jabris (necessitarians) in the affairs of this  world, the 
infidels are predestinarians for the sake of the other world, to the prophets 
the works of the other world are a matter of free  will, to the ignorant the 
works of this world!83 
 

True believers act in what later writers called jabr mahmud*, 'praiseworthy 
predestination', i.e. in full accordance withthe God-given laws and with 
God's will, whereas the infidels imagine they can act against these laws and 
follow theirown lusts and imaginations, denying the machinery of evil 
which carries them deeper and deeper into sin and rebellionas a corollary of 
their alleged 'freedom of will'.  

Mowlana* firmly relies upon the Koranic promises that good and evil are 
bound to bring forth fruits, even though theybe like a mustard seed (Sura 
21/47), and he repeatedly recurs to the Divine promise that good works are 
like sheaveswhich bear seven-fold fruit (Sura 2/263).  

See the face of faith in the mirror of actions!84 or, as he expresses it 
elsewhere 'in the vial of actions':85 what is in the heart, should find 
expression in pious acts and useful works; these, however, can be 
performed only if manpossesses a certain quantity of free will. The camel 
can refuse to follow his driver's stick, and the dog at which youthrow a 
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stone is agitated and acts against you, not because it dislikes the stick or the 
stone, but because it acknowledgesman's capacity to act this way or the 
other. 86 As a good psychologist, Rumi explains man's reaction to the 
concept offree will: when he likes something he says it is his free choice so 
to act but, when he dislikes something which he isbound to do, he sees 
God's unpleasant constraint in it.87 But man is, in fact, like a camel on 
which the pack-saddle of'free will' is put, and in his prayer the poet asks 
God to use this pack-saddle the right way.88 If there were no freechoice, 
man could not be angry with his enemies and gnash his teeth against 
them.89  

Few mystical poets have underlined the incompatibility of true faith with 
the acceptance of a blind fate by whicheverything has been pre-destined 
since pre-eternity more insistingly than Mowlana*. One of his nicest stories 
in thisrespect is that of a man who climbed upon a tree and ate the fruits, 
assuring the angry gardener that 'This is God'sgarden, and I am eating from 
God's fruits given by Him'. The gardener reacted cleverly: he thrashed him 
soundly 'withthe stick of God' until the man had to acknowledge that the 
transgression was caused by his own will, not by God'sorder, and repented 
from his predestinarian views. In the same way, man cannot claim that his 
infidelity is chosen andpreordained by God: it is his own choice, for 
infidelity without man's active partaking is a contradiction.90 

 Rumi refuses to believe in the oft-quoted hadith* 'the pen has already dried 
up' in the sense that there is no changepossible in human fate and that 
whatever was noted down on the Well-preserved Tablet is no longer subject 
to change.According to him, revealing his practical mind, this hadith* 
means rather that the laws given by God are invariable:God has ordered 
once and for all time that the good deeds of the faithful should not be lost, 
but not that good and evilactions are of equal value;91 for that would lead 
to dangerous results: the absolutely passive trust in God as developedin the 
very first centuries of Islamic piety and the acceptance of everything as an 
unchangeable Divine order was toprove quite destructive in at least parts of 
the post-thirteenth century Sufism. 

Mowlana * believed in action, and the Prophetic tradition that 'This world is 
a seedbed for the next world' is one of hisfavourite quotations.92 He taught 
his disciples:  

If you have done evil, you have done it to yourselfhow could  your 
wickedness reach out to affect God?93  

Every human act bears fruit for man himself, be it in this world, be it in the 
world to come:  

Onion and leek and poppies will reveal the secrets of wintersome will be 
fresh (sarsabz), others with lowered head like violets.94  

Garden imagery lends itself perfectly to an interpretation of the Prophetic 
tradition in ever new variations:  
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If you plant bitter gourds, no sugar cane will grow from it,95  or:  

Dress in the material which you yourself have woven, and drink  the 
produce you have planted.96  

Man's actions, which spring from himself, are like his children who grasp 
his hem to follow him; and he is responsiblefor them as he is for his own 
offspring.97  

Whether there be sugarcane or reed in the soil of the earth, the interpreter of 
each kind of soil is its fruit. Now in the soil of the heart, whose plants are 
thoughts, the thoughts reveal the secrets of the heart.98  

Thoughts and works shape man's future. Did not the Prophet himself 
admonish people, saying: 'Happy is he whose goodworks remain when he 
leaves the world'?99 Rumi elaborates this idea in his letters:  

The good luck of this world is like a whirlwind; it blows very hard, very 
fast, comes and takes a handful of dust into the air, casts it again to the 
ground and rushes off. How happy is he who prepares the wheat of good 
works for the mill Death during this storm. . .100  

What has been sown in the wintertime of this life will be reaped in the 
harvest of eternity; death brings man the fruits ofwhat he has planted.101 
Rumi follows Sana'i*, who thinks that every act, nay every thought 
embedded in the heart willbecome a visible form on Doomsday, just as an 
architect's idea becomes visible in the plan of the house, or like a plant 
growing out of the seed hidden in soil. 102 Death will meet manlike a 
mirror which shows either a beautiful or an ugly face, depending upon 
man's good or evil deedsbeautiful beforethe Turk, ugly before the 
Negro.103 Mowlana*, however, goes scarcely as far as Sana'i* and `Attar*, 
who see peoplewho have followed their bestial nature transformed 
eventually into pigs and other unclean animals.104 He explains thesame 
thought with a more poetical image which reminds the reader of the 
Zoroastrian idea of the virgin who meets thedead at the Chinvat bridge and 
reflects again his good or evil actions:  

Your good ethical qualities run before you after your death; like ladies, 
moonfaced, do these qualities proudly walk . . .When you have divorced the 
body, you will see houris in rows, Muslim ladies, faithful women, devout 
and repenting ladies(Sura 66/5)  

without number run your characteristics before your bier,Your patience 'and 
by those that pluck out vehemently' andyour gratitude 'by those that draw 
out violently' (Sura 79/1 2)In the coffin these pure qualities will become 
yourcompanions, they will cling to you like sons and daughters, and you 
will put on garments from the warp and woof ofyour works of obedience . . 
.105  

For from the very day of the Covenant man's whole life is directed towards 
the Divine Tomorrow, the Day of Judgment.One would expect that Rumi, 
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being a mystic, would not be so interested in death, resurrection, and other 
worldlyrecompenses, yet his poetry clearly shows that he believes in Hell 
and Paradise as real, as the Muslim creed prescribed.He certainly sees both 
as states produced by man's actions and thoughts rather than places;106 and 
he believes that thelight of the faithful can extinguish the fire of Hell,107 
for the fire of Hell is created whereas the true faithful exists fromthe 
uncreated Divine Light.  

Descriptions of death, however, and dramatic visions of Doomsday in the 
Divan* certainly belong to Mowlana's* mostimpressive verses; the whole 
eschatological apparatus as described in the Koran is alive with him, and the 
trembling ofthe earth which will bring forth whatever is hidden in it (Sura 
99) serves him as a wonderful image for the momentwhen not only graves 
but also hearts are opened, and everything hidden in them is laid bare.108 
That is why he nevertires of exhorting his friends and disciples to work for 
Paradise, to act according to God-given laws, and to prepare during the 
winter ofthis life for the eternal Spring, or to believe during the nocturnal 
anguishes of this world in the dawn of Eternity whichwill dissipate the 
shade and blind the bats.  

Notwithstanding this firm belief in the reward of each action, Rumi knows 
that God will not judge man according to hisactions, but rather according to 
his good intentions, and that He gives from His endless bounty not 
according to man'scapacity and receptivity, but rather grants man the 
capacity to receive His bounty, and then transforms this stream intouseful 
action. 109 The interaction of man and God is beautifully defined: Free will 
is the endeavour to thank God forHis Beneficence.110 The hadith* of the 
dried-up Pen is therefore, in Rumi's view, not an invitation to laziness 
andpassivity but on the contrary an impetus to work harder and to act in 
perfect sincerity so that one's service at the Divinethreshold becomes purer 
and more efficacious. By saying insha* Allah 'If God willeth', man is 
incited to work more and better.111  

It is natural for free will and free choice to be limited to the innate 
capabilities and capacities of the creature: nobodywould address a stone to 
ask it to draw near, nor would one ask man to fly, or a blind person to look 
at someone.112Would a teacher beat a child if it were not capable of 
learning to choose between two possibilities? He would certainlynever treat 
an unfeeling stone like that!113 And:  

One beats an ox when it refuses to carry the yoke, but not because  it does 
not put on wings!114   

God has given man his faculties so that he may use them for good purposes 
and develop them properly; and everyspecies is endowed with a certain 
free-will which he can use to act upon those below him (as the carpenter 
works onwood, the locksmith on iron, etc.), but all of them gradually rise to 
the supreme Divine Will.115 Thus man will reachever higher levels of 
approximation to the Divine Attributes, and particularly to the Divine Will. 
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If man proves gratefulon every step, his gratitude induces God to bestow 
upon him new gifts,116 and his endeavour to reach Heaven isstrengthened 
by Divine Grace; both co-operate, and the more man strives to reach his 
lofty goal the more will he besupported:117 thus Rumi applies the famous 
hadith * an-nawafil*, in which God promises: 

When my servant draws nearer to Me by means of supererogatory works I 
draw nearer to him; when headvances one span, I advance one cubit; when 
he comes walking, I come running; and I become the hand by which he 
grasps, the eye by which he sees, and the ear by which he hears . . .  

By constant struggling with the lower faculties, and by eliminating base 
qualities, man can reach annihilation (fana'*) inthe Divine Will, fana'* 
being basically an ethical concept. Purified through love, he then acts in 
conformity with theDivine Will, similar to the Prophet in the Battle of Badr 
when the Koranic verse was revealed 'Thou cast not when thoucast, but 
God' (Sura 8/17). This is the jabr mahmud*, 'praiseworthy necessitarianism, 
the free will and predestination ofthe saints who, like pearls in oysters, live 
in the ocean of Divine Life and are moved by its motions.'118 
Eventually,after giving himself up man will drink of the goblet of God 
which makes him selfless and volitionless. Whatever hedoes, intoxicated by 
this wine, it is in accordance with the Divine Decree so that he experiences 
higher predestination.  

It should not be forgotten that in this way the communion with other faithful 
is of great help: tradition attests that 'Thefaithful is the mirror of the 
faithful'. True believers understand from the behaviour and actions of their 
companions thereflection of their own feelings and actions. When the 
mystic sees a fault in his neighbour, he should correct this veryfault in his 
own character. Thus the mirror of his heart will become clearer and purer, 
and the constant purification leadshim closer to God.119 For he should 
know that every word and every action is like an echo reverberated by 
themountain of this world, and nothing is lost.120  

As far as one can understand from scattered remarks in Rumi's poetry and 
prose he firmly believed in the Ash`aritedoctrine of constant re-creation:  

God most High creates a man anew every moment, sending something 
perfectly fresh into his inner heart.121  

In general, however, Mowlana* does not dwell upon the theoretical 
foundations of man's being; he rather tries todescribe the relation of man's 
different parts to each other in poetical imagery. In the first verse of the 
Mathnavi, which may be considered a kind of general introduction to his 
thoughts, he writes about the relation of body and soul:  

The body is not hidden from the soul, nor the soul from the body, but 
nobody has the right to see the soul. 122  

Both are interdependent, like husk and kernel, and as little value as a husk 
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has without kernel, it is impossible for akernel not protected by a husk to 
survive and give fruit:123 spirit without matter cannot be imagined in our 
materialworld.  

Rumi describes the body, according to the classical tradition, as constituted 
of the four elements, and thus liable todecay and corruption like every 
compound of these elements. Only the perfect saint is beyond air, earth, fire 
and water,for he lives already here in the world of spirit. In a charming pun 
alluding to the seventy-two sects (mellat) which form,according to tradition, 
the body of Islam, Rumi expresses the view that in the human body there 
are seventy-two'illnesses' ('ellat instead of mellat), produced by the working 
of the four elements which manifest themselves in thedifferent regions of 
the body.124 A pale, yellowish face comes from too much movement of the 
bile, a red face meanstoo much blood, a white face too much phlegm, and a 
dark face too much black gall (melancholia), signs taken by theordinary 
people at face value, but which, in fact, point to the inner substance of man 
and his characteristics.125  

The outward body and these elements are like a tent for the spirit,126 a tent 
in which the 'inner meaning' lives in fullbeauty like a Turkish prince.127 
The body is a husk, and he who cares for it resembles a child who plays 
with nuts andalmonds without caring for their sweet kernel.128 This husk is 
perishablethat is why the lover's outward appearance isburnt by the 
Beloved.129 And if the exterior had any deeper meaning, then the Prophet 
and Abu Jahl, his grim enemy,would have been the same, for both were 
Arabs from the same clan.130 This body gains its value only through 
theinterior forces. Often the corporeal and spiritual forces are conflicting: 
the eye of the head, sar, struggles with the eyesof the innermost heart, serr, 
as Rumi says with a pun.131 The body may be compared to a lamp with six 
spouts, i.e. thesenses: in this case the soul is the light which illuminates 
it.132 Or else it may be likened to a vessel into which thewater of the soul is 
poured but the contents vary: some bear the water of life, others deadly 
poison. 133 The poet may also see the body as a ropewhich fetters the soul's 
foot, constantly dragging it towards the earth while the soul wants to fly 
heavenwards: this is thesolution of the long-winded story about the she-
mouse who, falling in love with a frog, tried to tie up her beloved to herown 
feet with the result that both perished.134 The body is also like a boat which 
will be broken once man cuts himselfloose from his ego which holds him 
like an anchor until the wave of Divine love carries him forcefully 
away.135  

Rumi at times becomes even more negative in describing the body and its 
weaknessesit is as ugly as a donkey's head ina garden;136 it is the fuel for 
Hell, and the disciple should strive to diminish it lest he become 'a carrier of 
fire-wood'like Abu Lahab's wife in the Koranic revelation (Sura 111/4).137 
If the body is fondled too much, it will certainly dragman to Hell, not to the 
sedra-tree in Paradise. To water this tree, or thornbush, 'Body', is sheer 
tyranny and injustice; thebeliever should rather water his soul which will 
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lead him to the paradisical lotus-tree.138 For whatever one tries, thebody 
will always remain like a dog, and can never resemble a lion, i.e. the soul, 
or spirit.139  

However, this absolutely negative judgement is not the rule in Rumi's 
verses. He sees the body as a Sufi frock full ofpatches, and the soul as a true 
Sufi. As soon as the Sun (of spiritual enlightenment) appears, the Sufi 
washes his frock, i. 

e. purifies himself.140 The tree 'Body', so called in some verses, can be 
accepted as something similar to the rod ofMoses, which should be thrown 
away according to the Divine order; then, after regarding its very essence, it 
should betaken up again for noble purposes. Once man learns to treat this 
body properly and in congruence with the Divine Law,it will become a 
useful instrumenta description otherwise used for the carnal soul (nafs).141  

There is no end to Rumi's images for the relation of body and soul, or, more 
rarely, body and spirit. He may see thebody as a dark piece of dust which 
carries in itself the qualities of light, so that interior and exterior are 
engaged inconstant fight.142 The body is the dust on the pure mirror 
'Spirit',143 and the relation of the two components isdescribed under very 
realistic images: the soul is hidden in the body like butter in sour milk, 144 
or 'the body is pregnant with the soula Negro pregnant with the Byzantine 
''Heart"!'145 This imagerecurs in the Mathnavi, where Rumi compares 
corporeal death to the birth pangs which will eventually set the child'Soul' 
free.146 The body may be likened to a bag from which the soul should poke 
its head147 (the image of the lionbreaking his cage belongs to the same 
strain of thought, and of course, that of the soul-bird which flies away from 
thecage).  

If He breaks this cup of mine, I do not drink grief,  

I have another cup from this cupbearer under my arm. 

The cup is the dust-made body, the soul is the pure wine; 

He grants me another cup, when this cup is infirm.148  

As the earthen cup is of no value, and can be easily broken and replaced by 
a more valuable vessel, so also is the bodyalike to a house which should be 
destroyed in order to discover the treasure hidden beneath the 
ruins149treasures whichare much more precious than the whole building. 
But as long as man is attached to the house which is decorated 
withcolourful paintings and figures, he will never find the treasure 
'Soul'.150  

In applying his usual winter-terminology to everything connected with the 
world of matter, Rumi sees the behaviour of men comparable to that of a 
caravan sitting in the caravanserai in fear of snow; eventually the sun will 
come to melt thesnow and open the way to the caravan of souls which will 
then be able to move about freely.151 
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 Rumi has also utilized the Koranic dictum that the 'creation' (khalq) and the 
Command (amr) belong to God (Sura 7/54)to indicate the difference 
between body and soul, form and content: for creation is connected with the 
form, whereasCommand is meant for the soul.152 Not only the soul but 
also the spirit (ruh*) is contrasted with the body, though lessfrequentlythe 
spirit, usually represented by the image of the sun, can be detected by 
means of the body which acts likean astrolabe and shows its stations and 
movements.153 In a completely different imagery, Mowlana* has 
describedspirits as an ocean out of which bodies emerge like foam.154 This 
image leads to the idea of the Universal Spirit, `aql-ekoll, out of which 
creation manifests itself to become its outward garment155an idea which 
probably belongs to a laterperiod of his life, since all the relevant verses are 
found in the third book of the Mathnavi and the following parts of this 
work. 

More in the traditional, Koranic, vein is Rumi's comparison of the body to a 
camel and the spirit to the prophet Saleh *,who miraculously produced a 
camel from a rock (Sura 91/l3 and others); only the camel can be hurt by the 
infidels, butnot the saint, who represents the spirit.156 The image of the 
spirit as a white falcon imprisoned in the dwellingplace ofcrows and ravens 
is exactly the same as that often used for the soul: the snow of the corporeal 
world has to be dissolvedby the Sun of Reality so that the bird can fly 
homeward. The summer and winter are 'states' of the body, that is to say 
ofthe material world, which spiritual man transgresses.157  

In a beautiful application of the image of husk and kernel, Mowlana* has 
spoken of the pressing of the grapes by whichthe individual husks and thus 
the differences between the individual grapes, disappear, and only the pure 
wine of spiritremains.158  

Jalaloddin* likes to contrast the corporeal and the spiritual limbs of man, for 
man has five outward and five inwardsensesthere is, for instance, the 
stomach which drags man towards the straw-barn; as for the 'stomach of the 
heart', itleads him towards sweet basil with the result that whoever eats 
straw will become an animal which will be sacrified (qorban*) whereas he 
who feeds on Divine Light becomes himself a Koran, united with God.159 
When the body eatsmaterial food it forms an impediment to the soul's 
'eating' of light. The soul sits like a merchant, and the body is ahighway-
robber who attempts to take away this merchant's goods.160 Similar images 
are used for the inward andoutward ear etc.  

What is the body but a guest-house into which various visitors come, e.g., 
thoughts of joy and sorrow? Every morning anew guest appears who will 
fly back into non-existence if man does not receive him with cheerful 
countenance, likeAbraham. Man should care well for those guests who 
come from the Unseen into his heart and make their homethere.161 The 
outward senses have their duties in this world, but they are useful only to a 
certain extentonce thespiritual world dawns like the sun, they vanish like 
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stars;162 or they become ridiculous like a hobby-horse ridden by achild.163 
Man can experience the needlessness of the senses in sleep:164 once the 
senses fall asleep, the outward worldno longer exists for him.  

Likewise the senses are deceivinga crooked sense cannot perceive anything 
but in a crooked way: the squint-eye cannotsee a single thing correctly. 165 
Certainly, the five senses are intrinsically bound to each other and work 
together in amysterious way.166 It is however, necessary for man to 
recognize their weakness; he can shed them off like leaves for awhile and 
then discover that they are dependent upon intellect; intellect, in turn, is a 
prisoner of the spirit, and the lastinstance is the soul, which sets free the 
hand of intellect so that it can operate through the medium of the senses.167 
In alongish passage Rumi describes the senses as horses which are under 
the command of the rider: the problem is to findthe rider of Divine light 
who can direct the horses in the right direction, otherwise they would go 
only to the meadowsto graze there and enjoy food and rest. But if the 
secondary, derived light of the senses is enhanced by the light of thespirit, 
then the Koranic promise of 'Light upon light' (Sura 24/35) will be fulfilled. 
The spiritual rider may remaininvisible, but the actions of the 'horse-senses' 
will show his presence and his skill.168  

On the pure water of mystical experience, the senses, like human thought 
and deliberations, are like tiny straw particleswhich should be skimmed 
away by the hand of reason so that the limpid water becomes visible: 
otherwise it willbecome brackish due to the augmentation of chaff.169  

In a strange comparison those who follow the senses are compared to the 
Mu`tazilites, a sect that denied the possibilityof beholding God in the 
OtherworldRumi accuses them here as relying completely upon sense-
perception, denying aspiritual vision even in Paradise:  

They are Mu`tazilites, though from misguidedness they represent 
themselves as Sunnites. 

Anyone who remains in (bondage to) sense-perception, is a Mu`tazilite; 
though he may say he is a Sunnite, 'tis from ignorance. Anyone who has 
escaped from (the bondage of) sense- perception, is a Sunnite: the man 
endowed with (spiritual) vision is the eye of a sweet-paced Reason. If the 
animal sense could see the King (God), then the ox and the ass would 
behold Allah . . .170   

In many cases, verses directed against the body can be applied as well to the 
nafs, the base faculties, or carnal soul. An-nafs al-ammara * bi's-su, the self 
inciting to evil (Sura 12/53) isthe principle against which man was called to 
struggle relentlessly. Rumi is not less energetic in his struggle against 
thenafs than his predecessors on the Sufi path who saw here the root of 
every evil.  

The nafs is of this kind, and therefore it must be killed 'Kill yourselves' or 
'your nafs' said that High One . . .171  
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That can be done by casting the fire of 'renunciation of passions' into the 
thornbush of the nafs.172 Did not the Prophethimself call the nafs the most 
dangerous enemy of man, which is located between man's sides, an enemy 
which has tobe conquered in the 'greatest holy war'?173  

The whole Koran consists, according to Rumi, of an explanation of the evils 
of the carnal soul in its variousmanifestations.174 Mowlana* applies the 
Prophetic tradition 'Die before ye die' to this struggle against the carnal 
soul,which should be slain so that the higher faculties may live.175 This 
'greater holy war' has to be waged day by day,moment by moment, for the 
'old enemy will never become man's maternal or paternal uncle', even 
though it behavesfriendly and feigns peace.176  

The nafs has to be trained by constant fasting and ascetic exercises until it 
becomes an obedient animalhence thecomparison with the trained dog, with 
the cow or fat calf that has to be slaughtered, with the donkey, with the 
ferociouswolf, or the cunning hare;177 a very common image is that of the 
restive horse which eventually can become obedientand carry its owner 
along the spiritual path towards the ultimate goal.178 There is no end to 
poetical, although at timesrather crude, comparisons: the nafs is like 
Pharaoh, unwilling to listen to the call of Moses the prophet, but claiming 
thathe himself is divine,179 it is a dragon that can be blinded only by the 
wonderful power of the spiritual master's gaze.180Or else it is like a 
woman, so disobedient and troublesome that man had better act against her 
advicethis comparisonwas all the easier since the word nafs is feminine in 
Arabic. Only through the help of the intellect, the father of spiritualman, can 
it be educated properly.181 And an amusing image: 

 When the nafs says miouw like the cat, then I put it, like a cat, into a bag . . 
. 182 

The greedy little beast must be put in a bag and kept starving for a while, or 
even be drowned. For the nafs is as insatiable as Hell.183 Was it not 
together with Satan in the beginning of human history?184 Their joint 
efforts causedAdam's fall; therefore equations of nafs and Satan occur now 
and then in Rumi's and in other mystics' works.  

If the nafs has been properly trained, one must be careful and wary of its 
ruses, for more dangerous than its overt actionsmanifest in sensuality, 
hatred, greed etc., are its fine tricks by which it tries to overcome the pious 
in their devotions.Even to take pride in devotional acts, or to feel happy and 
secure in constant fasting and prayer may be a feeling causedby the nafs, for  

The nafs has a rosary and a copy of the Koran in the right hand and a dagger 
and sword in the sleeve.  

When the nafs behaves like a pious Muslim and pretends to bring man to 
the pool for his ritual ablution it will certainlythrow him into the dark well 
the very moment he becomes heedless, seduced by his pious work.185  
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It requires long and hard struggle to tame the nafs, but eventually, by the 
grace of God, it will pass over the stage of nafs ammara* and nafs 
lavvama* (comparable to 'conscience', cf. Sura 75/2), and reach the state of 
nafs motma'enna*, the 'soul at peace' (Sura 89/28). When it has become a 
true lover, it is no longer 'inciting to evil' and holy war is no longerneeded 
to keep it under control.186 It then hears the call of its Lord and Beloved 
irji`i 'Come back', and returns, like an obedient falcon, to its master's 
hand.187 After experiencing the wonderful power of the Sun of love, the 
nafs is transformed by Divine alchemy into a peaceful and loving being and 
is nourished upon silence, returning into theeternal silence, contrary to the 
nafs nateqa*, which turns towards speech.188 (This is, indeed, a strange 
juxtaposition,but the combination of two basically unconnected items in an 
ingenious way is typical of Rumi's mode of thought.)Then, the nafs is so 
quiet that the poet may admonish his disciples not to scratch its lovely face 
with the poisonous nail'thought'189 . . . for it is completely absorbed in 
God.  

But this is the final state of man. Much more frequent are the passages in 
which Rumi blames the nafs in its primarystages, and amazingly often the 
image of the nafs as mother and reason as father of man occurs in his 
poetry.  

The constant struggle between the base faculties and reason is a main topic 
of the Mathnavi. This struggle is comparableto that of the Prophet with Abu 
Jahl and his companions (the contrast of jahl, 'ignorance' with reason is well 
intended);sensual experience is likewise inimical to the spirit, and should be 
blinded by casting dust into its eyes. 190  

Rumi may call reason the camel-driver and man the camel; then the saints 
are the 'reason of reason', leading man'scaravan along the unquestionable 
right path.191 Reason is made from light and qualified by luminous 
characteristics,contrary to the nafs, which is part of darkness and shade. 
They stand in the same relation as a lion and a blind dog.192Reason is also 
the gift with which the angels are endowed193 and which keeps them in 
permanent obedience, whereasthe nafs, as we have seen, is part of the 
Satanic realm.194 Rumi never tires of telling by means of various images 
howterrible it would be if a person's reason were to act like a female and fall 
under the sway of the nafs,195 or if the carnal soul were to keep reason 
imprisoned.196 If reason joins with reason, it increases in light; whereas the 
nafs, joining withanother nafs, will increase in darkness and veil the right 
path.197 One can therefore only hope that the dog-like nafs will be chased 
by reason and be killed.198  

Reason, in passages like this, is by no means the intellectual approach to the 
world or the faculty rational. Rumi hasconnected sheer intellectual 
endeavour with Satan. 'aql, as understood here, is 'the opposite of lust and 
passion';199 it iscomparable to the sun: when it disappears, there remains 
stupidity which covers the world like a dark night.200 In thisrespect, reason 
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is the touchstone of the Prophets and the faithful, who are called to act 
according to the Koran. It is theprerequisite for every religiously valid act, 
teaching man how to follow correctly and consciously the principles 
laiddown in the Koranic law. Here Rumi is perfectly in harmony with the 
traditional Islamic theological attitude. Theperson who turns away from 
sensual pleasures, leaving body and nafs behind, is like the one who 
forsakes his donkeyand joins Jesus, this model of wisdom and 
understanding. Let him no longer listen to his deserted donkey's complaints! 
201 Mowlana* has oftenattempted to describe the relation of this positive 
faculty with the body and the other faculties of man. Often, reason andnafs 
are, as in Sana'i's* work,202 considered father and mother of this world. 
Rumi views reason as the power whichsets in notion the lifeless figures of 
the body.203 Together with the soul, reason means spring-time; whereas 
passion,lust and nafs are the signs of an autumn which will deprive the 
spiritual garden of all its beauty and announce thehibernal material aspect of 
life.204 'aql, in this respect, is like an anchor which helps the wise during 
their life bykeeping them steadfast;205 in its solar quality, it burns darkness 
and even brings the water of life into the night of thisworld.206 Reason may 
also be likened to a bird which carries man to higher levels of 
existencequite different from thebird of 'imitation' which keeps man on this 
earth.207  

A person endowed with this reason, which enables him to discern between 
good and bad, can take examples from thelife of others: he understands that 
death is before him, and consequently acts prudently obeying the Divine 
word.208Reason is like a key which opens the door, or like wings to carry 
man higher;209 it bears a certain rose-scent in order tolead man to the 
eternal Rosegarden.210 Eventually, the reason of the abdal*, the high 
ranking saints, is so subtle that itcan bring them to the Most-Distant Lotus-
tree in Paradise, far away from this carrion 'world'.211 Rumi even 
comparesthe angel Gabriel to the highest embodiment of reason, which 
ends, however, at this very Lotus-tree; for here, before thearcane chamber 
of God, lies its very limit.  

Reason connected with faith is indeed the watchman of the town 'Heart'. It 
sits like a cat waiting to kill the mice whichtry to enter this town to steal 
faith and love from it, and the very sound of this cat scares the trespassers 
away.212 

 Rumi alludes to the idea that there are different degrees of reason: one is 
like the sun, others like Venus or likemeteors.213 Behind all the individual 
manifestations of the partial intellect is hidden the Universal Reason. This is 
thesecret power from which the 'partial Reason' can create immortal works 
and produce gardens which never fade.214Rumi has invented an interesting 
disputation between Adam and Iblis in one of his ghazals where Adam is 
made to say: 

. . . but someone in whose hand the lamp of reason is,How could he leave 
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the light, and how could he go towards the  smoke?  

He (Satan) said: 'If it were me, I would kill that lamp!' He (Adam) said 'The 
wind can not carry off the lamp of sincerity . . . Thousand thanks to God 
that the Universal Reason again after the distance of separation came with a 
happy ascendent!' 215  

The Universal Reason is the fountain-head of spiritual life; it is like a town, 
surrounded by the Universal Soul, nafs-e koll, and the particulars come and 
go like caravans.216 This image sounds almost too technical in the context 
of Rumi'simagery; but he speaks also, in other verses, about the `aql-e koll 
as the royal court whence the flags of the heartproceed,217 and as an 
'idgah* (the spacious place where Muslim festivals are celebrated) whence 
the drums sound.218Rumi praises the 'aql-e koll as manifested in the perfect 
beloved, Shams; and the concept occurs in several ghazals,sometimes even 
as a kind of makhlas* (nom-de-plume) in the last line as in the following 
example:  

Be quiet and do not talk any more, so that perhaps Universal  Reason  may 
show a way and pass from partial reason.219  

Partial reason can err, whereas Universal Reason is safe and secure from 
every defect and fault.220 A number ofpassages in the Mathnavi are 
devoted to an explanation of this Universal Reason, a concept alien to 
primitive Islam, butlater influenced by neo-Platonic speculations. Yet Rumi 
has not built up a consistent system, like his eldercontemporary Ibn `Arabi, 
to bring the emanations from Universal Reason into a logical order and 
relation. It is almostimpossible to draw a clear picture of his ideas on the 
'aql-e koll from the scattered, though rather numerous, remarks inhis poetry. 
One thing is certain, however: that for him even Universal Reason is 
subordinate to love; it needs 'thehealing sugar from Love'221 and dances, 
clapping its hands, when the beloved appears.222  

Although Universal Reason overwhelms everything created so that even 
'Plato would be only an animal before it',223and though the skies are 
nothing but an umbrella for the Soltan Universal Reason, 224 Rumi 
addressed this highest power, asking it to 'become intoxicated and to open 
its face insteadof hiding its secrets'.225  

Universal Reason is steadfast and invariable, it is both 'judge and generous 
Hatem*',226 and is never sullied by outwardevents, thus comparable to the 
radiant moon. 227 It is this power to which the word 'The eye did not rove' 
(Sura 53/17)is applicable; that leads to an identification of the Universal 
Reason with the Prophet in the moment of highestvision:228 one of the rare 
theoretical statements in Mowlana's* poetry.  

Mowlana* often contrasts this Universal Reason with the partial reasonthe 
latter is busy with all kinds of scholarlypursuits and studies but is not able 
to receive inspiration;229 it is the planning intellect, and what does 
planning help inthe midst of fire?230  
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Intelligence consists of two intelligences: the former is the acquired one 
which you learn, like a boy at school. 

From book, teacher, reflection and memory, and from concepts and from 
excellent and virgin sciences your intelligence becomes superior to others; 
but through preserving that (knowledge) you are heavily burdened . . .  

The other intelligence is the gift of God; its fountain is in the midst of the 
soul . . .231  

Acquired intelligence is, compared to that divinely inspired one, like water 
gushing from the streets into a house, andone should not rely too much on 
this partial reason which can lead man into an impassethat happened even to 
the angelsHarut and Marut, who relied too much upon their angelic reason. 
Therefore man should take Universal Reason as hisvizier, for that is 
infallible;232 its light illuminates the horizons, whereas human partial 
reason 'blackens the books', i.e.it induces man into useless, even dangerous 
intellectual activities.233  

In some verses Mowlana* speaks of the nafs-e koll, the Universal Soul, 
which is, however, seen before the royal rider ofthe Divine Order 'Say', i.e. 
before the Prophet, as helpless as a baby chewing its sleeve . . .234  

Rumi poetically describes man's way in this world:  

From the inclination of man and woman the blood became agitated and 
turned into sperm, mand then from those two drops a tent came up in the 
air.  

And then came the army 'man' from the world of the soul, 
Reason became his vizier, the heart went and became king. 
Until after a while the heart remembered the town of the Soul, 
Back turned the whole army and went into the world of permanence. 235 
 

Reason is certainly as necessary as a vizier for the functioning of the 
kingdom, and it is typical that Rumi has often usedimages from the legal 
sphere to point to reason's natural duties: it is the mofti236 or the police-
master who keeps theheart clean,237 or the watchman of the townbut when 
the Soltan himself appears, what has the policeman to do? Whenthe night of 
senses is illuminated by the radiant Sun what has a watchman to do?238  

Reason is only a shade and will disappear when God Himself appears like 
the sun, or it will fade away like a candlebefore the sun.239 To bring reason 
as gift before God, is as if you bring something lower than dust.240 And:  

Once you have reached His door, divorce reason; for in that hour reason is a 
sheer loss to you, a highway-robber. When you have reached the king, 
surrender yourself to Him . . .241  

Reason will be utterly disturbed and amazed ('it bites its finger from 
amazement' as the Persian poet says) when it seesthis wonderful spiritual 
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intoxication to which entrance is denied to any but the true lover.242  

Rumi depicts 'aql as the useful, though somewhat pedestrian, educational 
force in life which is absolutely necessary toovercome the temptations of 
the lower soul and which is of great value insofar as it is connected with the 
source, withUniversal Reason, the principle of movement and growth. But 
higher than reason is the soul, animated by love andlonging:  

Neither like the gleaning reason, nor like the carnal soul full of  hatred, nor 
like the animal spirit of earthyou go to the place of the soul!243 
 

The soul goes homewards, like water in the canal;244 the image of the soul-
bird has also been used hundreds of times inRumi's verses. But as the partial 
reason lives through its connection with Universal Reason, the soul, too, 
needsconstant; relation with the jan-e* jan*, the Soul of the Soul, the 
innermost principle of spiritual life: Rumi wonders how this piece of flesh, 
man, is capable of splitting mountains with the help ofbody and soul? But in 
fact, the light of Farhad * the mountain-digger's soul could split only rocks; 
the light of the Soulof the Soul splits the moon,245 as the Koran tells about 
the Prophet (Sura 54/1), who, the highest manifestation ofhumanity, is the 
embodiment of the soul-principle which moves the world; for the soul of 
the Soul is the theatre of GodHimself.246  

In poetical images Rumi has described the 'lady Soul' who is the true 
housewife of the body:  

When the soul goes, make room for me under the dust Dust is in the house, 
when the lady goes away.247  

Just as Mowlana* feels that a certain amount of reason is hidden even in the 
lowest creatures, as in minerals,248 he knows that the soul manifests itself 
differently in the various layers of existence: the human soul is higher than 
that ofthe animals, the angelic soul, again is higher than that of man; but 
higher than the angelic soul is the soul of those whosehearts are purified: 
that is why Adam was the object of prostration for the angels.249 Yet, this 
soul is alive only as longas it is connected with the Divine Light:  

If the soul were alive without this light,  

God would not have said about the infidels 'They are dead'.250  

It is like a candle burning with a Divine flame,251 or else like a window 
which can be opened towards God so that Hisletter, i.e. the inspiration, can 
come through the window.252 A house without such a window is like Hell, 
and the realmeaning of religion, the sole content of the prophetic and 
mystical teaching, is that man should open this window of thesoul. Only 
then can he participate in the great universal movement. The individual 
human soul cannot understand thisuniversal movement of the Soul-principle 
as long as it remains closed; only after opening the window and partaking 
ofthe Divine Soul will it feel that the faithful, though separated by the 
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barriers of bodily existence, are one in soul,vibrating in a single 
harmony.253 There is no difference left between the souls of the saints, as 
Rumi beautifullydescribes the lovers who are one soul and die in each 
other.254  

In a long passage of the last book of the Mathnavi, at a time when he was 
apparently more interested in theoretical discussions, Rumi has tried to 
depict the different parts of manand to give their limitations; but the lines 
are not always clearly drawn. 255 Sometimes he calls the animating 
principlejan* 'soul', sometimes ruh*, 'spirit': thus, he writes in the last part 
of the Mathnavi extensively about the spirit, which is,during man's sleep, 
hidden and uplifted, for it is 'by the order of my Lord' (Sura 17/85),256 and:  

Sleep comes with the intention of carrying away your reason How would 
the demented sleep? What does the demented know  of the night?257  

But in Fihi ma* fihi he says exactly the contrary:  

The soul is one thing, and the spirit is another. Do you not see how in sleep 
the soul fares abroad? The spirit remains in the body, but the soul wanders 
and is transformed . . .258  

That is why it is difficult to develop a true psychological system from 
Rumi's often conflicting statements. Sometimeshe calls the soul the moving 
principle, at other times the spirit to which the limbs are obedient as the 
earth is obedient toheaven.259 The ruh* is, no doubt, higher than male and 
female, nor is it bound to outward limitation;260 it is capable ofreceiving 
the Divine revelation and is, therefore, much more hidden than reason.261 
Layer by layer of man's body,carnal soul, intellect must be put aside until all 
the veils which cover the organ which is capable of receiving 
Divineinspiration are removed.  

But higher than all these parts is the heart, the seat of love. There are 
numerous verses about the heart, del, which is described most poetically, 
and the qualities of which are praised, the griefs of which are told in 
touching verses. For theahl-e del, those endowed with heart, are the true 
lovers and initiated, far from the body which drags man into merewater and 
clay.262  

The heart is often imagined as a child which calls for the milk of love; it is 
born from the body, but is the king of thebody, just as 'man is born to 
woman'.263  

From the basin 'Heart' the whole body is watered and cleaned, although 
between the ocean 'heart' and the ocean 'body' a'barrier which they shall not 
transgress' (Sura 55/20) is erected.264 But provided man gives alms from 
his body, Godwill cause a lovely garden to grow in his heart.265  

The heart should be restless for many years, for it is like water which will 
become putrid when it rests; 266 but it is alsofiery like Hell; nay, even more 
so: its glow can burn Hell and does not shun the water of the ocean.267 In 
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his lyrics,Rumi never ceases addressing this heart which is restless and 
homeless, longing and loving, and which deserts the bodyand follows the 
beloved wherever he may go:  

I shouted: 'Where does my intoxicated heart go?' 

The King said: 'Quiet! It goes towards me!'268  

Lost in the ocean of love,269 it illuminates the eyes so that 'the light of the 
eye is produced by the light of the hearts,'270  

This heart is, at the same time, the Throne of God for which the Koranic 
word And the Merciful stood on His throne' was revealed (Sura 20/5).271 It 
is the place to which God looks;272 he who possesses a true heart has a 
mirror whichreflects the six sides of the world so that God can see this 
world in the human heart.273 The image of the mirror iscommon: it has to 
be polished by piety, good works and love until man can see in it 'the 
science of the prophets withoutbooks and without preceptor and master'.274 
Such a steady polishing makes the heart resemble a 'Chinese mirror'275 
sothat it is able to receive inspiration, the light of God.276 Owing to its 
relation with the Divine Light which radiates inthe purified mirror, the heart 
can also be compared to a lamp of God,277 alive only by the Divine Light, 
and transparentfor its rays, as Rumi says with an application of the Light-
verse (Sura 24/35).278  

The most common comparison is that of the heart and a house, known to the 
Sufis from at least the late tenth century,when Abu'l Hoseyn* an-Nuri wrote 
his allegories.279 The house awaits 'the sweet guest of the soul', the 
DivineBeloved to dwell in it, as God promised:  

Heaven and earth contain me not, but the heart of my faithful servant 
contains me.280  

Whether the heart is cleansed so that no idol remains when the Divine 
visitor wishes to enter, or whether it is completely ruined under the strokes 
of affliction so that suddenly the treasure appearsit makes no difference as 
to theresult. For God has promised:  

I am with those whose hearts are broken for my sake.281  

And His imagethe image of the Belovedrests in the 'oyster-like heart like a 
pearl' 282 so that the lover himself has noroom in it; only the name remains 
from him, nothing else.283 For 'two ''I" cannot be contained in his narrow 
house.'284  

The heart is also a lovely garden, again a classical image from at least Nuri's 
days: it may be outwardly a desert but itcontains flowers and gardens, 
watered by the rain of Grace, quickened by the breeze of Divine 
messages.285  

The image of the house is extended to that of the sacred building: the heart 
is the mosque in which the body worships,and no enemy should enter this 
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sanctuary to pollute it;286 it is the masjed-e aqsa*, the mosque in 
Jerusalem,287 or eventhe Ka`ba itself.288 And, like the soul it opens a 
window towards the Unseen so that the lover may listen to the wordswhich 
are spoken by the invisible Beloved.289  

There are ever fresh images, full of poetry and sometimes strange: the heart 
is a glass bottle, in which the DivineBeloved dwells like a fairy, and man 
thus becomes a magician, calling this fairy with magical incantations.290 
Or else:  

His love put my painful heart on its hand and smelled it: 

If this heart is not nice, how could it become a bouquet of  flowers for 
him?291  

When the heart is nicely burnt in the flames of love,292 when it is roasted 
like kabab*, as the poet says, different smellswill rise from it by which the 
beloved recognizes its true character. In a ghazal devoted to the marvels of 
the heart,Rumi praises this tiny heart, which is so strong that it squeezes the 
skies like a napkin, and hangs the eternal lamp untoitself as if it were a 
minute candle. Is not the heart like Solomon, possessing his mysterious 
seal, under whose sway waseverything created?294 It leads man towards 
baqa'* eternal life in God, whereas the body goes towards 
annihilation;295and everything beautiful is, in fact, nothing but the 
reflection of the heart, for 'from its cheek God's Beauty appears'.296  

Thus Rumi's anthropologyif it can be called by this scholarly nameis the 
description of man's high rank, a rank which hetends to forget and which to 
rediscover he is called to leave the veils of the body, the carnal soul, and the 
partial intellectuntil he reaches the wonderful world of the heart, which 
reveals to him God in His beauty and love.  

We have not sent thee, save as a mercy for the worlds.   

Mowlana's * Prophetology 

Man is the apex of created beings; but among men, the prophets in general, 
and the Prophet of Islam in particular,constitute the highest possible point 
of spiritual development, which means that they enjoy ultimate proximity to 
theCreator.  

Love of the Prophet Mohammad*, called by honorific names Abroad and 
Mostafa*, is one of the outstanding features ofMuslim life in general and of 
Sufi thought in particular. One often overlooks the strong relationship of the 
Sufis, andthus of Jalaloddin*, to the Prophet of Islam, to whom he 'clings 
like Abu Bakr to Mostafa*' when they spent a night inthe cave on their way 
from Mecca to Madina.1 The closest possible relationship of a trusting and 
trustworthy friendwith the leader of the faithful is a model for the Surfs 
relation with the Prophet.  
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If I deny the morning-time, I am a bat, 
If I deny Ahmad*, I am a Jew.2 
 

Rumi admonishes man to look around him: is not the Prophet's work still 
alive after 650 years?3 He should become 'aservant of laulaka*, take a 
morsel from laulaka*',4 i.e. he should accept the tradition according to 
which God addressedMohammad*, saying:  

Laulaka* ma* khalaqtu'l-aflaka* If not for thee, I would not  have created 
the spheres. 
 

This Divine dictum is, indeed, the true source of creation, of movement, and 
of love,5 for Mohammad* Mostafa* is the goal and meaning of existence. 
He claimed, as tradition holds:  

I was a prophet when Adam was still between water and  clay and yet he 
sighed:  

Would that the Lord of Mohammad* had not created  Mohammad*! for: in 
comparison with that absolute union which he enjoyed with God all this 
prophetic work is but burden, torment, and suffering.7 
 

To be sure, every prophet and saint has a special method to teach mankind, 
but in God they are one; 8 and they are onlybrokers, who mediate between 
man and God, who is the Buyer. Their reward is, then, the vision of the 
Beloved.9Mohammad* is the seal of prophets (Sura 33/40) and fulfills what 
his predecessors have taught.  

Rumi sees the Prophet as helper and leader; and when he tells the story of 
Mohammad's* nurse Halima*, who wasgrieved when the infant had been 
lost to her, he quotes the saying of the old man who tried to console her:  

Do not grieve: he will not be lost to thee, nay, but the whole world  will 
become lost in him.10  

That was, no doubt, the feeling of every pious Muslim in the thirteenth 
century.  

Rumi has firmly relied upon the Prophetic traditions in his work, which he 
either inserts overtly or to which he alludeshundreds of times. 
Reminiscences from Mohammad's* biography permeate his poetical 
language and his Mathnavi abounds in stories about his life: how the 
infidels came to visit him, how he talked to his beloved young wife 
`Aesha,and how a glutton came and utterly misbehaved after having eaten 
'with seven stomachs' so that the Prophet himself hadto clean the room in 
which the uninvited guest had spent the night,11 and many other tales. 
Mohammad* is the paragonof mildness and wisdom, and anecdotes 
concerning his personality are frequently quoted in Fihi ma* fihi, where 
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theyare explained, as in the Mathnavi, in a mystical sense.  

Mohammad's* hegira from Mecca to Madina becomes the symbol of the 
spiritual journey:  

Did not Mostafa* go to travel towards Yathrib, found a kingdom and 
became the ruler of a hundred  countries . . .?12  

Similarly, man can find his spiritual kingdom only by leaving the country in 
which he was born, i.e. the material world,and wander along the difficult 
roads as taught by the masters of the Path to obtain the kingdom of Spirit 
and finally toconquer the world. Returning to Mecca, the Prophet smashed 
the idols;13 following his example, the seeker who hasestablished his 
spiritual kingdom will proclaim the rule of the Lord everywhere, will 
transform the material world intothe kingdom of God. The motif of the 
journey, so dear to the mystics of all religions, has often been used by Rumi 
indifferent contexts; but this combination with the Prophet's migration 
seems particularly revealing.  

The tribulations which Mohammad * encountered are usually symbolized in 
the figure of Abu Lahab, the 'Father of theFlame' who, according to Rumi, 
is the only human being who lacked the flame of Divine Love.14  

The whole complex of legends told about the Prophet for centuries is 
echoed in Rumi's poetry. He is particularly fond ofthe story of the weeping 
palm-trunk: Mohammad* had used this trunk for a while to support himself 
during hispreaching; when a pulpit proper was built, he left the palm-
trunkand the deserted thing began to sigh. Is man lower thana palm-trunk 
that he should not sigh when separated from his beloved?15 The sighing 
trunk, the speaking stones are allendowed with life. Only the common 
people regard them as lifeless and without feeling; but before God (and we 
mayadd: before those who live in God) they are intelligent and 
submissive.16  

There are other miracles which serve to illustrate the Prophet's high rank: 
the napkin which he used to wipe his face andhands was not burnt in the 
oven, for the Mohammadan light with which it was impregnated proved 
stronger than theflames,17 as in the tradition that attests that Hell addresses 
the true faithful with the words 'Your light extinguishes myflames'. The 
Divine light manifest through the Prophet and the faithful is uncreated, 
whereas Hellfire is created and thusinferior, and bound to perish.  

Jalaloddin* agrees with the Persian poets of Shiraz who knew, through 
another hadith*, that the rose was created from Mostafa's* perspiration.18 
Since the Prophet's whole body was free from any outward impurity, and 
his heart had beentaken out and cleansed by the angels, he was fragrant, 
beautiful and, transparent for the Divine Light, he cast noshade.19 Having 
perfectly tamed his lower instincts, he could proclaim that his 'sheytan*', his 
base soul, had become a Muslim and followed him in every respect:20 here, 
again, he is the model for the mystic who has to train his lowerfaculties to 
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bring them into the service of God where they will prove useful (much as a 
former thief will become anexcellent police-master because he knows all 
the tricks of the trade . . .) 21 

   

The Koranic allusions to the Prophet's visionary experiences were always a 
central theme for mystical writers, whorecognized in Sura 53 'The Star' the 
perfect description of the Prophetic status: a two-bow length was the 
distance22between the Prophet and the Ineffable on the clear horizon; but 
Mohammad's* eye did not rove in the presence of God,the radiant Divine 
Sun:23 this is exactly the state of one who has reached a full life through 
God and sees only Him,undistracted by outward forms and things other than 
Him. Rumi includes also allusions to Sura 80 'He frowned' inwhich the 
Prophet's unfriendly attitude towards a blind guest was blamed.24 That 
allusions to the role of Mohammad*as the seal of prophets are frequent goes 
without saying:  

The seals which the (former) prophets left were removed by the religions of 
Ahmad*. 

The unopened locks had remained: they were opened by the hand of 'Lo, 
We have opened (unto Thee)' (Sura 48/1) He is the intercessor in this world 
and in yonder world: in this world for guidance to the true religion, and 
yonder (for entrance) to Paradise . . .25  

Mohammad* has come as mercy for the worlds (Sura 21/107), and from the 
Ocean of  Absolute Certainty he grants pearls to the inhabitants of this 
world, peace to the fishes.26  

Here, the combination of 'mercy' with the rain cloud, so common in Islamic 
poetry, is at least intended: the Prophet,gaining his strength from the Divine 
Ocean, just as the cloud is nourished by the sea, transforms the rain-drops 
ofwisdom, mercy, and certainty into pearls. In him, God's working through 
the human instrument without secondarycauses is most conspicuous: thus 
the Koran mentions the miracle of the battle of Badr in 624: 'Thou cast not, 
when thoucast, but God casts' (Sura 8/17). Since Mohammad* lived in and 
through God, every action was not his own butproduced by God27thus the 
motif of the arrow which comes from the world of the Unseen without bow 
frequentlydenotes the activity of the Prophet or those who have reached the 
final stage of sainthood.28  

One of the supernatural events connected with the Prophet is the splitting of 
the moon. This miracle, interpreted from a short remark at the beginning of 
Sura 54, was alwaysregarded as one of his highest achievements:  

Mostafa * split the moon at midnight, 
Abu Lahab talks nonsense out of wrath. 
That Messiah quickens the dead, 
That Jew plucks out his moustache out of anger.29 
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Mohammad's* miracle is set parallel to that of Christ, since both of them 
negatively impressed the unbelievers, arousingtheir anger. To become split 
by the Prophet's finger is the highest beatitude the moon can attain.30 Why, 
then, shouldmen remain like clouds, hiding his beauty?31 But not only the 
moon, nay, heaven and earth burst from happiness whenMohammad* 
appeared on earth:  

The sky is bunting from his happiness, 
the earth becomes like a lily from his purity.32 
 

He is 'more than moon',33 and that is why he calls his companions 'stars',34 
stars which surround him who leads theway35 and who is not affected by 
the dog-like enemies who bark at him without hampering his glorious 
journey.36  

The mystic who has reached union with the Light of Mohammad* can 
therefore claim:  

I split the moon with the light of Mostafa*!37  

The concept of the 'Mohammadan* Light' developed in the first half of the 
tenth century and forms the subject of manylearned treatises of Sufis and 
theologians:38 it is light from the Divine Light, previous to all created 
lights; it permeatesthe whole creation, and leaves no room for any darkness:  

Infidelity put on a black dress: the Light of Mohammad* arrived, the drum 
of Eternal remaining (baqa'*) wasbeaten, the eternal kingdom arrived.39  

It is to this light that Sura 93 'By the Morning-Light' alludes, as the earlier 
Sufis always maintained: Sanai's poeticalinterpretation of this sura in a long 
qasida* in Mohammad's* honour is the most eloquent expression of this 
feeling.40Rumi has adopted this idea as well. In wonderful images he 
praises this light, which illuminates travellers and whoseluminous shade 
embraces everything.41 This light is found in thousands of derivations all 
over the world, and 

 

When Mohammad * tears the veil from one derivation, then a thousand 
monks and priests tear the infidels' thread.42  

His beauty embraces the world,43 and his light is opposed to black 
melancholia as much as to passion for wife andwealth; it makes the soul 
radiant44 and, so to speak, polishes the different species of darkness, unifies 
all the shades ofdifferent length, all the colours of different hues, so that 
eventually all shadows are 'given in pawn', to, i.e. absorbed by,that sun.45  

Mohammad's* light is the source of every love: 'the mystic's love and 
longing for God emanates from the pre-existentlight of Mohammad* which 
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is the essence of all prophecy and saintship . . .'.46 The Prophet is therefore 
often describedas the veritable embodiment of love,47 and the lover is 
called to seize Ahmad's* cloak and to listen to the call to prayerof love from 
the heart of Belal*,48 the Prophet's faithful Abyssinian muezzin. Love is, as 
Rumi says, comparable to'Mostafa's* coming in the infidels' midst'.49  

This Divine Love manifested itself best in the experience of the isra*, the 
Night-Journey, the ascension to heaven towhich the Koran (Sura 17/1) 
alludes: 'Praised be He who travelled with His servant at night'. This night-
journey hasbeen interpreted from at least the days of Bayazid* Bestami* as 
the prototype of the mystic's flight into the immediateDivine presence and 
thus as symbol for the highest spiritual experience. The Prophet who 
'dedicated his day to workand gain, and his night to (Divine) love',50 
because his 'heart was awake even though his eyes slept', as the hadith* 
says, was uplifted on the miraculous steed, Boraq*, whose very name 
became among the mystics and particularly withRumi equivalent to 
'love'.51 Ahmad's* Boraq* is the lot of those true lovers who do not care for 
thousands of Arabicsteeds which may belong to others.52  

In connection with the Prophet's ascension, Rumi has coined one of his 
finest images: according to tradition, Gabriel,the guide of the heavenly 
journey, remained outside the Divine Presence into which the Prophet was 
admitted; for eventhe angel of inspiration did not dare to fly further lest his 
wings be singed: thus he becomes the symbol of reason whichcannot 
transgress a certain point.53 Where the intimate discourse of love and the 
gnosis of the lover begins, reason is no longer admitted, even though it 
appear in angelicshape. The Prophet, however, enjoyed 'a time with God'. 
54 In this interpretation of the me`raja*, the ascension, Rumi has summed 
up his whole attitude towards discursive reason which, though useful, and 
necessary like Gabriel as guideon the ascending steps of the Path, becomes 
useless once the seeker has reached the chamber of union where 
theineffable mystery of love takes place.  

According to Islamic tradition, the Prophet is announced in the gospels as 
Ahmad*,55 the paraclete (Sura 61/6), and hisname, Ahmad*, is the name of 
all prophets.56 Rumi knows the hadith* qodsi according to which God said 
'I amAhmad* without m' i.e. Ahad*, 'One', a tradition probably invented in 
the late twelfth century, since it is found severaltimes in `Attar's* work,57 
but not in Sanai's* poetry. Jalaloddin* not rarely alludes to the wordplay 
ahad-Ahmad*:  

The Ahad* wove feathers around his face out of jealousy, 

the soul of Ahmad* exclaimed out of longing for Him: 'Woe longing'.58  

In Fihi ma* fihi, Mowlana* mentions Mo`inoddin Parvana's* name, which 
has become, due to the letter m mo`inoddin 'Helper of Religion' instead of 
`eynoddin 'Essence of the Faith': that proves, for him, that addition to 
perfection isdiminution. That is the case in the relation of Ahmad* and 
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Ahad*:  

Ahad* is perfection, and Ahmad* is not yet in the station of perfection; 
when that m is removed it becomes 

complete perfection. That is to say, God comprehends all; whatever you add 
to Him is a diminution.59  

Rumi, however, does not allude in this context to the numerical value of m, 
being forty, as pertaining to the forty gradesof emanation which separate 
man and God, this being left to later Sufi theoreticians.60 In an interesting 
line Mowlana*speaks of Shams-e Tabriz, 'the companion of Ahmad*' who 
is 'surely one of the greatest things' (Sura 74/35).61 Shouldthis line contain 
a subtle hint to the first discussion of the two mystics which revolved, as 
legend tells, around whetherMohammad* was greater than Bayazid* 
Bestami*? Mohammad* had called himself 'a servant of God' 
whereasBayazid* had exclaimed: 'Praise to me, how great is my Majesty'. 
The discussion was resolved, of course, in favour of the Prophet.But the 
master from Tabriz, famous for his burning love of the Prophet, becomes, 
for Jalaloddin *, the true interpreter ofthe 'Mohammadan spiritual wine.'  

When out of the Ahmadian* barrel scent emerges and becomes apparent, 
the soul and eye of the infidels becomes ebulliating like wine. When you 
want complete scent and colour from the Ahmadian* wine, then, Oh 
caravan leader, rest for a moment in Tabriz!62  

But again, the poet changes his mind: Mohammad* was in reality neither 
wine nor cupbearer:  

He was the goblet replete with wine, and God was the cupbearer for the 
pious a fine distinction of the role of the Prophet, who does not convey any 
intoxicating doctrine himself, but brings only whatGod has put into him, 
being a mere instrument for Divine action, the immaculate vessel for the 
Divine wine. He wascalled ummi 'illiterate' to show that his wisdom was not 
nourished by intellectual effort and bookish learning, butexclusively by 
God's inspiration.  

He was illiterate, but hundreds of thousands books filled with poetry were 
nothing before him.64  

In a later, more scholarly explanation in prose, Rumi has dwelt once more 
on the Prophet's 'illiteracy' which leadsalmost to an equation of the Prophet 
and the Universal Reason, an idea alluded to in the Mathnavi as well:  

Mohammad* . . . is called 'unlettered' not because he was incapable of 
writing and learning; he was called 'unlettered' because with him writing 
and learning and wisdom were innate, not acquired. He who inscribes 
characters on the face of the moon, is such a man unable to write? And what 
is there in all the world he does  not know seeing that all men learn from 
him; what then, pray, should appertain to the partial intellect that the 



 234

Universal Intellect does not possess? . . . Those who invent something new 
on their account, they are the Universal Intellect. The partial intellect is 
capable of learning and is in need of teaching! The Universal  Intellect is the 
teacher, and is not in need . . . It is the prophets and saints who have 
effected union between partial intellect and Universal Intellect so that they 
have become one. . . 65 

 

But by and large, Rumi's verses rather reflect the deep trust in the Prophet 
who is 'the helper of both worlds'66 and whomakes the faithful 'one soul' 
like a gentle mother.67 He is God's scales on earth on which the light and 
the heavy areweighted and judged,68 and he is like Noah's ark, rescuing 
everyone who clings to him (the same saying is also appliedto his 
community).69 The Koran in his hand is like the rod of Moses, endowed 
with life-giving qualities for the faithful,but turning into a dragon against 
the infidels whom he devours.70 Thus, the Prophet, that Unique Pearl, can 
well becalled an 'alchemy for man'; they are like base copper, but his light 
changes them into gold.71 Once they have tastedfrom the Kowthar, the 
paradisiacal fountain which was given to Mohammad* (Sura 108) they are 
transformed andacquire his qualities: such people should be chosen as 
companions, for they have an apple from the Ahmadian* tree.72And 
whosoever seizes one corner of Mostafa's* cloak will be saved from the 
depths of Hell and brought to Paradise.73  

Rumi has never ceased to express his love and trust in the Prophet, whom 
he surrounds with many beautiful names andepithets. In a small Arabic 
ghazal in an almost dancing rhythm, he praises him:  

hadha* habibi*, hadha* tabibi, hadha* adibi, hadha* dawai* . . .  

This is my beloved, this my physician, this my tutor, this my remedy . . 
words, usually applied by mystical poets to their beloved; and indeed, in the 
following centuries the Prophet more andmore assumed the character of the 
mystical beloved.  

We may sum up Jalaloddin's* attitude towards the Prophet in a line from 
one of his most enraptured ghazals where hedescribes the soul's journey to 
its original homeland:  

Young fortune is our friend, to give up our soul is our profession, our 
caravan-leader is the pride of the world, Mostafa*!75  

And no one who has ever listened to the Mevlevi-ritual will forget the 
haunting beauty of the introductory passage, thena`t-e sharif, the song in 
honour of the Prophet, in which Jalaloddin * expressed his love and 
veneration for Mohammad*: the whole mystical dance develops out of this 
hymnwhich sings of the greatness and beauty of the leader and friend of the 
faithful.  

<><><><><><><><><><><><>  
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You shall surely ride stage after stage. . .  

The Spiritual Ladder  
Rumi saw life as a constant upward movement. Both the development of the 
whole creation from the lowest to thehighest manifestation and the progress 
of individual life can be regarded in this light. Such movement could 
beexpressed by the image of the journey which, indeed occurs frequently in 
his poetry, as in that of other mystics; but hisfavourite symbol, again in tune 
with Sanai's* imagery, is that of the ladder or staircase (nardaban*), which 
willeventually lead the lover to the roof, where the beloved is waiting.  

God has put different ladders into the world, destined for different people to 
climb,l and the worldly senses may alsoserve as a ladder, which ends, 
however, in this world, whereas religious feeling leads towards heaven.2 
That even thespiritual leader should be called a ladder is not too surprising, 
for he leads the adept, slowly, in well prepared stages,towards higher 
realities until the doors of grace are opened and in love a ladder is no longer 
required.3 But even deathbeit the corporeal or the spiritual death in 
annihilationleads, as a ladder, to the roof of the Beloved;4 sama*, again, is 
aladder towards Heaven.5  

Rumi sees steps and ladders everywhere: the branches and twigs which in 
spring appear from the depths are like aladder which those who travel to 
heaven have put into the garden,6 as if the buds and leaves were spirits who 
havereached paradise, having left the dark dust, i.e. the body. The friend's 
roses address the lover in the garden that theladder which leads to the 
Beloved is to sacrifice one's soul in affliction,7 and the branches which 
attract the water from the roots are images of the beloved who attracts the 
soul without outward ladder.8  

Man should transform himself into a ladder when he sees that all the doors 
of peace and rest have been closed beforehimthen he will find his beloved 
on the roof, radiant like the moon . . . 9 Even though the image of the 
journeydownwards, into one's own heart is used at times in his work, this 
imagery of ladders and stairs is almost without limitsin Rumi's poetry.  

The first step in this ladder which leads man towards God is essential: the 
beginning of a minaret is made with onebrick, and if man neglects one 
single brick in the foundation, the whole building will be ruined soon.10 
This first step isthe strict adherence to ritual duties as taught in the Koran 
and explained in the tradition. Fasting, prayer, religious almsand pilgrimage 
are indispensable, for they are the expression of true faith:  

This prayer and fasting, pilgrimage and holy war  give witness to the faith, 
This alms and gifts and abandonment of envy give witness to your own 
secret (thought).  

Besides prayer, which will be discussed separately, it is the fasting during 
Ramadan on which Rumi's main interest isconcentrated.  



 236

Although faith is built upon five pillars, yet, by God, the greatest pillar of 
those is fasting.  

But He has hidden in all the five the value of fasting, just as the blessed 
Night of Might is hidden in fasting.12  

On the mountain Qaf* of fasting even the sparrow becomes a Phoenix;13 
the stone turns into a wonderful ruby, duringfasting, and this religious 
practice is a fast horse running swiftly towards the source of life, as 
Mowlana* says in a longghazal rhyming in siyam* 'fasting'.14 Those who 
fast drink the wine of the Spirit,15 or, to put it differently those whohave 
broken the (mundane) bottle with stones of 'fasting' and 'holy war' will be 
granted pure wine from the goblet of theFeast of Fastbreaking (cf. Sura 
76/21).16 Fasting means, indeed, to sacrifice one's self so that the two feasts 
arebasically one great Feast of Sacrifice, for the month of Ramadan is like 
an honoured guest for whom somethingvaluable has to be slaughtered.17 In 
an artistic pair of contrasts says the poet:  

Kill the fat cow of your greed by fasting, so that you reach the blessing of 
the lean crescent of the `Id!18  

Fasting is, as Rumi says with a military expression, the war machine 
(manjanik), which destroys the fortress ofdarkness, tyranny and infidelity. 
19  

Numerous single verses and whole poems highlight the importance of 
fasting, which Rumi himself kept very strictly,even beyond the prescribed 
measure. Other lines interpret fasting and feasting differently: so long as the 
poet is with hisbeloved, the Moon, he enjoys a festival every day, day and 
night.20 When the beloved scolds him, he feels that after the pain of fasting 
the day of the feast will come!21  

In fact, one should break the fast only with the sugar of the friends lip22'-
what is one to do when this sweetmeat is notavailable? The two `id, at the 
end of Ramadan and at the end of the pilgrimage to Mecca, are enough for 
the normalbeliever; but whoever knows the beloved has two hundred `id 
every moment.23 Rumi complains, addressing the Friend,in charming 
imagery:  

You are like the day of `Arafat* and `id, I am the beginning of Zu'l-hijja* 
(the month of pilgrimage; the two festive days fall between the 8th and 
10th)  

I can never reach you, nor can I cut myself off from you.24  

Rumi has sometimes described the pilgrimage, the long tiresome way when 
the pilgrim in sand and deserts gets used to camel-milk and sees the 
plundering of the bedouins . . .25  

He sees even the sky performing the circumambulation around the Ka`ba in 
its dark blue Sufi-gown,26 and knows ofthe journey of those who come 
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back, having left their hearts in Mecca, with exhausted bodies;27 but all 
fatigue ismeaningless as long as the heart is not present during the 
pilgrimage. Thus Mowlana* calls the pilgrims to tell of theirexperiences 
and what they saw in Mecca:  
O people gone to pilgrimagewhere are you? Where are you? 
The Friend is in this very placecome hither, come O come! 
Your Friend, he is your neighbour, his wall and yours are one 
Bewildered in the desert, what do you seek and roam? 
When you behold, without forms, the form of this your Friend 
Then master, house, and Ka`ba will you become yourself . . .28  
Although the hajj * is obligatory, its spiritual value is higher than its 
external value; to kiss the black stone at the Ka`bais a mere symbol:  
The pilgrim kisses the black stone from his innermost heart because he feels 
the taste of the lip of his belovedfrom it.29  
It is a sign, nothing more. Therefore Rumilike most of the Sufisspiritualizes 
the pilgrimage; he sees the camel 'body'wander towards the Ka`ba 'heart', 
and describes the long way towards the Ka`ba of union on which thousands 
haveperished from longing. Man does not need a candle to see this spiritual 
Ka`ba at nightits foundation is all light whichradiates over the whole 
world.30  
The 'Ka`ba of the soul', and the 'qebla of the friend's face' are common 
expressions with him. And in a famous passagetowards the end of the 
Mathnavi he enumerates the qebla (direction of prayer) of all kinds of 
people who see thedirection of their wishes and hopes by no means in 
Mecca, but:  
The Ka`ba of Gabriel and the spirits is a Lotus-tree, 
the qebla of the belly-slave is a table-cloth. 
The qebla of the gnostic is the light of union; 
the qebla of the philosopher's intellect is phantasy. 
The qebla of the ascetic is the Gracious God; 
the qebla of the flatterer is a purse of gold. 
The qebla of the spiritual is patience and long-suffering 
the qebla of form-worshippers is the image of stone. 
The qebla of those who dwell on the inward is the Bounteous One. 
The qebla of those who worship the outward is a woman's face.31 
 
The great festival, the Feast of Offering, provides the lover with a 
wonderful opportunity to offer himself to theBeloved. Thus Rumi 
repeatedly regards Shamsoddin as the Great Feast itself, and himself as the 
offered lamb.32  
He said with a smile: 'Go and render grace 
for my feast, O you who have become my sacrifice!' 
I said: 'Whose sacrifice am I?'The Friend said: 
'Mine, mine, mine'33 
 
Turned into a sacrificial animal at `id, burnt like aloes-wood in the flames 
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of love to produce fine fragrancethat is thelover's state.34 He is slaughtered 
by the sword of God,35 or by the sword Allahu* Akbar which will find 
everybody,wherever he may flee. 36 The lover, lean and skinny,37 may 
once, in a moment of weakness, request from his friend a sign ofmildness, 
for according to the shari`a a bony animal should not be slaughtered; but 
then he rather prefers to showhimself as nice and plump, since the 'butcher 
of the lovers' likes to slay good-looking animals.38  
Rumi applies the motif of the sacrificial animal also to natural events:  
The black cow 'Night' became a sacrifice of the dawn, that is why the 
muezzin afterwards said: Allahu*  Akbar  the call to morning prayer is 
compared to the formula Allahu* Akbar as spoken when slaughtering an 
animal. Or elsethe poet may offer all the animals of the zodiac to the Moon, 
his Beloved, for his great feast.40  
When Rumi saw in the black stone of the Ka`ba a symbol of the lip of his 
beloved, he has interpreted the zakat*, the legal alms, in a similar way and 
several times asks his beloved to pay the zakat-e* la`l, the tax due on 
rubies,41 i.e. to grant him a kiss from his ruby-like lips. This image is not 
rare in Persians lyrics in general. It is worth mentioning thatMowlana* 
alludes several times to the shab-e barat*, the night in mid-Sha`ban during 
which sins are forgiven anddestinies fixedthis night is regarded even today 
in Turkey as very auspicious.42  

<><><><><><><><><><><><>  
Every iron is valuable, not that it has no use; but reason understands how 
much a piece of iron must be polished until it becomes a mirror.43  
The way towards God which begins with the fulfilment of ritual duties 
requires this constant struggle,44 the polishing ofone's heart, as Mowlana* 
says with an image common to all Sufis. He knows that all kinds of dangers 
lie in ambush forthe faithful one who tries to climb up the ladder leading 
towards perfect faith and towards God.  
On this path, one needs true companions:  
The longer the way, the more companions are necessarythe way to the 
Ka`ba is hard, one needs a long caravan and a caravan-leader . . . and how 
much more difficult is it to come closer to God through so many veils, steep 
mountains, and highway-robbers!45  
 
Man should therefore be careful not to mix during his journey with those 
who do not understand the higher realities oflife. How many people are 
there, travelling to Syria and Iraq, who do not see anything but infidelity 
and hypocrisy; howmany others have gone to India and Herat without 
looking to anything but trade, or did not find in Turkestan and Chinaany 
goods but ruse and hatred! 46 They detect only colour and odour, wherever 
they be, but are not aware of therealities hidden behind the forms. Such 
superficial persons can easily become laughing-stocks of Satan, who 
inducesthem more and more into worldly affairs, or leads them to stonier 
and more slippery impasses.47  
It is dangerous to follow such people, for they are like children who do not 
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see the moon in the sky but reflected onwater and thus mislead the caravan 
by their lack of insight: when the stupid become leaders, the intelligent, out 
of fear,cover their heads with their carpets.48 These stupid people are blind 
or at best one-eyed; and, though an ox is excusedwhen he looks only to his 
stable, man is different; he is expected to look through the eyes of the 
Divine Beloved. Fatemakes such a person blind and causes him finally to 
fall into a well so that he perishes.50 For a blind man is prone tofall again 
and again; if he falls in filth, he cannot even discern whether the bad smell 
comes from himself or from thepolluting matter (just as he considers the 
scent of the musk which someone may shower upon him to be his own, 
notunderstanding it to be the gift of a friend).51 Such are the people 
animated by self-will who refuse to see through theDivine light. The bad 
smell of their outward filthiness reaches only a few yards, but the odour of 
their spiritual filthpermeates the world from Reyy to Damascus, and makes 
even the houris and Rizvan*, the doorkeeper of Paradise, feelsick.52 Their 
blindness veils to them the fact that everything in this created world is alive 
and points to a highergoalthey regard the parts of the world as dead, where 
as the Prophet, and the saint, experiences them as alive.53  
A lowly and mean person of this kind turns black like false coins when the 
touchstone is put to him; although he bearsthe garb of a lion, he is soon 
discovered to be a wolf with all his greed.54 He cannot discern the real 
greatness of things:when he sees a mountain, he becomes impressed, so that 
his thought becomes like a tiny mouse in front of a huge wolf;instead of 
fearing God he trembles at the very sight of clouds and thunders, as stupid 
as an ass. 55 
 
Since the unbelievers are destined to go to the deepest hell, Sejjin, they 
really enjoy the prison (sejn) of this world,whereas the prophets and 
faithful, determined to reach the paradisical height, `illiyun, always turn to 
higher levels(ali).56  
Rumi does not spare his imaginative vocabulary in describing such a person 
who 'has eaten donkey's brain':57 thoughoutwardly aged and decrepit, he is 
like an unripe fruit among yellow leaves, or like a kettle which has become 
black andugly in the fire whereas the meat that was to be cooked is still 
rawsuch is the state of a person who has not matured inthe sufferings of life, 
and in the fire of love, but has remained earthbound.58  
Mowlana* therefore admonishes his readers to flee from the stupid just as 
Jesus fled from them, for these people stealman's religion exactly as a cloud 
slowly steals the light of the sun.59 Man must definitely not be deceived by 
thefriendly behaviour of the ignorant, who are as unreliable as a 
hermaphrodite, sometimes posing as a man, sometimes asa woman.60 Such 
people, and of course even more those who are open enemies to man's 
religion, are dangerous to theextent of drinking man's blood, even if they be 
his relatives. Did not Abraham break his father's idols and part with 
himbecause of his infidelity? He is the true believer's model for his actions 
against those who do not partake of his faith andlove.61  
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Indeed, such people are, to use the Koranic expression 'like animals, nay, 
even more astray than those' (Sura 7/179), andas Rumi concludes:  
It is lawful to slaughter animals for man's benefit, or in order that he may 
not suffer injury from them. The same rule applies to infidels and those who 
violate the Divine commandments. Such persons are virtually animals, since 
by indulging their selfish, sensual, and bestial natures they place themselves 
in antagonism to the spiritual reason which is the crown of humanity.62  
Among the evil qualities which man, and especially the future mystic must 
avoid most, Rumi regards greed and avidityas the worstgreed is a dragon, 
exactly the counterpart of spiritual poverty.63 And the scent of greed and 
avidity appearlike the smell of onion in speaking: when you eat them and 
say: 'I swear, I have avoided onionand garlic ,'the breath of your oath will 
witness against you. 64 
 
These base and mean qualities have often been allegorized in the Mathnavi: 
one needs only think of the long story of thefour birds which have to be 
slaughtered,65 or the strange tale of the three persons of which the 
farsighted and yet blindman represents greed, which sees other people's 
faults, but not his own; the sharp-hearing and deaf hope which does 
notthink of its own death, although it hears the mourning for others every 
moment; and the naked one with long skirt is theworldly person who thinks 
of his own affairs.66  
It goes without saying that sensual lust and concupiscence belong to the 
most dangerous qualities in man; they are sodirty that they can be called 'the 
menstruation of men'.67  
But not only the stupid, ignorant, sensual, greedy and faithless people who, 
out of greed, 'let a gnat's blood in mid air'are man's enemies on the way 
towards perfection; even more dangerous are the superintelligent 
individuals, mainly thephilosophers, with their useless hair-splitting logic.  
Jalaloddin* himself had studied all the sciences of his time, and he was not 
completely anti-intellectualistic, as one mayconclude from some of his 
verses. He is, to say the least, not as anti-intellectualistic as his spiritual 
master Sanai*,whose verse, written at a time when the consolidating 
Muslim orthodoxy became more and more suspicious ofintellectual and 
mainly philosophical delvings, reflects the strictly legalistic mentality which 
distinguished the Easternfringe of the Muslim world during the later Middle 
Ages. Rumi knows, and does not deny, that there is agreement that a wise 
man (dana*) is a mercy for the two worlds.68  
We saw, that `aql, reason, is appreciated as the faculty which enables man 
to fulfill his religious duties and tounderstand the Divine Law. Logically, 
Rumi praises reason as long as it serves religion. But he is afraid, and that 
isagain in congruence not only with the early Sufis but with the main body 
of orthodoxy that intensive intellectual activitywithout religious background 
is dangerous for man's spiritual progress. The intellectuals who split hairs 
are ridiculed,69and ziraki, 'intelligence, cleverness' is once described as 
Satan's  
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quality as contrasted with man's love; 70 it should be sacrificed before the 
Prophet.71 To devote one's self to outwardsciences is nothing but to build a 
stable in which animals can remain for a couple of days; to weave gold-
embroideredgarments, to dive for pearls at the bottom of the sea, to occupy 
oneself with the intricacies of geometry and astronomy,of medicine or 
philosophy means to be still bound to this perishable world; the only true 
science, the wisdom which isan ocean without limits,72 is that which leads 
to God, and that is known only to him who possesses a pure heart.73 Atthe 
moment of death, all the outward sciences and crafts will be of no avail, 
required is only 'the knowledge of faqr', of spiritual poverty.74  
The wisdom of this world is good only for augmenting thought and false 
imaginations, whereas religious wisdom fliesbeyond the spheres.75 So long 
as religious science remains at the surface and is concerned exclusively with 
legalproblems and theological disputations, it is not only superfluous but 
dangerous (we may think of Ghazzali's* verdictagainst his theological 
colleagues!): a person who indulges in false scholarly interpretation of the 
Divine word, relyingupon his intellect but without religion, is comparable to 
a fly; his imagination is like donkey's urine, his conceptions likestraw . . .76  
In order to curb the claims of these scholars, Rumi quotes the hadith*:  
Most of the inhabitants of Paradise are the unintelligent.77  
Unintelligent, ablah, means here 'not bothering with outward religious 
sciences', but not 'ignorant of religious duties'.Or, if we follow Soltan* 
Valad's interpretation of the same sentence, it means that the perfection of 
human reason isreached when God reveals Himself to man, so that the 
recipient of this grace looses his rational faculties, beingoverwhelmed by 
this wonderful light. Just as a five years' old child will not faint at the sight 
of a beautiful beloved, butthe grown up man will forget everything in the 
contemplation of his friend's beauty, thus the state of being withoutreason 
(ablah) is that of the most mature minds.78  
Rumi, and following him his son, believes in immediate knowledge, in 
`elm-e ladoni (Sura 18/65), not in traditional,naqli, sciences: traditional 
science which only relates from hearsay is, if brought into the presence of 
the Divinely inspired master, like performing the ablution with sand instead 
ofrunning water, i.e. it is not only unnecessary but prohibited by law. Why 
use dry sand when the water of life, manifestedin the spiritual guide, is 
available? 79  
Even more: when man says 'We do not know', like the angels (Sura 2/30), 
God's word 'We have taught him' (Sura18/65) will rescue him; and when he 
does not know the alphabet in this school, he will be filled with Divine 
Light likeMohammad*, the 'unlettered' Prophet.80  
Rumi's main targets in his attacks are the philosophers; the feylasufak, the 
'little philosopher' or 'philosophiser', as hesometimes calls him, sees only 
the outward figures on the wall, and does not understand, and even less 
believes, that thepalm tree spoke to Muhammad; for he relies upon his 
senses and thus does not hear the interior, spiritual voice ofeverything 
created.81 He denies demons, yet falls prey to demons at that very 
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moment.82 Did not God say: 'I am closerto you than your jugular vein' 
(Sura 50/16)? Why should man then cast the net of his thoughts and ideas 
so far? And thatis exactly what the philosopher tries, since he does not 
recognize the treasure which is so close at hand.83  
The poor little philosopher became blind, the light be far away from him!  
From him the hyacinth of religion does not bloom, for you don't plant it, O 
Idol!84  
This verdict against too much intellectual activity is particularly weighty 
when man enters, on his way towards God, thenarrow path (tariqa*) 
'Sufism' which branches out of the great trunk road shari`a, 'Divine Law'. 
But here, other dangerslie in ambush for the innocent disciple: the would-be 
Sufis seduce harmless travellers and discredit the whole mystical 
movement.  
Such people, as Rumi describes them in his satirical verses (following again 
Sanai's* unfriendly remarks about self-styled Sufis), claim high spiritual 
rank; they shave their heads and necks as if they were gourds, and confuse 
the poorvisitor with highfalutin talk about gnosis and poverty so that he 
thinks his companion must be a veritable Joneyd oranother of the great 
masters of the Path.85 In fact, however, such people show three qualities 
which are not found in a true Sufi: they talk too much, like a bell; they eat 
more than twenty people, and theysleep like the Seven Sleepers. 86 The 
word 'Sufi' is often used in a pejorative sense, as it was almost a rule in 
Persianliterature. Clad in his dark blue cloak, this 'Sufi' resembles the sky: 
both are, as we may surmise, unreliable.87 Thestories in the Mathnavi 
depict some of these would-be saints in a rather negative light. As for the 
true Sufi, it is he whoseeks purity (safvat*), not he who dons a woollen 
(suf*) garb or a patched frock and indulges in pederasty88a sheykhwho 
'sews dervishes' frocks' is not becoming for the lovers.89  
But how would Jalaloddin* define Sufism at its best?  
What is Sufism?He said: 'To find joy in the heart when afflictions come'.90  
It is not to be learnt from books but from experience: Noah, although he 
spent nine hundred years thinking of God, livedexclusively on the 
recollection of his Lord, without reading Qosheyri's Resala* or Abu Taleb-
e* Makki's Qut al-Qolub, the two standard-works of moderate Sufism!91 
For only the Sabians and ahl al-ketab* ('People of the Book') areinstructed 
by booksthe Sufi enjoys immediate knowledge.92  
The Sufis came from left and right, 
Door by door, street by street: Where is wine? . . .  
The Sufi's door is his heart, his street the soul,  
The Sufi's wine is from God's barrel.93  
Jalaloddin* himself had grown up in an atmosphere completely saturated 
with mysticism; he had undergone formaltraining under the guidance of 
Borhanoddin* Mohaqqeq* who made him study intensely his father's 
writings onmystical subjects. One would therefore expect that his poetry 
should bear the distinct flavour of this Sufi training,overflowing with 
technical terms and concrete instruction which, however, it does not. And in 
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fact, some of hisadversaries in Konya criticized the Mathnavi from this 
viewpoint:  
There is no mention of (theosophical) investigation and the sublime 
mysteries towards which the saints make their steeds gallop, (That) from the 
stations of asceticism to the passing away (from self-existence) step by step 
to the union with God, (It contains not) the explanation and definition of 
every station and stage, so that   by means of the wings thereof a man of 
heart should soar . . . 94 To be sure, Mowlana* alludes to these states and 
says, i.e.: If you perform a complete ablution with the water of 
asceticism.You can transform all the pollution of the heart into purity,95 
and he often speaksovertly or in allusionsof the hard work that is required to 
polish man's heart:96 does not the Koranattest 'Man possesses only that for 
which he strives' (Sura 53/39)? Yet, the experience of love through his 
meeting withShamsoddin was so overwhelming that the early stages of the 
Path occur comparatively seldom in his poetry:  
When you see running water, leave the ablution with sand; 
When the festival of union comes, leave ascetic practices.97 
 
There are a few allusions to Sufi practices in Mowlana's* imagery: e.g. to 
the Sufi's meditative position in his seclusion:  
Since the school of the Sufi is his knee 
the two knees are crafty in solving problems.98 
 
And he has often underscored the power of the mystical guide (viz. below) 
whose presence is absolutely necessary toguide the novice. To the 
numerous definitions of early Sufism concerning the changing states (hal*, 
p. ahwal*) and thelasting stations (maqam*) through which the mystic 
passes on his path, Rumi adds a lovely sentence:  
The hal* is like the unveiling of the beauteous bride, while the maqam* is 
the (king's) being alone with the bride, a verse which is then elaborated to 
explain the various degrees found among the high-ranking mystics.  
The beginning of the mystical path is towba, repentance:  
a strange mount which jumps up to heaven in one moment.100  
Rumi has described the towba-ye Nasuh* in a rather drastic story. The 
expression taken from the Koran (Sura 66/8),where it means 'firm 
repentance' is here applied to the bath-keeper Nasuh*, who, in the guise of a 
woman, served in thewoman's bath and eventually repented from his 
immoral deeds at the moment of mortal peril.101 But this is not a trulySufi 
act of repentance comparable to the 'repentance' which made a future saint 
like Ibrahim* ibn Adham renounce hiskingdom;102 Nasuh's* repentance is 
the simple duty of every sinner. 
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Seated Man, presumably Mowlana Rumi, India, 17th century.  

For Mowlana *, as for every faithful Muslim, repentance is not a unique act: 
he knows that the door of repentance,situated in the Maghreb, is open till 
Doomsday, when the sun will rise in the West. Man should never despair of 
findingthis door, which is, according to our poet, one of the eight doors of 
Paradise.103 Does not Rumi's mausoleum bear theinscription:  

Come back, come back, even though you have broken your repentance a 
thousand times . . .  

In his attitude towards the world, Rumi is close to the Sufis of the first 
generations, so long as the 'world' is thought todistract man from his 
sublime goal; for those endowed with insight, it is a mirror of God's 
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activities. At times he hasused very strong language to describe the lower 
world, words which remind the reader of the disharmonious sounds inthe 
sermons of Hasan* al-Basri* (d. 728) and other ascetics of the eighth and 
ninth centuries, sounds which were echoedby most of the great Sufi writers 
in the later Middle Ages as well. The world is thus a stinking crooked crone 
whoadorns herself to attract ever new lovers, who, overcome by sensual 
lust,104 forget her repelling ugliness for a moment  

Don't look at tier foot-rings, see her black leg: 

The nightly game is nicebut behind the curtain.105  

After a short while, this old toothless woman will kill her lovers as she has 
killed millions before them. This image,which occurs frequently in early 
Sufi texts, is also common in medieval European literature.  

However, who would expect Rumi to compare the world to a pig which is 
the prey of the immature, whereas the truefaithful would hunt the gazelle 
'Soul'?106 In such cases, he relies upon the hadith* 'The world is carrion, 
and those who seek it are dogs';107 it is a dunghill108hence the numerous 
combinations of crows and ravens,109 representatives of thedark matter and 
base instincts which populate the world. What should the ascetic do here? 
Weeping is required:weeping being one of the steps towards enlightenment. 
The ascetics of the eighth century were even known as bakkaun* 'those who 
weep much', and tears are if we believe Rumi, as valuable as the blood of 
the martyrs.110 The whole efforton the first steps of the spiritual ladder 
should be concentrated upon man's fight with his nafs, the lower soul, or 
'base instincts, upon this 'real greater Holy War'.  

One of the best ways to train the nafs properly is to fast, or even to starve, 
and to sleep little, 111 according to the oldSufi maxim, qellat at-ta`am*, 
qellat al-manam*, qellat al-kalam* the latter device, 'little talk', is rarely 
mentioned byRumi, unless we look at the numerous verses in which he 
advises himself to be silent. Sepahsalar's* stories about hismaster's 
unusually long periods of fasting explain his poetical evaluation of hunger. 
Mowlana* knew well the 'alchemyof hunger' which the early ascetics had 
practised and preached. One must not eat one's fill, otherwise one will 
becomeSatan's donkey,112 a vehicle for the seducer who can easily carry 
man to worse sins. Only when empty the reed cansing . . .113  

There is no reason why man should eat so much. The body is nothing but a 
morsel for the tomb, and should therefore belean.114 In early times the 
Sufis invented traditions according to which  

Hunger is the food of God with which He quickens the bodies of the very 
faithful,115  

and:  

Hunger is a treasure which is preserved with God who gives it to  His 
special friends.  
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The animal grazes on straw and barley, and as a consequence will be 
slaughtered one day, but the pious lives on thelight of God, following the 
example of the Prophet who said:  

I stay with my Lord who feeds me and gives me to drink;1 for, as 
Mowlana* asserts:  
Gabriel's strength was not from the kitchen, 
it was from looking at the Creator of Existence. 
Thus know that this strength of the saints (abdal*) of God 
is also from God, and not from viands and trays.117  
The true mystic's food is constant praise of God, and then he experiences,  
that we eat lovely and sleep sweetly 
in the shade of never-ending grace  
a food, not by means of throat and stomach,a sleep, not the 
result of nights . . . 118  

  

 

For the lover who has lost reason does not sleepin his spiritual frenzy he 
'sleeps with God', that means, he is withoutsleep like God Himself119 (cf. 
Sura 2/256).  

If man has to eat at all, he should be careful to take only that food which is 
ritually pure;120 he should not even touchthe morsels of sinners, as Rumi, 
faithful to the Sufi tradition, explains in a story in Fihi ma* fihi.121  

One of the basic stations on the mystical ladder is tavakkol, trust in God. 
Rumi relies, in this respect, upon the Prophet'sword:  

First tie your camel's knees, and then trust in God!122  

He does not believe in sitting idly under the pretext of tavakkol; his trust in 
God is active and means man's heartfelt acceptance of God's will and acting 
in harmony with His will. The higher he climbs on the spiritual ladder, the 
more hewill understand the mystery of the Divine work and will annihilate 
himself so that God can work with him and throughhim. Tavakkol, 
understood thus, is a state of the highest order, not a state of the beginners 
who may interpret it in the wrong way.  

One of the basic and fundamental qualities of the mystic is sabr*, patience: 
it is 'a ladder towards higher stages',123 orthe serat-bridge* which leads to 
Paradise,124 the unfailing alchemy.125 God Himself has indicated the 
importance ofpatience several times in the Koran; the mystics were 
particularly fond of hinting at this station by the expression 'theend of al-
`asr*' i.e. the last word of the Surat al-`asr* which is 'sabr*', (patience).126  

In describing patience, the poet has found ever new images, for 'Patience is 
the key to joy' as he repeats the old Arabicsaying dozens of times. Man is 
like Joseph in the well of this world, who waits for the rope to take him 
out;127 patienceis an iron shield on which God has inscribed the words 
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'Victory has come',128 for 'patience goes to the male, complainttowards the 
female'.129  

When you do not ask, it will be revealed to you all the sooner: 
The bird of patience is faster-flying than all the others!130 
 

And the uselessness of impatient screaming and crying is illustrated in 
amusing imagery by the story of the man who wanted to have a lion tattoed 
on his back and could notstand the pain, so he decided first to have a lion 
without head, then without tail, then without belly . . . 131  

The importance of patience is particularly revealed in Rumi's spring-poems 
when he describes how birds and trees, afterpatiently waiting during the 
harsh times of winter, are rewarded with beautiful colours and aromas. The 
heart in thewinter-landscape of the material world should wait for the spring 
of the soul, or the eternal joyful spring of Paradise, asit will become visible 
on the day of resurrection.  

The correlative of patienceconnected with the bodyis gratitude, 
shokrgrowing in the heart;132 and Rumi has evaluated these two states in a 
fascinating image:  

Patience says always: 'I give news of union with Him'. 

Gratitude says always: 'I have a whole store from Him'.133  

Patience lives still between man and God, whereas gratitude speaks out of 
the state of union when man has experiencedthe immeasurable amount of 
Divine kindness and fills his store with it.  
Patience shows itself from the yellow face, 
Gratitude from the radiant red face.134  
Gratitude should be the collar of each neck,135 for:  
Gratitude for kindness is better than the favour received.136  

And Mowlana*, whose first letter to Soltan* `Ezzoddin contains an 
impressive passage about the necessity ofgratitude,137 explains the 
different modes of this central virtue:  

Gratitude is a hunting and a shackling of benefits. When you hear the voice 
of gratitude, you get ready to give more. When God loves a servant He 
afflicts him; if he endures with fortitude, He chooses him; if he is grateful, 
He elects him . . . Gratitude is a sovereign antidote, changing wrath into 
grace . . .138  

Two other correlatives on the mystical path are fear and hope, considered to 
be the two wings by which the human soulcan fly toward God. Rumi knows 
the Divine ruse which may overcome man when he feels safe:  

Know that the station of fear is the one in which you are safe,Know that the station of security is 
that one in which youtremble. 139  
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But as important as fear and hope are, they constitute for Rumi only 
preliminary states to be drowned in spiritualwine;140 they may bring man 
closer to God during a certain portion of his journey, but:  

The seaman is always on the planks of fear and hope when the plank and 
the man get annihilated, there is nothing but  immersion,141  for in the 
Ocean of the Godhead neither fear nor hope, neither patience nor gratitude 
are any longer existent. Rumihighlights in one of his discourses the 
necessary interrelation of fears and hope with the image of the peasant who 
sowscorn and hopes that it may grow but fears a crop failure; but in his 
poetry he once praises hope as the true mover of life:  

Is there anyone who has sown the corn of hope in this soil, to whom the 
spring of His grace did not grant a hundredfold (fruit)?142  

This seems to be his last word about hope.  

Rural, who has experienced the different stages of love and has expressed in 
his poems both happiness and despair,sometimes uses the technical terms 
for the two states between which man is usually torn: qabz*, 'depression', 
'spiritualcontraction' and bast*, 'expansion, overwhelming joy'. These are, 
as he says, God's two fingers between which man isheld, and which 
manifest themselves in sadness and joy.143 In his acceptance of the overall 
tension of the two poles oflife, or the constant manifestation of the Divine 
Unity under two seemingly contrasting aspects, he sees that both statesare 
as necessary as breathing: there can be no joy without prior sadness, and 
vice versa.144 The concept upon whichRumi's mystical theories focus 
insofar as we can detect any substantial theories at all is faqr, 'poverty'. The 
Propheticsaying 'Poverty is my pride' occupies a central place in his 
thought.145 Did not Sadroddin* Qunavi call him 'themajordomo of 
Mohammadan poverty'?146 This poverty is not to be construed in the 
outward appearance of the dervish:  

Seek poverty in the light of God, don't seek it in the coarsecloth:  

If every naked person were a true man, then garlic would be a man too. 147 

True poverty is often combined with the Light of Divine Majesty;148 it is a 
miraculous goblet,149 or else is a wine tofill the dervish who has emptied 
himself from his serf.150 The whole world is nothing but a tell under which 
thetreasure of 'poverty' is buried.151 This is the treasure which Rumi saw in 
his dreams as 'a mine of rubies',152 or as 'abeauty from the light of whose 
cheek the whole world becomes light'.153  

In lovely verses Rumi underlines the importance of this mystical poverty, 
which is 'a powerful physician' w heal theillness of the self154 and which 
means to possess nothing and to be possessed by nothing.  

The hearts of the lovers have formed a circle around poverty, 
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Poverty is like the sheykh ash-shoyukh, and all the hearts are his 
disciples.155  

And he combines the different mystical stations which are nothing but 
reflections of the Friend's transforming powerwhich manifests itself on all 
levels of creation:  

Aloe (sabr*) remained patient (sabr*) through you, sugar (shakkar) saw 
your gratitude (shokr), Poverty became pride, for it became right through 
you.156  

Faqr is a man's nurse and teaches him how to behave.157 He, the absolutely 
poor being, is contrasted with the eternallyrich Lord, and after reaching 
perfect poverty, becomes annihilated in Him. Faqr with Rumi is almost a 
coterminus of fana'* 'annihilation',158 as it was prefigured in the poetry of 
Sanai* and `Attar*. He who flies form 'faqr and not-being'leaves, in fact, 
true happiness.159 In the last stage of poverty the alleged hadith* 'When 
faqr becomes perfect, itbecomes God' can be applied to the mystic.160 This 
saying, known among the Persian-speaking mystics from probablythe late 
eleventh century, became later very popular in the Eastern fringe of the 
Muslim world. It is interesting to seethat Rumi has utilized it as well.  

At the beginning of the Mathnavi, when Rumi refuses to talk about 
Shamsoddin, Hosamoddin* reminds him that as-Sufi* ibnu'l-vaqt, 'the Sufi 
is the son of Time', i.e. the moment of inspiration, and is not supposed to 
leave anything or any thought for tomorrow. 161 This traditional Sufi 
saying,often combined, as in Hosamoddin's* urging sentence, with the other 
dictum 'Time is a cutting sword',162 alludes to thefact that the mystic has to 
leave himself to the coming inspiration and illumination. But even this 
according to Rumi isonly a preliminary stage: although the Sufi may be 
'ibnu'l-vaqt', the safi*, the one who is completely purified, no longerhas 
states or times. Immersed in the light of Majesty, he is no longer the 'son' 'of 
anybody; his relations with time andspace are severed once he has entered 
the Eternal Now.163 It is this last stage that matters for Rumi:  

A fire of piety (taqva*) burnt the world which is besides God: 

A lightning from God struck and burnt piety.164  

When union comes, the small gifts of the lover, like fasting and ritual 
prayer, are merely outward signs.165 They arelike golden and silver ladders 
put before the lover166but no ladder reaches to the roof of Poverty and 
AbsoluteCertitude.167  

The goal of the mystic is generally called fana'* 'annihilation', a central 
concept in Sufism and interpreted in differentways. Rumi once alludes to 
the famous saying of Kharraqani*, the eleventh century Khorassanian 
master who plays arather prominent role in his work:  

There is no dervish in the world, and if there were a dervish, this would not 
be a dervish.168  
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A true dervish, as understood by Kharraqani* and his followers, is non-
existent; he has experienced fana'* and lives only through and in God. For 
he knows:  

Whence do we seek Existence? From renouncing existence.169  

Everything limited is so to speak non-existent before Him who has no 
limits; 'everything but His face is perishing', asthe Koran has said (Sura 
28/88). Whatever man sees in the external world is nothing compared with 
God; faith andinfidelity are only husks of different colours.170 And even 
more: not-being becomes annihilated before Him, a statewhich the pen is 
incapable of describing.171  

Therefore, to become annihilated in the Face of God, the only thing 
permanent, is true life, a life which rises from the la*  
 

'No' of negation (i.e. negating one's self) to the illa *, the affirmation that 
only God's existence is permanent.172 To sayana* 'I' is licit only when God 
speaks through man, for, as classical Sufism had stated, only He has the 
right to say'I'.173 That was the case of Hallaj*; but in general such a claim 
is a sin. The human 'I' has to be eliminated in God'spresence. Rumi has 
illustrated this point in a tender story of a lover who, after maturing on a 
long journey, was admittedby the beloved; for after having lost his identity 
he answered the friend's question 'Who is there?' saying 'It is you!'  
A certain man knocked at his friend's door: his friend asked: 'Who is there?'  
He answered 'I!''Begone', said his friend, 'tis too soon: at my table there is 
no place for the raw.' 
How shall the raw one be cooked but in the fire of absence?  
What else will deliver him from hypocrisy? 
He turned sadly away, and for a whole year the flames of separation 
consumed him; 
Then he came back and again paced to and fro beside the house of his 
friend. 
He knocked at the door with a hundred fears and reverences, lest any 
disrespectful word might escape from his lips. 
'Who is there?' cried his friend. He answered, 'Thou, O charmer of all 
hearts!'  
'Now,' said the friend, 'since thou art I, come in: there is no room for two 'I's 
in this house . . .174  

The lover in this oft-quoted story is the model of all those seekers who 
search for the palace of God; but when Godarrives in his awful Majesty, the 
seeker becomes la* 'no', for although this union is 'remaining in remaining', 
(baqadar* baqa'*) but first it is remaining in annihilation (baqadar* 
fana'*).175  

Fana'* is the basis for baqa'* 'permanent life in God',176 as Rumi often 
repeats in accordance with the classical masters.  
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The true dervish has to cut the neck of egotism, of selfishness, of I-ness so 
that he may experience one day the mysteryof God's action through him, 
similar to the Prophet, who was addressed in the battle of Badr 'Thou didst 
not cast whenthou cast' (Sura 8/17).177 So long as the self is still conscious, 
it is comparable to a cloud which covers the moon, butselflessness is 
cloudlessness.178 Wonderful is Rumi's simple line which tells of a state 
which transgresses even love,longing and union:  

I am so submerged in not-being (nisti), that my belovedkeepssaying:'Come, 
sit a moment with me!' Even that I cannot do. 179 

The mystics have invented all kinds of images to allude to the ineffable 
mystery of this annihilation: man resembles thewater in a narrow vessel 
which is cast into a mighty river; the quality of 'water in the vessel' becomes 
annihilated, butthe essence 'water' remains for ever.180  

In this state the mystic is like iron cast into fire, so filled with heat that it 
feels itself to be the fire;181 or fana'* can also be compared to the 
disappearing of the stars at sunrise,182 or to the situation of the candle 
before the sun: the light ofthe candle is still existent, but becomes invisible, 
since it is overwhelmed by the light of the sun which is, indeed, 
itsorigin.183  

Besides these common images which were more or less known to all 
mystical writers, Rumi has also applied agrammatical symbol to fana'*: in 
the sentence mata* Zeydun 'Zeyd has died' Zeyd is the subject, but not the 
actingsubjectthat is exactly what happens to the mystic in the experience of 
fana'*.184  

Words cannot explain this mystery; the only thing possible is that man after 
experiencing this wonderful annihilation ofhuman qualitieswhich is, 
however, not a substantial union!can become a translator of the Divine 
truth, since his wholebeing becomes transparent for those mysteries which 
are beyond limit and word.185  

Only rarely has Rumi attempted to describe the ecstatic state which the 
mystic may experience at times. We have hisstrange account of a vision in 
Fihi ma* fihi, without being able to solve completely the enigma hidden 
behind it.186 Themost illuminating poetical expression of a mystical vision 
is no doubt the wonderful story of Daquqi:187 the sevencandles which 
appear before him are transformed into human beings, and again into trees: 
here, the psychologist ofmystical experience would certainly find highly 
interesting material worthy of a detailed study. The rare occurrence oftrue 
visionary recitals in Jalaloddin's* work is all the more surprising since his 
father has described in his Ma`aref* some visions and raptures of 
extraordinary power.  

To be sure, the true state of rapture defies description. The mystics of the 
whole world have spoken about intoxication, love-union, or being drowned 
to symbolize at least partlythe experience they have undergone. And if we 
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believe the chronicles, Rumi himself had experienced ecstaticalraptures, 
was able to transgress time and space, or to be present in several places at 
once. 188 His lyrics overflow withverses in praise of the ineffable union, of 
this wine of love, with descriptions of his union with the beloved, 
althoughthey may be separated as far as Iraq from Khorassan. Numerous 
lines describe the cosmic consciousness of the loverwho feels that he is 
neither from the North nor from the South, neither from earth nor from 
heaven, neither Christian nor Jewor that he is everything and above 
everything. One of the truly poignant descriptions of ecstatical rapture is 
found nodoubt in a ghazal which R. A. Nicholson included in his selection:  
At morning-tide a moon appeared in the sky, 
And descended from the sky and gazed on me. 
Like a falcon which snatches a bird at the time of hunting, 
That moon snatched me up and coursed over the sky. 
When I looked at myself, I saw myself no more, 
Because in that moon my body became by grace even as soul. 
When I travelled in soul, I saw nought save the moon, 
Till the secret of the eternal Theophany was all revealed . . .189  

Here, the sudden flight of the soul in the claws of the moon-bird leads the 
mystic to the vision of the world as an oceanout of which the foam rises 
only to disappear again at the call of the abyss . . . all this thanks to the 
miraculous power ofShamsoddin.  

A second poem in which the reader can almost feel the rising intoxication 
uses the same imagery of the sea, describingthe slow arrival of the call of 
love which, then, in accelerating rhythm carries the lover towards the ocean 
until the boatof his body is shattered in the wave 'alast', the Divine address 
of the primordial covenant to which he finally returns'.  
Every moment the voice of Love is coming from left and right. 
We are bound for heaven: who has a mind to sight-seeing? 
We have been in heaven, we have been friends of the angels; 
Thither, sire, let us return, for that is our country . . .  
Came the billow of 'Am I not?' and wrecked the body's ship; 
When the ship wrecks it is the time of union's attainment;  
'Tis the time of union's attainment, 'tis the time of eternity'sbeauty, 'Tis the 
time of favour and largesse, 'tis the ocean of perfect purity. 
The billow of largesse hath appeared, the thunder of the sea hath arrived,  
The morn of blessedness hath dawned. Morn? No, 'tis the  light of God . . . 
190  

This poem speaks of kibriya*, 'Divine Grandeur' or, as Nicholson puts it. 
'majesty supreme'. This is one of Rumi'sfavourite expressions when 
describing the place to which he wants to return. There is no end of verses 
which allude tothis kibriya*the true lover who has left his self and no longer 
boasts of his personal existence, of his 'I' and 'We', isintoxicated by the wine 
of kibriya*;191 and the house of his heart, purified from every outward 
thing, will beilluminated by the light of kibriya*.192 Those who go two 



 253

steps forward from the dwelling-place of lust, can enter thesacred realm of 
kibriya*;193 for this Divine Castle kibriya* is destined only for those who 
have experiencedannihilation.194  

Kibriya* comes like waves;195 now it is comparable to the Phoenix whose 
shade conveys kingdom to man;196 then itcan be described as a banquet in 
which all the drums are broken from awe,197 or again as a police-master 
who cuts theneck of all quarrels which show that men are not yet of one 
heart.198 The two worlds are like a grain before the roosterwhose eyes have 
witnessed kibriya* . . .199  

It is difficult to say to what extent Rumi relies upon the hadith* qodsi 
according to which God declares:  

Kibriya* is my cloak, and Majesty (`azmat* is my undergarment.200  

In his poems kibriya* is the place of Divine Grandeur, a world beyond the 
18,000 worlds,201 or the rising place of thespiritual sun: Shams-e Tabriz 
rises from the East of kibriya* to illuminate the whole world.202 And 'we 
are alive from the light of kibriya*'.203  

The cannon kibriya* destroys everything in man and is thus almost equal 
with Divine love;204 and enamoured by thisDivine grandeur the lover 
knows nothing more about being and not-being, about religion and 
infidelity.205 Butsomeone who is still possessed by kibr, 'worldly pride' 
will certainly never reach this state.206  

In many cases where other mystical poets would have spoken of the eternal 
life in God, or of the Divine Essence,Mowlana * prefers the word 
kibriya*:207 the lover's soul must be coloured by kibriya* in order to bear 
the affliction which will come down upon him;208 and the poet, who has 
reached the last stage of union, may boast that his words are'mixed with 
kibriya*'.209 Kibriya* is for him the best symbol for God in His 
overwhelming radiant greatness and Hisdynamic and forceful actions; it is 
indeed a key word for the understanding of Rumi's mystical thought, 
reminiscent, inits many glorious aspects and by its very sound, of a 
triumphant chord in C-major.  

Closely connected with Rumi's ideas of the mystical path are those about 
the saints and about the mystical leaderswhich occupy a large portion of his 
poetry. One of the most famous ghazals attributed to himthough probably 
not hisownis the poem Mard-e khoda* mast buvad bi sharab*, 'The man of 
God is intoxicated without wine'.210 This poem,which describes so 
eloquently the state of the true saint, has been translated several times into 
Western languages, sinceit conveys a most impressive view of saintliness. 
This 'man of God' who is no longer bound to the four elements, andwho is 
an unlimited ocean which produces pearls out of itself without the help of 
secondary causes, is indeed a centraltopic of Rumi's poetry. To be sure, we 
will certainly not find a full-length discussion of the qualities of the saint in 
hispoetry; Rumi's description of the saint, the sheykh, the beloved, the pir, 
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the true Muslim or whatever he calls the idealman, are scattered throughout 
his work, mainly in the Mathnavi.  

Now and then Rumi speaks of miracles wrought by the saints. He does not 
doubt that everyone who has completelysurrendered his will into the Will of 
God is capable of performing miracles, for 'everything in the world obeys 
him whoobeys God'.211 Mowlana* illustrates this old Sufi saying with 
numerous stories: Kharraqani*, who can ride on a lionand use a snake as a 
whip, is the model of a saint who has perfectly mastered his base soul and is 
therefore master overall the lower animals in the world, who are bound to 
serve him just as his nafs has learned to serve him.212 The story ofIbrahim 
Adham, who miraculously produced golden needles out of the sea after one 
needle had been lost by a fellow traveller, 213 belongs to the large treasure 
of stories and legends inherited from earlier Sufi authors which serve 
toexplain Rumi's view-point with regard to God's unlimited creativity and 
the saint's acting as a kind of relay betweenGod and the creatures; these 
stories sometimes lead to unexpected conclusions.  

Mowlana* knows: the saints are 'the children of God';214 the Lord keeps 
them away from Himself for a while to testthem, as if they were orphans; 
but they are as close to Him as His own children. Rumi enumerates also the 
differenttypes of saints: those who pray constantly and 'tear and sew human 
conditions' by their prayer, and those who haveclosed their mouths from 
prayer, sitting in perfect peace and contentment, accepting the vicissitudes 
of fate as signs ofspecial grace.215  

From the early tenth century, the grades of saintship had been systematized 
by Sufi authors, and a whole hierarchy hadbeen constructed, culminating in 
the qotb*, the 'Pole' or 'Pivot', around whom everything revolves: Rumi 
describes thisPole in more detailed form, comparing him to reason; in 
relation to him, the ordinary people are like the limbs of thebody which are 
moved and set in action by reason;216 it is he around whom the skies 
revolve, the centre of the createduniverse, the Perfect Man. The only other 
category of saints which are mentioned by their technical name are 
theabdal*, the category of forty, or sometimes seven, high ranking saints 
who were particularly popular in Islam, as manyallusions to their names and 
their activities may be found in the lands of Islam. The abdal* are those 
whose breath givesspring;217 and Rumi explains their name 'substitute' by 
their being mobdal 'changed', so that their wine has turned,thanks to God's 
grace into ritually pure vinegar.218  
But the highest term he uses for the perfected mystic is qalandar: no 
created being can become a true qalandar, as he claims,219 and from his 
use of the word one may understand that he means by qalandar the 
veritable ma`shuq, the Beloved: that would be in harmony with 
Shamsoddin's qalandar-character and his role as ma`shuq.  
The transformation of the abdal*, and that means of all saints, is brought 
forth by interior change: the house of the heartwhich God has chosen as His 
dwelling-place, must be purified before He can descend there:  
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 have cleaned the house from good and evil,my house is filled with the Love 
of the One.Whatever I see in it other than God, that does not belong to me; 
it is a reflection. 220  

Only when man cleans his house completely from himself and from all 
things other than God, using the 'broom of la*, ''No"',221 can the Lord 
descend there; only when he purifies himself, renouncing all outward 
apparels, and comes poorand naked into the presence of the King will the 
bounteous Lord bestow upon him a robe prepared from the qualities 
ofholiness, a robe which is woven from the attributes of the King 
Himself,222 and will his homeland become the DivineGrace.223 Then, 
everything is changed: infidelity turns into faith, and the demons embrace 
Islam (according to theProphet's saying aslama sheytani*, 'my Satan has 
become Muslim'), since the measureless light leaves no room forotherness. 
Man, once more becomes the place of manifestation of Glory and is loved 
by God; once more the story ofcreation will become realized: the angels 
will prostrate themselves before him.224  

In this state, the sanctified person can be compared to the tree of Moses, the 
Burning Bush through which God revealedHimself in the form of fire, 
although it was in reality the Divine Light which was manifested.225 Man 
becomes like theniche and the candle, pure glass as described in the Light-
verse of the Koran (Sura 24/35): his body is the niche and hisheart, the glass 
filled with the primordial light, illuminates the world and the heavens so 
that all other small lights areannihilated and bewildered, like stars when the 
Morning-light, ad-doha* (Sura 93) appears.226 It is this light of the 
truefaithful which extinguishes the fire of Hell.227  

This transformation of man into light is one of Rumi's favourite themes. 
Reaching this state, the saint sees throughGod's light, or even through God 
Himself, who is the source of all light.  

This light enables the saintly person to see through things and beings, to 
perceive the innermost thoughts of men:228 theferasat*, cardiognosy, is 
one of the distinguishing features of the mystical leader.229 He is a lion, 
and the thoughts ofothers are like a forest which he can easily enter.230 He 
will be able to discern the Sun of Duration already in the atom,the all-
embracing ocean in the drop,231 existence in seeming non existence, 232 
and he discovers in the unpolished stone the wonderful figures which 
people see in the polishedmirror.233 That is why he can show the novice 
the path which leads him best towards self-realization andapproximation to 
God, calling the figures out of the stone 'heart'.  

Such sanctified people no longer need a special call and seclusion, or times 
of training and meditation: their cell is thesun itself, and they are never 
covered by night. Neither secondary causes nor infidelity are left in this 
radiant Divinesun.234 The saints have lost their earthly qualities.235 
Annihilated in the eternal richness of God, they can give withouthope of 
gain;236 for the saint is like the sky, scattering his light everywhere, but 
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also like the cloud which brings therain of mercy to the thirsty people.237  

The saints work without secondary causes, for having qualified themselves 
with the qualities of God, as the old Sufisaying required, they act through 
God:  

Thus was day and night the exertion of the Pirs 
that they rescued people from pain and corruption. 
They complete somebody's work and pass by, 
so that no one knows it but Godpraised be the 
Lovingkind, 
the Generous! 
Like Khizr* towards the sea, like Ilyas in dryness, 
Thus they prepare (help) for those who are gone astray.238 
 

Their actions are performed without movement, even without their own 
knowledge;239 they are comparable to theSeven Sleepers, who were drawn 
by God's grace into their wonderful state of perfect peace. Their perfection 
is such thatthey can even 'take the arrow back to the bow'.240 Insofar as the 
saints are unconscious instruments of God'sunintelligible will,241 one 
understands why they sometimes commit acts which look like sheer 
destruction but aremeant for the betterment of human conditions: in such 
cases, they are like Khizr*, the prototype of saintliness,242whose three 
outwardly destructive acts were described in the Koran (cf. Sura 18). Their 
behaviour can not be measuredby human standards; the obedience of the 
common people is the sin of the elite; the union of the masses is, for them, 
aveil, as Rumi says in a variation of a famous saying by Zu'n-Nun*.243  

The saints are beyond human conditions. They are always young, smiling, 
sweet; a hundred years and one hour are equal to them, since they have 
broken the ring of created time and participate in the Divine Eternal Now. 
244  

How should he be grieved, whose eyes are kissed by the Soul?245 Their 
whole life is praise of God, like that of thegarden which permanently 
proclaims laud and praise with the 'tongue without tongues'246 Like flowers 
they wait in thedark forest of this nightly world;247 like lions in the thicket 
they long to show the Divine glory; like roosters, theywatch the sun at night 
time to inform people of the true sunrise so that they can direct their 
morning-prayer to God.248But they are veiled from the ordinary people's 
eyes. God is jealous and does not allow anyone to see his beloved friends,as 
the hadith* qodsi says:  

My friends are under my domes, nobody knows them but I.249  

Only those who have eyes to see know that in the morning angels and holy 
spirits circumambulate their bed and talkwith them without human 
words.250  
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The saint par excellence is, for the Sufi, the master, whom he is bound to 
follow. Sohbat*, the company of a spiritualmaster or of pious and elevated 
friends, was always considered a must for man's spiritual welfare.251  

Whoever desires to sit with God most High, let him sit with the people of 
Sufism.252  

Just as the dog of the Seven Sleepers was purified by his keeping faithful 
company with these saintly persons until hebecame almost a human 
himself, thus people can derive spiritual nourishment from the company of 
the saints, andbecome purified by their purity. They kindle the spiritual 
spark in him until it becomes a veritable light, but this sparkwould die in the 
company of the ashes and become extinguished, to return to the dust out of 
which it was created. Manis called to use the dust of the feet of the true 
men, the men of God, as collyrium for his eyes; thus they will be curedfrom 
worldly blindness and become capable of accepting spiritual light.253 Man 
is protected from error if he follows asaintly person, and the novice is called 
to 'become a servant of the camel of the saint's body so that he may fit 
thecompany of Saleh's* spirit'.254 (Saleh* was the prophet who produced a 
she-camel out of a rock, Sura 7/70).  
It is worth noticing that the verses about the determining role of the 
mystical leader, the sheykh or pit, are almost exclusively contained in the 
Mathnavi; the earlier lyrics, abounding with love and intoxication, are much 
more a witnessof the prime importance of the free movement of love. 
Mowlana * himself had been prepared by his guideBorhanoddin* through 
all kinds of mortifications for the last experience, the meeting with 
Shamsoddinnothing more.Yet, he stresses the importance for man's progress 
of the guidance of a mystical guide in his later years. His owngrowing 
duties, when many people flocked around him and when the group of his 
adherents developed into a closely-knit unit, certainly contributed to this 
change in emphasis. The fact that Hosamoddin* Chalabi, the inspiring force 
in theMathnavi, was his disciple (though he figures as perfected saint) 
shifted the centre of gravity in his late poetry ofnecessity from passionate 
love to edifying charity. Hence the repeated praise of the master and the 
stress upon his rolein the orderly cosmos of the advancing Sufi.  
Whosoever goes on the path without a guide, 
for him a way of two days becomes a hundred years.255  
One cannot reach the Ka`ba without a proper guide, nor can an apprentice 
learn his art without being properly trained bya master.256 These 
comparisons show that it was mainly the technical side of the path which 
Rumi had in mind whenspeaking of the mystical master. A story told by 
Aflaki about a dervish whose zekr was lost since it was not properlyinspired 
by a sheykh illustrates this point quite well.257 But Rumi knew also that the 
last step depends exclusively uponGrace and Love.  
Mowlana* quotes, of course, the Prophetic tradition that the sheykh is like 
the prophet in his community,258 and that hewho has no sheykh will be 
guided by Satan. One has to find the pir-e rashad*, the master who guides 
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to the right path,and not rely upon the pir-e gardun, the 'old man of the sky', 
i.e. Fate. Therefore Mowlana* makes one of his heroes cry out:  
I seek a pir, I seek a pir, I seek a pir!259 Still, even for those who are aware 
of the high veneration of the pir as it had developed in the course of the 
centuries, it is surprising to hear Rumi say: 
 
Who is an infidel? He who neglects the faith in the sheykh. 
Who is dead? He without knowledge of the sheykh's soul. 260  
This verse is in a certain way reminiscent of the Shia doctrine of the 
necessity of knowing the Imam*.  
The morid, the disciple, is admonished to trust the sheykh, who is the 
prophet of his time, and not to fly but with thewings of the spiritual 
master.261 To quarrel with one's sheykh is utterly stupid;262 even the 
dimwit of a sheykh is not inferior to a stone and an idol: all are made by 
God as means of devotion meant for Himself.263  
The disciples are only vessels which preserve the light radiated by the 
pir.264 they are nourished by his spiritualmilk.265  
And since the sheykh works through God's spiritual light, he is like a mirror 
placed in front of the novice to teach himright behaviour and to make him 
acquainted with spiritual truth, just as man puts a mirror before a parrot to 
teach him totalk.266 The image of the mirror for the saint lost in the 
beloved is common in Sufism; it means that his whole spiritualstate reflects 
the Divine Light, thus informing human beings of its glory. As Rumi sings:  
I am a mirror, I am a mirror, I am not a man of talking 
My state becomes visible when your ear becomes an eye.267  
Vision of the Divine Light, that is what the disciple can gain from the 
radiance of the master. In this quality, the mastercan be called the great 
elixir and alchemy which converts base material, i.e. the nafs, into gold;268 
his very shade killsthe lower soul of those who approach him. Those who 
have reached this stage are no longer physicians who cure thesick with food 
and medicaments, but physicians of the soul who heal by means of acts 
inspired by the Divine Light,269through God's power; for their hands are 
'under the hand of God'.270 And Rumi sums up his thoughts on saintship 
withthe line:  
O you who have considered the friends of God to be separated of God:  
How would it be, if you would have a good opinion about the saints?271  

 And who brings forth the living from the dead and the dead from the living . . .  

 
The Story of the Chickpeas   
Man's spiritual way from childish ignorance through periods of learning, 
fermentation, and suffering towards the goal ofbecoming a yeritable 'man of 
God' is only part of the great movement in which everything created 
participates. ForRumi's central motif is the idea of Stirb und werde, the 
permanent interplay of fana' *, 'annihilation', and baqa'*, 'eternal life' in 
God. The whole creation follows the law of dialectical movement. Yet, this 
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movement is not only the necessaryco-operation of positive and negative 
forces, of the alternation of day and night, summer and winter, the attraction 
ofmale and female, of yang and yin, it is, at the same time, an uprising 
movement which continues not only throughout thelife of sensual 
experience, but also in the otherworld: death is brought forth from life, life 
from death, as the Koranrepeatedly attests (cf. Sura 3/27). Only in the 
fathomless depth of the Divine Essence movement and rest, not-being 
andBeing, becoming and annihilation, is one and the same.  

This constant tension between negation and affirmation, of being naughted 
and being quickened, was symbolized bymany Sufis, and thus by Rumi, in 
the words of the profession of faith. The formula la* ilaha* illa* Allah* 
'There is no deity but God' offered itself to the poets and mystics as the best, 
indeed a Divine, symbol for expressing their spiritualjourney. The la* 
points to the negation of everything besides God, including man's own 
wishes and ambitions, his ownself; it is a fiery word which indeed 'burns the 
two worlds'.1 The poet therefore calls man to dig out his heart and castthe 
net of the heart into the ocean of la*.2  

As Sana'i* already stated, la* is a broom3 (its calligraphic form lends itself 
to this comparison):  

Clean this house from yourself, see that imperial beauty, go, take the broom 
No, for the No is good for sweeping the house.4  

By negating one's own base qualities, by sweeping away everything besides 
God, all dust of worldliness, one willeventually find the majestic lustre that 
fills the clean house of  the heart, which is then worthy to receive the 
highest guest, or to reflect, like a polished mirror, the Divine Light.  

Rumi may also speak of the torrent 'la *' which carries away joy and pain, 
gain and loss, fear and hope, body and soul.5  

But this sweeping and cleaning is only the preparatory stage:  

Who knows God (ilah*)? Someone who is saved from the la*. 
And who goes from the la*, say? The lover who has experienced affliction, 
(bala*).6 
 

Love is the power which annihilates everything in the world.  

This is expressed in rather strong language in the story of the Queen of 
Sheba  

Gardens and castles and the water of the river 
became before the eye like an ash-house through love, 
Love in the moment of overpowering and anger makes lovely things 
hideous for the eye. 
The jealousy of love makes every emerald look like a leek: that is the inner 
meaning of la*.7 
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The very moment man is captured by Divine love, he sees nothing but God, 
everything is negated, cut off, swept away;only the Belovedilia* 
Allah*remains. Then, the lover will 'cut the head of the la*, and reach the 
illa*',8 or will ask the beloved to consider him to be a la* and to transform 
him into an illa*,9 i.e. to see him as nothing and bring him to trueexistence 
in and through God. Later poets would explain this expression in more 
detail: the lover, being la*, becomes an illa* when the beloved puts his slim 
slender stature, which resembles the letter alef, before him . . .  

Rumi praises Shamsoddin by saying:  

Whoever found help from your hand, 
became an illa'i* (a positive affirmant of God) without the vestige of la*;10 
 

but in another verse he calls himself 'intoxicated by negation, not by 
positive affirmation',11 which shows, once again,his inconsistency in the 
use of images, which change according to his spiritual stage.  

To express this upward movement leading from the la* to the illa*, Rumi 
has invented ever new images. One of thestories typical of his dealing with 
philosophical and theological problems in everyday words is that of the 
chickpeas.12As we have seen, he was fond of kitchen-imagery. The lowly 
vegetable can serve as a symbol of what Mowlana * found to bethe deepest 
truth of life, and he writes the story:  

Comparison of the fleeing and the impatience of the true believer in the 
time of affliction to the agitation andrestlessness of chickpeas and other pot-
herbs when boiling in the pot, and to their running upwards in order tojump 
out.  

The chickpeas, put into a kettle with boiling water, feeling uncomfortable in 
the heat try to jump out of the water. Butthe poet tells them that they have 
grown under the rain and water of Divine grace, therefore they have to 
suffer for awhile in the fire of Divine wrath. Did not God say: 'My grace 
precedes my wrath?' (this well-known hadith* qodsi,according to which 
God's mercy has precedence over His wrath, is here interpreted in quite a 
daring way in a temporalsense).13 The housewife compares herself to 
Abraham and the chickpeas to Ishmael, who has to surrender to 
thesacrificial knife, for 'the pre-eternal goal is your surrender'. This being 
cooked and eaten is, indeed, the only way for thepea to reach a higher level 
of development.  

If thou has been parted from the garden of water and earth, (yet) thou hast 
become food in the mouth and hast entered into the living. Become 
nutriment and strength and thoughts! (Formerly) thou  weft milk; (now) be 
a lion in the jungles! By God, thou grewest from His attributes in the 
beginning:   
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go back nimbly and fleetly into His attributes.  
Thou camest from the cloud and the sun and the sky; then 
didst thou become (diverse*) attributes and ascend to heaven. 
Thou camest in the form of rain and heat: thou wilt go into 
the goodly attributes. 
Thou wert a part of the sun and the cloud and the stars: thou 
becamest soul and action and speech and thought. 
 

Thus, the pot-herbs are consoled in their suffering; for they have to learn 
that suffering and grief is absolutely necessaryfor spiritual growth. This is a 
topic common to all Sufis and mystical poets; but no one has invented a 
more poignantexample than Rumi: the porters in the streetsand which 
visitor to the Middle East does not remember their shouting?fight with each 
other as to who can carry the heaviest burden; for they know that the 
heavier the load, the higher will be the price they get; since they see gain in 
this pain, they try to snatch away the burden from each other. 14Man should 
act like them, for he should know that the spiritual reward will be in exact 
relation to the grief and afflictionhe patiently, nay willingly, bears. 
Prophetic traditions were adduced to prove that the prophets are the most 
afflicted ofmen, then the saints, then the pious, and so on;15 for 'Affliction 
is to saintliness as fire is to gold', a means ofpurification.16  

Grief cleans the house of the heart, and shakes off the yellow leaves from 
the branch of the heart, so that new green leaves can sprout, and it digs out 
old crooked roots to make room for a new one.17  

Certainly, man will cry for a while in his grief, but does not the weeping of 
the cloud bring new greenery to themeadows and fields?18 Does not the 
candle which weeps in melting become more radiant?19 Did not God say 
'Weepmuch!' so that the dried-up garden of the heart be filled with fruit?20 
So long as the child does not cry, his mother's milkwill not flow to nourish 
it.21 Tears shed in grief and affliction are as precious as the blood of the 
martyrs.22  

Grief for God's sake is like a garden in which the sugar of happiness will 
eventually grow, provided man embraces griefwith love and regards it as a 
good and trustworthy friend.23 For only through grief and pain does man 
turn towardsGod, whom he tends to forget during the day of happiness.  

It is by means of affliction and suffering that man can mature, when he sees 
that all friends leave him, and he is left toGod alone.24 How could cider 
develop into tasty wine unless it ferment for a while?25 And raw hide has to 
undergo thepainful process of tanning before it becomes lovely ta'efi* 
leather.26 The ordinary stone matures during long periods ofsuffering into a 
ruby, and the oyster laughs when it is broken . . .27  

To be broken, is the prerequisite for new life: the nutshell has to be broken 
in order to find the kernel, for 'the kernel andthe precious oil call silently for 
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release'.28 And once the vessel of human existence is broken, the wave of 
Mercy canembrace everything.29 The Sufis and among them Rural, relied 
upon God's promise: 'I am with those whose hearts arebroken for My sake'. 
30 Therefore he tells his listeners with ever new variations about the 
necessity of breaking:  

Wherever there is a ruin, there is hope for a treasure: 

Why do you not seek the treasure of God in the devastated  heart?31  

The house has to be destroyed so that one may find the treasure hidden 
beneath, a treasure which is worth many, manyhouses;32 the tree casts off 
its leaves in fall, practising spiritual poverty (bi bargi) and only thus it can 
open new andmore beautiful blossom in spring.33 Likewise the field has to 
be ploughed so that the seed can be sown which in turnwill develop into 
corn, which will be crushed in the mill and made into bread, which will be 
destroyed by human teeth,until it becomes united with man and becomes 
soul.34 Does not the tailor cut precious silk into pieces so that he 
mayproduce a lovely dress?35  

Temporal destruction involves higher development: man destroys his base 
qualities in order to qualify himself withDivine attributes, or else he 
surrenders his own will to become invested with participation in the Divine 
will, and themore he gives up, the higher the reward, the deeper the 
annihilation, the more the gain.36  

The Prophetic tradition mutu qabla an tamutu 'Die before ye die' is the focal 
point in Rumi's mysticism:  

The one whose neck the Beloved cuts, will become long-necked; 

The one whose harvest He bums, will gain a rich harvest.37  

The candle shines better when its wick is cut,38 and thus, death on the 
spiritual level and resurrection in spirit bringsman, once for all into the 
Divine presence without the pangs or horrors of the general resurrection. 
Man is called tobecome winter so that he may see the coming of spring.39 
Out of apparent nothingness, creation appears: to be nothing,is the condition 
for God's new creative work. For God brings forth life from death, and 
spiritual death is like a bridgeover which the caravan of souls passes, and is 
the goal of the wayfarer: a bridge towards higher stations.40  

For nothing can return to its previous state, no mirror can become iron 
again, no bread again corn.41 The movement, caused by dying through 
love, involves resurrection on a higher plane. In Rumi's lyrics we find 
wonderful descriptionsof the state of man, who, after leaving this world, 
will experience true union and endless meeting with the Beloved. 42  

Therefore, why should man fear death? If he was wicked, his badness is 
finished all the earlier, and if he was good, hewill reach home sooner.43 
Death is like breaking free of the prison of the body, out of the dark well of 
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this world into alovely garden, breaking the fetters of the material world.44 
The sensual light diminishes, and only the light of the soulradiates and leads 
him forwards.45 The human being, who was like a beggar in the prison of 
grief, now reaches hisroyal castle.46 The falcon returns to his lord, the 
nightingale to the rose-garden, and therefore the true faithful dies witha 
smile, like roses.47 He knows: 'I was sugarcane, now I have become sugar . 
. .'48  

Rumi dreams of the moment when the Beloved will pour death into a cup so 
that he can kiss the cup and die ofintoxication,49 and addresses his friends 
and disciples in enthusiastic repetitions: 'Die . . . die . . .!'50 In one of his 
lastghazals, composed shortly before his death, he consoles them with the 
lines:  

Did ever a grain fall into the earth, that did not unfold beautifully? 

Do you think that the seed which is man would behave differently?51  

In long chains of comparisons he tells them of the constant upward 
movement which lies beyond life and transgressesdeath: did not Alexander 
see the water of life in the darkest valley?52 Life is a journey, the caravan 
of souls moves fromone station to the other and has to overcome danger and 
fear, has to climb steep hills and to cross dark vales to reach theKa`ba of the 
Beloved. Whatever seems lost on the path, will be found when the goal is 
reached. It is the journey towardsNowhere,53 a journey into the country of 
inward meaning,54 without rest, a journey by which the veils which still 
hidethe heart are removed, the meeting-place of man and God.  

Rumi sees, in accordance with the Sufi terminology, the whole spiritual life 
as a path, or a ladder; and the same holdstrue for life in general. There is no 
rest at any one of the stations:  
 

Our cry is like the bell in the caravan,or like the thunder's voice when the 
clouds are wandering:Oh traveller, do not bind thy heart to any station, that 
you may not become sleepy at the time of attraction! 55  

The call, ar-rahil*, 'Start the journey!' is often heard in his poetry;56 many 
are called to leave home and family and toset out on the spiritual journey. 
Only travelling brings everything to perfection; the lean crescent moon 
grows into amajestic being during his journey, and the sun appears more 
radiant in the morning after her journey at night.57 Rainbecomes 
transformed into pearls when entering the ocean, and the Prophet's hegira 
indicates the importance of leavingone's home and gaining a new kingdom 
on a higher level before returning home again. Matured in separation, 
thetraveller returns home,58 and the lover who has burnt himself in the 
flame of suffering, comes back and sees only hiswaiting friend, no longer 
himself, so that he is lovingly accepted into the house. Thus, every moment 
of human life is astep along the upwards journey which culminates in 
deathspiritual or corporealand then resurrection. The more manproceeds on 
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this path, the deeper his longing to come closer to the mysterious abyss, the 
higher his ambition to soar tothe summit of Mountain Qaf*.  

That holds true not only for the development of the individual seeker during 
the course of his life but for nature ingeneral. It seems, that Rumi became 
more theoretically interested during the mid-sixties of the thirteenth century 
in theproblem of the constant upward development of everything created, a 
development which starts in the lowest zones andfinally ends in the 'journey 
in God'. During those years he tried to express this idea, which had been 
elaborated bySana'i* and `Attar* in philosophically tinged verses. Sana'i* 
described the way of the soul through different stages in hissmall didactic 
mathnavi, Seyr al-`ebad* ila'l-ma`ad*. The feeling that one soul-principle 
permeates everything createdand slowly rises upwards, after having become 
exiled in the lowest degrees of creation, is common with `Attar* as 
well.Both these predecessors of Rumi have spoken more than once of the 
slow upward development of the world: thousandsof flowers have to be 
annihilated until a single rose can appear, millions of human souls have to 
be born and again to dieuntil one day the highest manifestation of humanity, 
the Prophet, can appear. 59 The whole creation consists of a risinggamut of 
existences which culminates in mankind, and mankind, again, finds its 
highest expression in the Perfect Man,as later Sufis would call him, in the 
Prophet, or in the saint who has reached eternal life in God.  

`Attar* perceived this upward movement also under the symbol of the 
musk-deer which eats grass and transforms it intoprecious musk: lower 
existences 'must be eaten'.60 Rumi follows him in describing this 
movement, partly, with theimage of eating and being eaten. Indeed, he even 
put the heading of one chapter in the Mathnavi as:  

Everything outside God is eating and eaten.61  

Birds eat worms and are, in turn, devoured by cats.62 This leads us back to 
the example of the chickpeas. Rumi sees thesame truth also in the fate of 
corn, which is thrashed, baked, chewed, and thus transformed into power 
and sperm, whichwill become spiritual potencies.63 In a fine pun, he speaks 
of the drop of sperm, mani, which has to give up its ego,mani, in order to 
become a cypress-like stature and lovely cheek.64 Likewise, animals must 
be slaughtered to serve manas nourishment and become part of his higher 
existence:65  

To be broken is necessary for the unripe water-melon of the body which 
only then can be eaten.66  

The Mathnavi, mainly in Books III to VI, contains many elaborations of this 
topic; in the Divan some allusions to the movement can also be detected, 
which were then taken up by Soltan* Valad in his poetry.67 Rumi thus 
sings in soft,swinging rhythms:  

You have been in the station of dust, you have made a hidden journey: 
When you have reached the state of Adam, be careful lest you establish 
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yourself there; 
You continue the journey, and you travel up to heaven, and you move bit by 
bit so that God may give you freedom.68  
This is exactly the same idea which was expressed in the Mathnavi not long 
before Rumi invented the story of thechickpeas, namely the famous lines:  
 

I died as mineral and became a plant,I died as plant and rose to animal,I 
died as animal and I was Man.  
Why should I fear? When was I less by dying?Yet once more I shall die as 
Man, to soar With angels blest; but even from angelhoodI must pass on: all 
except God doth perish.When I have sacrificed my angel-soul,I shall 
become what no mind e'r conceived.  
O let me not exist! For Non-existence 
Proclaims in organ tones 'To Him we shall return'. 69  
This poem was first translated into German by Friedrich Rückert, but he left 
out the last, decisive line, which speaks ofthe return into `adam, the positive 
Not-Being, the abyss of the Deus absconditus. Not too long after writing the 
justquoted lines, Rumi has taken up this very motif, though in different and 
more diffuse imagery:70  
First he came into the clime of inorganic things, and from the state of 
inorganic things he passed into thevegetable state.(Many) years he lived in 
the vegetable state and did not rememberthe inorganic state because of the 
opposition (between them)And when he passed from the vegetable into the 
animal state, the vegetable state was not remembered by himat all, Save 
only for the inclination which he has towards that (state) especially in the 
season of spring and sweetherbs Like the inclinations of babes towards their 
mothers: It does not know the secret of its desire for being suckled;Or like 
the excessive inclination of every novice towards the noble spiritual Elder, 
whose fortune is young.The particular intelligence of this disciple is derived 
from that Universal Intelligence: the motion of thisshadow is derived from 
that Rose-bough . . .  
Yet, the story then takes a different turn and explains the world as a dream 
out of which man awakes in the morning-light of eternity:  
Thus did he advance from clime to clime, till he has now become 
intelligent, wise and mighty. 
He hath no remembrance of his former intelligences; from this (human) 
intelligence also there is a migration to be made by him, 
That he may escape from this intelligence full of greed and self seeking and 
may behold a hundred thousand intelligences most marvellous, 
 
Though he fell asleep and became oblivious of the past, how should they 
leave him in that self-forgetfulness? 
From that sleep they will bring him back again to wakefulness; that he may 
mock at his present state, 
Saying 'What was that sorrow I was suffering in my sleep?' . . .  
This ending hints to another Prophetic tradition in which Mohammad * 
claims that 'Men are asleep, and when they die,they awake'.71 R. A. 
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Nicholson, discussing Rumi's poem 'I died as mineral' in detail in his 
commentary, has seen here apurely neo-Platonic doctrine: the Universal 
Soul working through the various spheres of being, a doctrine 
introducedinto Islam by al-Farabi* (d. 950) and being related, at the same 
time, to Ibn Sina's* ideas about love as the magneticallyworking power by 
which life is driven into an upwards trend.72  
This interpretation is possible; but other interpretations of these lines have 
been offered by almost everybody who hasstudied Rumi. It seems that in 
the Islamic world Mowlana* Shibli No`mani*, the great Indian Muslim 
scholar (d. 1914)was to first to stress the importance of the idea of 
development in the sense of evolution in these verses which he discusses at 
the very end of his Urdu biography of Rumi, issued in 1902. These lines 
seem to prove to the orthodox, butmodern-minded Muslim that Darwin's 
theory of evolution was known to the Muslims as early as the thirteenth 
century:one more proof of the priority of Muslim thinkers over the 
Europeans, who had discovered this theory only recently.  

In the year 1913, Friedrich Rosen, when writing his introduction to his 
father's German verse translation of the first twobooks of the Mathnavi 
(composed in 1849) remarked:  

We seem to hear here Darwin or Haeckel, but it is in reality Aristotle who is 
the predecessor of development theories.73  

Shibli's words about the 'development of the species' have been adopted by 
quite a number of Indo-Pakistani scholars:Khalifa Abdul Hakim in his 
booklet, The Metaphysics of Rumi, has traced back the theory of evolution 
to the Ikhvan* as-safa'* which 'made them predecessors of Darwin and 
Spencer'.74 He, like Muhammad Iqbal, considers thephilosopher Ibn 
Miskaweyh (d. 1034) to be the true father of evolutionary theories. For 
Khalifa Abdul Hakim life is a product of the Will to Life: always 
disappointed with the present state, life creates new wishes which have to 
be fulfilled.  

Life is a striving towards the First Beloved, to Eternal Beauty. That is 
certainly true, but the Pakistani scholar neglectsthe significant last line, the 
return to `adam, which is higher than Beauty and Majesty. According to 
Hakim, the idea ofprogressive immortality is 'absolutely original' with 
Rumi.  
I dare doubt this statement; it is a good Sufi idea, mentioned by Sana'i and 
`Attar *; al-Ghazzali's* chapter on 'Longingand Love' in the Ihya* `olum 
ad-din points to the same goal. It seems more interesting that this very idea 
was, oncemore, brought to life at approximately the same time in East and 
Westby Muhammad Iqbal as a Muslim thinker whorelied upon Rumi, and 
by the German philosopher Rudolf Pannwitz, a follower and critic of 
Nietzsche.75  
The Pakistani writer and diplomat Afzal Iqbal has discussed the problem 
posed by the lines 'I died as mineral' as well.He quotes from Hakim the 
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following passage which contains a useful approach to the problem:  
That a mystic should have shown the way to the scientists and the 
philosophers is one of the rarest phenomena in the history of thought. But 
the mystic neither begins with naturalism nor ends. with it. His matter to 
start with, is not the matter of the materialist or the Darwinist. It was from 
the beginning only the outer form of the spirit, it consists rather of the 
monads of Leibniz than the atoms of Democritus. Then again Darwin ends 
with man but Rumi does not stop there. Nor do the mystic and scientist 
agree about the forces that lead to this evolution. Darwin's doctrine consists 
of struggle for existence, chance variation and natural selection. With Rumi 
there is no development by chance variations. For him development consists 
in the creation of an ever increasing need for expansion and by assimilation 
into a higher organism.76  
Afzal Iqbal's own interpretation, however, denies an evolution with a 
destined goal: evolution must give man the freepossibility of choosing the 
direction of his own development. This idea is, however, contradictory to 
Rumi and hispredecessors in Sufism: what would be the meaning of 
evolution if it could take any form: It would end up in a cancer-like 
multiplication of dangerous and eventually fatal overdevelopments. For 
Rumi, the development in a Divinelyordered and hence meaningful 
direction with its final station in the abyss of Divine Love was 
unquestionable. 
Khalifa Abdul Hakim has taken up the verses in question once more in an 
Urdu booklet (1955); but here, he stressesmore the possible pantheistic 
interpretation of Rumi's 'stone-to-angel'verses; human existence is nothing 
but God'sexistence. After being separated from God, man has to pass 
through all the stages of being until he reaches once morethe only source 
and only reality, God. 77  
This was formerly the generally accepted interpretation of these verses. 
Muhammad Iqbal in his thesis of 1907, hadmade some statements 
pertaining to this explanation:78 he develops the idea from the parable of 
sleep, e.g. out ofMathnavi IV 3637 ff. and sees everything besides God only 
as dream, shade, phantasy, out of which the soul returnsinto the Only Real. 
In his later work, howeverand I would surmise that this happened under 
Shibli's influencethe samepoet-philosopher has regarded these very verses 
as a most poignant expression of man's permanent striving 
towardsperfection so that he could build them into his own dynamic world-
concept.79  
As for the Turkish scholar Abdulbaki Gólpmarh. he sees in our verses an 
allusion to creation's being renewed everymoment, and he stresses the acts 
of constant 'eating and being eaten', the struggle for survival as an element 
necessary tothe development of higher strata of life.80  
All these interpretations are possible, and perhaps intended by the variable 
applications of very similar words; but theyseem to neglect two aspects of 
the story of the chickpeas, which stands here as a model for the whole 
complex of ideas.Rumi himself clearly thinks of this upwards movement as 
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something taught by the Koran: the Lord can transfer a horsefrom the stable 
into his private pen, and there look after it better, if he finds it worthy;81 
and thus, the true miracle isthat God should bring man from a lowly estate 
to a higher one, just as he developed a lovely human being out of a 
meandrop of sperm.82 Rumi was certainly acquainted with the verses of 
Sana'i* and `Attar* about the journey of the soul,and may have known the 
relevant philosophical doctrines as well. But his main interest lay in the 
spiritual interpretationof this act of development as he could see it every 
day in eating and growing in the persons surrounding him. The storyof the 
poor chickpeas should be read in this context, all the more as the poet all of 
a sudden introduces Hallaj's * verses: 'Kill me, omy trustworthy friends . . .', 
words which he always used when speaking of spiritual death and spiritual 
resurrection. Itis not a cold magnetic force which produces the attraction 
and the upward movement in creation, but the free grace ofGod's creative 
love which enables the lower potencies to grow to higher levels, provided 
they follow the law of lovewhich is, to sacrifice their small egos for the sake 
of something higher, i.e. finally, for the Beloved.83  

Only love produces this change: otherwise how would minerals be naughted 
in plants? . . .84 

Love makes dead bread into soul,  

Love makes the soul which was perishable, eternal.85  

This love, dumb and unconscious on the lover levels of existence, becomes 
visible in man, who can through itsfulfilment in willing sacrifice experience 
what Goethe has called, in his interpretation of Hallaj's* story of Moth 
andCandle, the Stirb und werde.  

<><><><><><><><><><><><>  

He loves them, and they love Him  

The Idea of Love in Rumis Work  
Rumi's poetry has been produced under the spell of Divine Love  

Save love, save love, we have no other work!1  

This love, the veritable astrolabe of God's secrets, was kindled by his 
meeting with Shams, but differs from theexperiences of those mystics who 
saw the Divine Beauty reflected in beautiful youths. His experience of 
love,separation, and spiritual union was dynamic; it overwhelmed him and 
burned him. Therefore, his words about love,which form the warp of his 
poetry from the first to the last page, are colourful and fiery.  

He knows, like his predecessors in the path of mystical love, that earthly 
love is but a preparation for heavenly love. It isa step towards perfection: 
people give their little girls dolls to teach them their duties as future mothers 
and their boys wooden swords to get them accustomed to fighting; 2 
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likewise,man's heart can be educated through human love to perfect 
obedience and surrender to the friend's will. The happinessof such love, 
however, will soon vanish; real love should, therefore, be directed towards 
Him who does not die. This Divine love may start with a sudden rapture or 
take the form of a slow spiritual development: when the hook of lovefalls 
into a man's throat God most High draws him gradually so that the bad 
faculties and blood which are in him maygo out of him little by little.3  

Eventually, the lover is totally immersed in the ocean of Divine love and 
those people who are still lettered by hope andfear or think of 
recompensation for good and punishment for evil deeds, will never 
understand him.4  
Love is a quality innate in everything created:  
Every animal knows what love is, wolf and rooster and lion; 
He who is blind to love, is lower than a dog.5  
All the particles of the world are loving, 
Every part of the world is intoxicated by meeting.6  
This basic truth is explained once more in a letter of Mowlana's*:  

In the eighteen thousand worlds, everything loves something, is in love with 
something. The height of each lover is determined by the height of his 
beloved. Whose beloved is more tender and more lovely, his eminence is 
also higher . . .7  

But true love is, at the same time, the prerogative of man. He alone can 
express it and live through it in all its stages.Rumi, although sometimes 
using language influenced by the discussions of Avicenna and the 
theoreticians of Sufismconcerning the nature of love, knows that this 
experience, as produced by Divine power, cannot be described in 
humanwords. He begins his Mathnavi with a praise of this love:  

How much I may explain and describe love, 

When I reach love, I become ashamed.  

Although the commentary by the tongue is illuminating, love without 
tongues is more radiant.8  

More than a decade later, he still sings:  
Love cannot be described; it is even greater than a hundred resurrections, for 
the resurrection is a limit, whereas love is limitless. 
Love has five hundred wings, each of which reaches from the Divine 
Throne to the lowest earth . . . 9  

Once man has reached the limits of love in this life, his journey continues in 
the Life Divine, in which he is faced withever new abysses of love which 
induce him into deeper longing. Love and longing are mutually 
interdependent; lovegrows stronger the more the Divine Beauty unfolds in 
eternity, in ever new forms.  
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Ever more shall I desire 
than time's bounded needs require. 
Ever as more flowers I pluck 
Blossoms new gay spring's attire. 
And when through the heavens I sweep 
Rolling spheres will flash new fire. 
Perfect Beauty only can 
True eternal love inspire.10 
 

Mowlana* Jalaloddin* sees the power of love everywhere:  

Love is like an ocean on which the skies are only foam, 
agitated like Zoleykha in her love for Joseph, 
and the turning of the skies is the result of the wave of love: 
if love were not there, the world would be frozen.11 
 

One may explain these lines, and also many similar verses found in Rumi's 
work, as an expression of the almostmagnetic force of love which attracts 
everything, sets it in action, and eventually brings it back to its origin. But 
Rumi'sview is closer to the notion of love as 'the essential Desire' of God as 
defined first in Sufism by Hallaj*, who wasoverwhelmed by the dynamic 
essence of God which caused the Creator to say: 'I was a hidden treasure, 
and I wanted tobe known . . .'  

Rumi emphasizes this dynamic character of love again and again in ever 
new images:  

Love makes the ocean boil like a kettle, and makes the mountains like 
sand.12  

It is the only positive force in the world:  

The sky revolves for the sake of the lover, and for the sake 
of  love is the dome turning, 
not for the sake of baker and blacksmith, not for the sake of  
superintendent and pharmatician.13 
 

Love is the physician of all illnesses, Plato and Galen in one, and the cause 
and goal of existence: 

If this heaven were not a lover, its breast would have no purity, 
and if the sun were not a lover, in its beauty were no light, 
and if earth and mountain were not lovers, grass would not 
grow out of their breasts. 14 
 

As the sun changes doleful shades and destitute darkness into colourful 
beauty, love is the great alchemy whichtransforms life: 'love means to fall in 
a goldmine'.15  
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From love bitternesses become sweet, from love copper becomes gold, 
from love the dregs become pure, from love the pains become  
medicine, from love the dead become alive, from love the king is made a  
slave,16 as Rumi says in his great hymn in honour of love's power. Much 
later, he continues in the same strain:  

Loves makes the dead bread into soul, and makes the soul which was 
perishable eternal17 a verse which must be seen in connection with his 
thoughts on the constant upward development which traverses thewhole 
gamut of existence from minerals to man and angel.  

The same idea underlies an oft-quoted passage written towards the end of 
Mowlana's* life:  

When the demon becomes a lover, he carries away the ball, he becomes a 
Gabriel, and his demon-qualities die. 'My Satan has become a Muslim' 
becomes here conspicuous, Yazid became, thanks to his bounty, a 
Bayazid.*18 

That means the base faculties of man, the nafs, seen here in accordance with 
the Prophetic tradition in the old Arabicimage of the demon, can be fully 
conquered and educated only by love, not by loveless austerities and sheer 
asceticism.Eventually, man will be blessed with the Prophet's own 
experience: his demonic qualities become sanctified and servehim only in 
the way towards God. The stronger the 'demon' was previously, the higher 
will his rank be in the angelicworld, once he has given himself to the power 
of love; even an accursed sinner like Yazid could, by such an alchemy,be 
transformed into a Bayazid-like* saint. Such an annihilation by love of the 
nafs, the personal representative of all evilof 'the world', as well as of 
independent, separate existence, can be seen in Koranic terms:  

Love is Moses who slays the Pharaoh of existence by means of his 
miraculous rod . . . 19 and it is the police-officer who helps the soul to break 
down the door of the prison of the world.20 
 

Love, which destroys the borders of separation, is the truly uniting force: it 
gives union to hundreds of thousands ofatoms;21 their faces which are at 
present directed towards various, and often conflicting, directions and to 
egotisticgoals, are turned by love towards the One Eternal Sun. There, they 
will be united in the whirling, mystical dance and,lost to themselves, live in 
a higher unity, no longer distinct as rose and thorn, or as Turk and Hindu. 
For the religion oflove knows no difference between the seventy-two 
sects:22 it is different from all religions.23  

But how to explain this love? Even examples and parables cannot help: did 
not Somnun the Lover say in early tenthcentury Baghdad:  

One can explain something only by a means subtler than itself. Now, there 
is nothing subtler than love; how, then, can it be explained?24  
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The qal*, 'word' conveys only a weak shade of this experience; what is 
required, is hal*, 'mystical state'. Love may beunderstood by the lover's 
behaviour when his pulse, beating irregularly, tells the secret of his 
illness,25 and Rumireplies to his inquiring friends:  

Some asked: 'What is the state of a lover?'  

I said: 'Don't ask these meanings! 

The moment you become like me, you will see it, 

The moment He calls you, you will call!'26  

Love defies any intellectual task of explanation. Intellect is indeed 'like the 
donkey that carries books' (Sura 62/5), as themystics, and among them 
Rumi have often repeated with the Koranic expression. It is a lame donkey, 
not comparable tothe winged Boraq*, which carried Mobammad* into the 
divine Presence. 'Has anybody ever seen a lame Boraq*?' asksthe poet.27 
For:  

Love is ascension towards the roof of the Soltan* of Beauty.28  

The contrast of love and discursive reason was always a favourite subject of 
the mystics. Rumi, too, never tires ofrepeating the needlessness of not only 
reasoning, 29 but also of scholastic theology where love is concerned. Love 
fliestowards heaven, but reason is required to learn science and correct 
behaviour.30  

The poet introduces a charming discussion between love and reason into his 
lyrics:  

Reason says: 'The six directions are the limit, there is no  way 
out!' 
Love says: 'There is a way, and I have gone it several times!' 
Reason saw a bazaar and began to commerce, 
Love has seen other markets beyond this market . . .31 
 

And he teaches: 'Sacrifice intellect in love for the Friend!'32 Intellect must 
become lean, when love becomes fat.33 Or he sees intellect as a thief which 
must be hanged when love becomes the ruler of the country.34  

Far be the intellectuals from the lovers, 
Far be the smell of the ash-house from the morning-breeze!35 
 

It is typical that the verse:  

Abu Hanifa* did not give lessons in love, Shafe`i* has no  
traditions about it, was attributed to Mowlana*.36 although it is in fact 
Sana'i's* invention.37 Rumi alludes to it in the Mathnavi,38 and describes 
the 'school of love which is closed to jurists, physicians, and astrologers',39 
a school in which one learns the`elm-e ladoni, immediate Divine knowledge 
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without madrasa and paper,40 a school made of fire in which the pupil 
hasto sit and to mature.41  

Intellect is not bad in itself; it is a stick which may help the blind to find his 
way in the darkness, for what would a blindman do with a candle? Such is 
he who has not seen the friend's beauty and takes intellect as his prayer-
direction.42 Orelse reason may be compared to the moth, the Beloved to the 
candle.43  

Just as the child cannot understand the acts of intellect, thus intellectuals are 
incapable of understanding love.44 Thenumerous allusions to Majnun, 
completely beside himself in his passionate love for Leyla, point to this end: 
the fetters of  intellect no longer hinder the loving soul in its frenzied 
roaming through the deserts of love. 
Love is jealous; 45 it is a flame which burns the outward form, nay, 
everything salve the beloved.46  

If the cold becomes rebellious, put firewood in the fire, 

You pity the wood? Is the wood better, or the body? 

The wood is the image of annihilation, the fire is God's love: 

Burn the figures, O pure soul!47  

Fire-imagery fills Rumi's poetry: love is a lightning bolt which destroys 
everything,48 and the soul is like sulphur in thefire,49 the spirit like oil for 
its flame.50 Only Abu Lahab, the 'father of the flame', the prototype of 
infidelity has nevertasted this fire.51 Mowlana* sees:  

A face like fire, wine like fire, love is fire: all the three lovely. 

The soul in the midst of the fire full of lament: where is an  escape?52  

This is but a rhetorical question, for the soul does not want to flee from this 
fire. It feels like Abraham on Nimrod's pyre,which turned into a rose garden 
for him.53 The lovers fly like moths towards the candle-like radiant face of 
the beloved,and dance in the flames like wild rue. Love's fire is better than 
the water of life itself,54 or else the water of the ocean through which the 
lover swims is fire.55 Later Persian-writing poets have added to this 
imagery new and highlyexaggerated inventions which all point to the same 
focal point: Can one cross the fiery ocean of love with the woodenleg of 
'intellect'?56 Sitting in the midst of this fire, how could the lover be 
patient?57  

Love has cast fire into the station of patience; 

My patience died the night when love was born; it passed awaylong live the 
present one!58  

Or Jalaloddin* may sing in a lighter tune:  

Repentance started travelling with a lame foot, 
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Patience fell into a narrow pit. 

None but me and the cupbearer remained 

When that harp made taranga tarang.59  

Love is the police-master who puts a cauldron with the fire of separation on 
the breast of the spirit to torture him whenhe, for one moment, forgets his 
duty of rendering thanks to the  beloved. 60 Or else love is, as we 
mentioned, a black lion, a crocodile,61 a 

 
15th century Persian miniature, depicting dancing dervishes.  
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dragon,62 man-eater.63 Man should makehimself sweet before this wild 
beast: so long as he is still sour and unripe, he is difficult for the animal 
Love to digest;but the saint is a sweet morsel, and therefore devoured by 
Love.64 This somewhat strange image points again to Rumi'scentral idea 
that man has to become softened through love's afflictions. For:  

The blood of every soul which this lion has eaten is rendered alive and 
eternal;65 and the lovers are like 'blood in the vessel for love's dogs'.66 For:  

Love means to become blood, to drink one's own blood. to live with the 
dogs on the door of faithfulness.67  

Love is therefore not made for the weak; it is the occupation of heroes,68 
and even the two worlds could not bear thestrength of love.69 Its claws will 
definitely uproot every house, just as it was able to split the moon and make 
the earthtremble.70  

Mowlana* knows that in love the normal rules of behaviour are suspended:  

The etiquette of love is completely without etiquette,71  as he says, 
following Joneyd's well-known dictum. The sharp dagger should cut the 
throat of shame,72 and towba, repentance, is no longer required: this initial 
station was a huge male dragon, but its fault-finding eyes were blinded 
bythe emerald of love.73  

Love annihilates the lover, and thus tears the veils which hide the face of 
the Beloved: mystical death leads to union.  

What is love? To fly heavenward, to tear a hundred veils in every wink . . 
.74  

This is the result of lovebut one may ask how man can love at all? How can 
he dare turn towards the Eternal God withthe feeling of love? The Sufislike 
the mystics in other religionshave felt that love is a Divine gift; man in his 
weaknesswould never be able to attract it or to reject it: Bayazid* expressed 
his amazement that God should love such a destitutecreature as he was; 
Yahya* ibn Mo`az* the Preacher always reminded God of his prior grace, 
and Hallaj* spoke of the `inaya * azaliyya, the pre-eternal kindness of God 
'without which you would not have learned what is the Book norwhat is 
faith'.75  

This Love, which the Sufis understood from the Koranic word 'He loves 
them and they love Him' (Sura 5/59)manifested itself at the very first 
moment of creation. Its branch is in pre-eternity, its root in eternity, as 
Rumi says witha paradox.76 This love began with the Divine address 'Am I 
not your Lord?' (Sura 7/171) at the festival of the pre-eternal covenant. 
Here, the mystics were granted the wine of love; that first sip from the 
eternal cup of happiness,suffering, and longing which should mark their 
lives until resurrection. For by answering bala* 'Yes', they had 
acceptedwillingly to take upon themselves all the affliction, bala*, which 
God would shower down upon them as signs of Hisgrace. In the words of 
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the prophets, in the zekr* of the dervishes, in the melodies of sama*, this 
primordial Divineaddress of love was brought to the common people that 
they might remember their former promise and be led towardsGod and His 
love.  

This pure love was together with Mohammad* at the beginning of creation. 
Only for his sake the world was created,and when he assumed his earthly 
form, the Divine love once more became manifest for his community.77  

Rumi rarely discusses theoretical problems connected with love. He simply 
knows, and repeats it everywhere:  

Not a single lover would seek union, were the beloved not seeking it. 78  

The seeker and the sought are mutually interdependent; the water is thirsty 
and longs for the seeker as much as he longsto find the water and slacken 
his thirst.79  

The lovers here are not seeking from their own initiative; 

In the whole world is no other seeker than He.80  

Love originates in God; it is qadim,81 co-eternal with Him. If man responds 
to the call of love, he can slowly bequalified with Divine qualities and thus 
reach proximity to his Beloved, for God's foremost quality is love, not 
fear.82And thus the lover reaches immortal happiness already in this life:  

How many fruits has the green garden of Love!The true lover is beyond 
grief and joy;he is fresh and happy without spring and fall. 83  

The relation between lover and Beloved is the central theme in both the 
Divan* and the Mathnavi. 

How beautifully has Rumi described the state of the lover who returned to 
Bokhara to see his friend, although he wasforbidden to do so! But:  

For the lovers, the beauty of the friend becomes the teacher, 

their notebook and lesson and lecture is His face.84  

Although the earthly beloved may be attractive, yet, Rumi takes up Shibli's 
verdict against a man who mourned thedeath of his friend: 'Why do you 
love someone who can die?'85 One has to take into one's embrace a friend 
who cannotbe embraced (a fine pun on kanar*, 'breast' and 'limit').86  

There is no end of praise for the Beloved in Mowlana's* work. He uses all 
the devices developed by Arabic and Persianpoets, all the plays of rhetoric, 
all artistic forms to describe the One who is the only goal of man's life. 
Throughout longsequences of verses he asks:  

O friend, is sugar better or He, who makes sugar? 

Is the moon's beauty better, or He, who makes the moon? . . .87  

and tells the Friend that he can bring spring into the heart of winter by his 
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very loveliness and can bring the Festival onFriday if he would only come 
upon the pulpit to explain his own lofty qualities.88 In the tradition of 
profane love-poetryhe may sing:  

Whoever sees your face, goes no more to the rose garden; 

whoever knows your lip, does not speak of the goblet!89  

In between his tresses see the face like fire  

Say: Amidst musk and amber have I found a censer!90  

He longs for a dream image of the beloved, or describes his nocturnal 
visions in words full of fragile, romantictenderness;91 he sees him in the 
morning sun which rides proudly through the world, whereas the souls are 
walking,numerous as dust particles, to accompany him in his glory.92 And 
the beloved is the moon beyond the horizons whichtakes his restplace 
(qonuq) in the lover's heart for just one night; 93 since the night regards 
itself as white and luminousduring full moon, the lover, dark night himself, 
becomes enlightened by the moon-like beloved.94 The Friend iseverything, 
companion and cave, Noah and Spirit, Opener and Opened One,95 and 
whatever man can imagine. He isfather and mother, sun and moon, milk and 
sugar.96  

My idol was yesterday radiant like the moon; 
nay, nay, he added to the sun's splendour. 
Beyond the realm of imagination: I know, 
he was beautiful, but I do not know, how he was!97 
 

Whoever loves him and surrenders completely into his love becomes the 
elect prince (khassbeg*) of the age;98 adisciple whom He has recently 
accepted is immediately the sheykh of all sheykhs in the world.99 Even if 
the lover be a king, he cannot be superior to the beloved master; even if he 
be honey, he is bound to chew the friend's sugarcane. Thelover is only like a 
picture, his ideas are faint images, whereas the Friend's thought is truly 
soul.100  

His moonlike face is reflected in the heart which is like a pure mirror: what 
else but a polished mirror could the loverbring as gift to Joseph?101  

My heart is like water, pure and limpid, 
and water is the mirror-holder for the moon!102 
 

This water gains lucidity only by the moon's reflection. The lover is 
therefore invited to follow the example of the dove,which always repeats its 
call ku? ku? 'Where, where?' in order to find this very goal of life.103 For:  

Where is a roof but Thy roof, where is a name but Thy Name? 
Where is a cup but Thy cup, oh sweetly moving saqi*?104 
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With your face the mourning sessions become festivals, 
Without your face, festival becomes mourning!105 
 

Even the thorn which grows in the Beloved's garden is a hundred times 
better than fragrant roses elsewhere,106 and themost beautiful city in the 
world is that in which the friend lives.107 The blame which reaches the 
lover from the friend'slips is as precious as a ruby, for 'sweet is every wind 
that passes through roses'.108  

Rumi sings of the miraculous power of the beloved:  

You come into the two eyes of the blind and give sight,and come into the 
mouth of the dumb one, and become  

tongue.You enter into an ugly demon and make him (abeautiful)Joseph,and 
come into the form of a wolf and become a shepherd . . . 109  

Did not God promise to become man's hand by which he seizes, and his eye 
by which he sees? 
To meet the beloved, is 'the answer to all questions, the solution to all 
problems'.110 For he is the elixir and the alchemywhich no one can find 
and without which nothing can exist. The lover may try and examine every 
possible way of life,investigate every wisdom and search in every corner, 
but nothing is better than the Friend,111 for he is higher and morebeautiful 
than everything imaginable. Therefore Rumi addresses him:  

When you call the (luminous white) moon a (black) 

Abyssinian, she will prostrate herself before you; 

When you call the (upright slim) cypress a circle, it will not cry aloud.112  

Everything is worthless, compared with the absolute beauty and grandeur of 
the Beloved: the rubies of this world areordinary pebbles compared to him; 
lions, donkeys, and the sun only a dust-particle.113 He is indeed spring 
andeverything else the month of December,114 for he bestows new life on 
everything which was imprisoned in the hibernalworld of matter, and 'his 
kindness is the cause for the soft touch of squirrel's fur . . .115 His alchemy 
transforms the rawmaterials of the world into treasure, and leads the erring 
caravan again to the right path.116 The beloved thus addressesthe lover:  

You are like a dry valley, and we like rain, 

You are like a devastated city, and we like an architect.117  

The friend can transform colocynth into sweet dates or sugar, but also sugar 
into bitterness.118 Even though man'ssituation outwardly be hopeless, it can 
be illuminated by the presence of the Beloved: wherever this Joseph 
appears, thedark, narrow prison (i.e. the world of matter) turns into a 
paradise.119  
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His miraculous power not only transforms base qualities into higher ones; it 
completely uproots everything evil: When Thy shade falls upon the sinful 
evildoer,all his crimes become seclusion and ritual prayer. 120 

And:  
If an infidel of a hundred years should see Thee,he prostrates himself and 
quickly becomes a Muslim.121 
Rumi, who has described the pangs of separation and yearning like no one 
else learned, finally, after Shamsoddin hadleft for ever, that the beloved 
cannot be separated from him: he is 'closer than reason'. He knows that he is 
like dust,moved by the wind of the friend without whom he cannot move 
and who carries him to loftier stations by hismovement.122 How could he 
ever feel himself absent from him?123 He is like a mountain echoing the 
voice of thebeloved124 (an allusion to the poetical inspiration through 
Shams), speaking through his breath like the flute, moved byhis hands like 
the harp. And he is straw in his fire. In a poem with Greek rhyme-words 
Mowlana* addresses the friendin elegant verse:  

When I am on top of the mountain, like the monks I seek your love,  and 
when I am in the depths of the sea, you are in that ocean  my agapos 
(beloved).125  

The dream-image of the friend keeps him company after the other friends 
have departed like dreams,126 although itmay be difficult for the dream to 
cross the waves of blood which the longing lover's eye has shed at night.127 
The veryname of Shams can bring back his youth in a magical process of 
spiritual rejuvenation.128  

Out of this soft and sweet feeling Rumi has written verses which sound like 
sheer worldly love-poetry; in gentlerhythms has he invented images of great 
beauty to describe his bewilderment before the friend, and the 
silentconversation 'with eyebrows and eyes':129  

Last night I went before him, full of heat He did not ask me, but sat calm 
and still.  

I looked at him, that meant 'O please, do ask: How have you been without 
my moonlike face?' My friend, however, cast his eyes to earth: 'Be you like 
dust, so selfless and so low!'  

I kissed the ground and fell upon my face;That meant 'I am bewildered like 
the dust'. 130  

How lovely is his description of love's power: 

The lady Spirit, sitting at home, began again to draw her veils, and to run 
about from the castle of the body outof love . . . Sleeping on the roof of 
love, the shepherd 'Heart' began, out of love for the moon, again to count 
the stars, oneby one . . .131  
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Rumi knows that 'for the lover and the thief the night  is wide and long':132 
Take the Leyla 'Night' (leyl) on your breast, o Majnun:The night is the 
secret chamber of towhid*, and the day idolatry (sherk) and multiplicity . . 
.133 This night should be used and not spent in the sleep of heedlessness: It 
is fitting that I should not sleep at night, for secretly the moon gives a kiss 
every night to him who countsthe stars.134 And he turns again to the fresh 
green meadow, spirited by the water's kiss: I am a brooklet, and you the 
water, and the kiss of the water happens always on the lip of the brook;from 
the water's kiss on the lip of the brook flowers and greenery come into 
existence.135 Rumi asks the beloved for a kiss to quicken him by putting 
his soul into his mouth.136 That is the ages-old image of theexchange of 
souls through kisses: the soul being connected in primitive religious 
concepts with the breath. Therefore thepoet can easily say: If the prize of a 
kiss is one soul, it is a religious duty to purchase it.137 But eventually he 
tells the beloved, with whom he is fully united in spirit: Give a kiss on your 
own face, tell the secret into your own ear,Look at your own beauty, speak 
yourself your praise!138 These are poems of happy days, days in which 
Rumi experienced the happiness of spiritual union and peace of soulafter 
long periods of burning and yearning. Yet, the suffering  in love occupies 
the larger part of his poetry: the whole complex of affliction as the true 
alchemy of life, and of growingthrough sacrifice belongs essentially to this 
chapter.  

Jalaloddin * may complain that the beloved did not care for him when he 
came to visit him,139 or he tells how thefriend left him in wrath:  

Confused he left the house and us; he took a porter and carried away his 
belongings; 

he put a heavy lock on the heart, went away, and handed over the key.140  

But such is the friend's wish, and that counts, nothing else. And as the sun 
'kills' the stays in the blood-red glow ofdawn, the blood of the whole world 
can be licit for the beloved.141  

If he wants it, even death becomes sweet, thorn and lancet become narcissus 
and wild rose.142  

It is only his exterior coquettery, the quality typical of the Beloved, which 
makes him say 'I don't care!', although in hisessence he is 
compassionate.143 He shows his mercy hidden in cruelty; and the lover 
who knows the secret of thisaction enjoys this suffering: at night, he boils in 
the fire of separation like a cauldron, whereas in the daytime he 
drinksbloodhis own bloodlike sand, hopeless and never saturated,144 
wanting more thirst, not water.145  

I have turned into blood, boiling in the veins of love, 

I have become humidity in the eyes of his lovers.146  

When the lover proceeds towards this sea of blood, he will find the Divine 
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table in that very blood,147 for the heart'sblood is his wine.148 To be 
drowned in blood is one of the qualities of the true lover.149 To be sure, 
Rumi'sdescriptions of the cruelty of the beloved and the sufferings of the 
lover cannot compete with the almost masochisticimagery of later Persians 
poets; but his complaints are more substantial and heartfelt than in the cases 
of many otherpoets, where suffering for the sake of love has congealed into 
a mere figure of speech which can only be exaggerated,but not deepened.  

Love and suffering are inseparable:  

From my bent stature in the way of love one can make a bridge over my 
tears . . .150 and, in an ingenious combination of the garden-motif and 
contemporary politics:  

I do not find the peach's kiss when I flee from destitution (bi-bargi.)I do not 
smell Tartarian musk when I flee from the Tartars. 151 

In fact, the very essence of love is to suffer, to accept Hallaj's* statement 
that 'suffering is God Himself, whereashappiness comes from Him'.  

What does the ascetic seek? Your mercy (rahmat*). 

What does the lover seek? Your pain (zahmat*).152  

For the lover is comparable to the women at Zoleykha's meeting, who, 
gazing at Joseph, cut their hands inbewilderment: one would be less than a 
woman if one would not sacrifice one's self and forget all suffering in 
theradiant beauty of the Majestic Lord!153 The lover should resemble St. 
George (Jerjis), killed and again revived ahundred times by love, or be like 
Isaac, sacrificed by God's order.154 (It is remarkable that here Isaac, as in 
the Judeo-Christian, and not Ishmael, as in the Muslim tradition, is 
mentioned as the sacrificed son; perhaps the name of St.George in the first 
hemistich suggested this connection.) Such a death at the hand of love is 
indeed new life:  

I was dead and became alive, I was crying and became  laughing, the 
happiness of love came, and I became a firmfooted  happiness.155  For the 
lover knows that the beloved himself is the blood-money for those who are 
slain in his love;156 thus, theiroutward melting is indeed growing and 
waxing stronger. So the afflicted lover can break out in the jubilant cry:  

No drink sweeter than this poison did I see, 

No health lovelier than this illness did I see.157  

Even if his heart is burnt by the friend, the lover will dance in the flames 
like wild rue,158 exuding sweet scent likealoes-wood.159 The fire of love, 
manifested through the Beloved, is necessary to purify the gold: the sincere 
lover,then, can be recognized as unalloyed gold,160 whose base and dark 
elements are burnt away in this trial161 whichconstitutes, at the same time, 
spiritual nourishment for him. 162 
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If the whole world were filled with thorns, The lover's heart is always a 
rosegarden.163 

It is a rule that lovers must not complain; for they do not remember any 
grief or pain as long as they behold the friend'sface.  

How could you find the grief of the two worlds in the heart of the lover? 

How could the leader of the pilgrims' caravan be esteemed by the 
Meccans?164  

Grief, though a guide during the spiritual pilgrimage, is no longer valued 
once the caravan has reached its goal; andthose who dwell in the sanctuary 
itself, do not care for such a guide.  

Neither should the lover think of the acts of obedience he has performed in 
the way of love. Rumi blames the personwho enumerates all his virtues and 
acts of worship before the beloved165 as much as him who reads a love-
letter in thepresence of his beloved: True love wants to reach the contents 
and is not satisfied with the 'box', the outward forms inwhich words play 
still a role.166 The lover should prove his love by smilingly dying at the 
friend's order, for love is 'togive up free will'.167  

Mowlana* has invented innumerable images to describe the lover's state. 
Following the examples of Nuri and otherearly Baghdad Sufis, he compares 
him to  

a cloud at the hour of crying, a mountain at the time of endurance, 
prostrating himself like water, lowly like the dust of the road:  the garden 
which he thus finds is the Beloved.168  

The lover is conspicuous everywhere, comparable to the camel that thought 
it was invisible on the minaret: hisbehaviour tells his secret. Whatever he 
says bears the scent of love: when he pronounces the word feqh, 
'jurisprudence',it turns into faqr, 'spiritual poverty', and when he says kofr, 
'infidelity', the word bears the flavour of din, 'religion'.169Even should he 
commit an error out of love, this error is better than other people's righteous 
actionsto the same degreeas the blood of the martyrs is better than 
water.170 He should therefore avoid the company of uncongenial people: 
was not Majnun grieved two-fold: by Leyla's absence and by the company 
of the gypsies? 171 And he should not mix with thosewho are grieved for 
worldly concerns lest dust fall on the pure brightness of his selflessness.172  

Just as the lover talks exclusively through love and in love, he wants to hear 
the name of the beloved everywhere: helooks for the atlal*, the remnants of 
former dwelling-places of the beloved, to talk to them about happy 
memories, inthe same way as the ancient Arabian poets would address the 
deserted resting-places of the friend's caravan in theintroductory part of 
their poems.173 Or else he wants to be a mountain to enjoy the name of the 
Beloved, repeatedmanifold by the echo:174 the mountain has no will of its 
own and reiterates nothing but the melodious name.175Although the lover 
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may try to hide the name of the beloved from others,176 the name is the 
most precious treasure forhim; he repeats it constantly; and when he writes 
it into the dust, every dust particle will become a houri . . .177  

Certainly, Jalaloddin* has never spoken about certain practices common 
with the mystics of his time, e.g. theconcentration upon particular names of 
God; but his deep love of the name of the beloved belongs basically to the 
samecategory of experience. The permanent reiteration of the beloved name 
produces the feeling of proximity, and finally ofunion, in the lover's heart: 
the name of the friend makes the hungry satiated, the thirsty refreshed, and 
is the fur-coat inthe time of cold.178 Eventually 'when you speak his name 
and loose my name179 union is perfecta union which isexpressed in Rumi's 
attribution of his own poetry to Shamsoddin.  

Only the friend is sought and found in every word.180 Joseph, whose 
beauty became the nourishment of the soul in thetime of famine,181 is the 
centre of Zoleykha's words and thoughts: there are few passages which 
could compare inpsychological truth with the description of the enamoured 
woman by whose every word her beloved is intended:182  

She concealed his name in all other names and made the inner meaning 
thereof known to (none but her) confidants.  

When she said, The wax is softened by the fire, this meant: My beloved is 
very fond of me, and if she said, Look the moon is risen; or if she said: The 
willow bough is green;  or if she said, The leaves are quivering mightily; or 
if she said,  The rue-seed is burning merrily . . . 
 

or if she said, How auspicious is Fortune; or if she said, Give the furniture a 
good dusting; or if she said, The water carrier has brought the water; or if 
she said, The sun is risen, or if she said, Last night they cooked a potful of 
food; or, The vegetables are cooked to perfection; or if she said, The loaves 
have no salt; or if she said, The  heavenly sphere is going in the contrary 
direction; or if she said, My head aches; or if she said, My headache is 
better  
If she praised, t'was his caresses, and if she blamed, t'was separation from 
him (that she meant). If she piled up a hundred thousand names, her 
meaning and intention was always Joseph . . . 
 

Rumi knew from his own experience that lover and beloved are never 
without each other. Even if separated, even ifoutwardly far from each other, 
they act and react through each other. Although longing makes lovers thin 
and pale, likeautumnal leaves, love shows itself in the beloved in glorious, 
springlike radiance. 183 The relation cannot be severed;willingly or 
unwillingly the straw is drawn towards the amber.184 In fact, the beloved 
longs as much for the lover as thelover does for him. His love preceeded 
every other love. The lover is blinded by love, which is Light, before 
whichpeople are like shadows;185 he is blinded to anything but the Divine 
beloved,186 and is killed by the sword la* 'No', as if he were a sacrificial 
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lamb.187 Then, only illa* Allah* remains, nothing else.188 The lover who 
has understood thismystery of the profession of faith, gives his soul with a 
smile like a rose.189 He knows that:  

Tomorrow, when the creatures will rise from the dust, 
Poor me will rise, without choice, from your dust!190 
 

The lover has lost himself in the beloved; he has put his tent in non-
existence,191 and the angel of death has no powerover him.192 Nothing but 
his name has remained in him; everything else is filled with the beloved:  

The beloved asked a lover for the sake of examination: 
Do you love me more or yourself? 
 

Whereupon the lover admitted that only his name had been left to him: how 
could he make a distinction in love? 193  

Lover and beloved are like two mirrors which gaze into each other,194 an 
image dear to all love-mystics from the timeof Ahmad* Ghazzali*; but the 
secret of this relation can never be explained by rational thought.195 They 
experience ahigher unity,196 a comprehensive love which is incomparable 
and ineffable; even Gabriel would be an intruder in theintimacy of this 
love:197 for the lover who has completely purified his heart's mirror, or 
who has matured by endlesssuffering, eventually feels, not as the expression 
of a philosophical truth, but as a personal Erlebnis:  

Everything is the beloved, and the lover is a veil, 

Living is the beloved, and the lover dead.198  

<><><><><><><><><><><><>  

Call, and I shall answer  
 

The Problem of Prayer in Jalaloddins* Work  
In the West, one story from the Mathnavi has gained fame more than others: 
these are the touching verses in the thirdbook of the Mathnavi about the 
man who prayed the whole night until Satan appeared before him and said:  

Prithee, O garrulous one, where is the response 'Here am I' to all this 
'Allah*'?  

Thereupon the man got quiet and distressed, but in a dream Khizr* appeared 
before him, informing him that God MostHigh had ordered to tell him:  

That 'Allah*' of thine is My 'Here am I', and that supplication and grief and 
ardour of thine is My messenger to thee.  

Thy shifts and attempts to find a means of gaining access to Me were in 
reality My drawing thee towards Me, and released thy feet. 
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Thy fear and love are the noose to catch My favour; beneath every 

'O Lord!' of thine is many a 'Here am I' from Me.1  

This story has been brought to light by F. A. D. Thorluck, the first German 
to attempt to compile a historical survey of Sufism in his Latin booklet 
Ssufismus sive theosophiapersarum pantheistica, published in Berlin in 
1821. On p. 12 he quotes the last lines of Rumi's poem under the 
heading:Deus est qui in mortalium precibus se ipse veneratur, se ipse 
adorat, 'God is it who venerates Himself and worshipsHimself in the 
prayers of mortals', and with the heartfelt antipathy of an orthodox 
protestant theologian toward anythingthat looks like pantheistic mysticism 
he comments upon these words: 'What more abstruse, what more audacious 
couldbe thought!'  

Tholuck quoted the same verses once more in his anthology Blüthenlese aus 
der morgenländischen Mystik (1825), 2and thus, the poem became known 
to all students of mysticism in nineteenth century Germany. As far as I can 
see, thefirst person to draw the attention of larger circles of philologists and 
theologians to these lines of Rumi was the Swedishorientalist K.V. 
Zetterstéen in the beginning of our century: he translated this passage from 
the Mathnavi for Nathan Söderblom's collection Främmanda 
religionsurkunder,3 the great collection of religious texts by the pioneer of 
Historyof Religions in Europe. By that time, however, the scholars' attitude 
towards Rumi's story had completely changed.Söderblom wrote in his 
introduction to his collection in 1902 about Mowlana* Rumi:  

His is the wonderful word about prayer and the hearing of prayer whose 
consoling main idea is met with once more in religious literature, i.e. with 
Pascal.  

The same statement was repeated by N. Söderblom in his new edition of 
Tiele's Kompendium der Religionsgeschichtein 1931.4  

In the meantime, in 1914, R.A. Nicholson had inserted our story into his 
book The Mystics of Islam5 in order to show that 'for Jalaloddin* man's love 
is really the effect of God's love'. Both Söderblom's and Nicholson's dicta 
are quoted byF. Heiler who, in his standard work on prayer (Das Gebet, 
fifth ed. 1923) cites Rumi's verses6 as the most beautifulproof of the fact 
that the oratio infusa is known not only in Christianity but also in Islam; 
and he repeated thisstatementand often the quotation from the Mathnaviin 
his numerous later publications; he loved to recur to it in hissermons.7  

Through these channels, Rumi's story on prayer has gained fame among 
theologians and historians of religion. It seems,however, that these verses 
were often regarded in too isolated a way. In fact, they constitute only the 
quintessence ofRumi's innumerable sentences, verses, and whole poems on 
prayer which rank from simple ritual prayer and itsobligations to the highest 
summits of mystical meditation. One of the finest examples is the story of 
the mystic Daquqileading the congregational prayer, in which the poet 
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describes ritual prayer as man's experience in God's presence atDoomsday 
8the base soul is slaughtered as a sacrificial animal as soon as man utters 
the words Allahu* Akbar and the believer is totally engaged in self-
examination and orisons:  

Daquqi advanced to perform the prayer: the company were the satin robe 
and he the embroidered border.  

. . . When they pronounced the takbirs, they went forth from this world, like 
a sacrifice. 
O Imam*, the meaning of the takbir is this: 'We have become a sacrifice, O 
God, before Thee!' 
At the moment of slaughtering you say Allah* Akbar: even to (do) in 
slaughtering the fleshly soul which ought to be killed. 
The body is like Isma`il*, and the spirit like Abraham: the spirit has 
pronounced the takbir over the noble  body . . . 
 

One may also think of Adam's great prayer, culminating in the praise and 
laud of the Creator:  

O Helper of them that call for help, lead us! There is no (cause for) pride in 
knowledge or riches.  
Do not let a heart stray that Thou hast guided by Thy grace, and avert the 
evil which the Pen has written . . . 
If Thou art upbraiding Thy slaves, that is suitable to Thee, O Thou whose 
every wish is fulfilled. 
And if Thou say that the sun and moon are scum, and if Thou say that the 
stature of the cypress is (bent) double,  
And if Thou call the empyrean and the sky contemptible, and if Thou say 
that the mine and the sea are poor 
That is proper in reference to Thy perfection: Thine is the power of 
perfecting (all) mortalities, For Thou art holy (and free) from danger and 
from nonexistence: 
Thou are He that brings the non-existent ones into beings and endows them 
(with existence) . . .9 
 

We could add many other examples of touching, deep-felt prayers which 
the poet put into the mouth of his heroes in the Mathnavi. 

Rumi's work comprises every aspect of prayer life. Thus, he speaks of the 
ritual ablutions, for 

None with face unwashed beholds the faces of the houris; he (the Prophet) 
said: There is no ritual prayerwithout the ablution. 10  

Although he may spiritualize the meaning of the externals he never denies 
their necessity for the correct performance ofthe ritual prayer.11 In this 
connection we may remember his amusing story of the poor individual who 
mixed up theprayer formulas to be used when washing the different parts of 
the body, so that he said at the time of abstersion 'OGod, unite me with the 
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scent of Paradise!' instead of 'O God cleanse me from this defilement!'a 
perfect model of doingthe right thing in the wrong place, as well-meaning 
foolish people often do . . .12  

Mowlana* himself may speak of performing his ablution with his tears,13 
as many poets and mystics have done in thecourse of time. The legend of 
Mary's bath during which she conceived Jesus, the Spirit of God, is utilized 
as a model forthe lover who should perform his ritual bath in the veil of 
love.14 But when the average Muslim cleans himself ofoutward impurities, 
the lover washes his hands of speaking, purifying himself of logical 
speech.15  

Ritual prayer can become a symbol for man's whole life:  

Illuminate the lamp of your five senses with the light of the heart, The 
senses are the five prayers, and the heart is like the sab`  mathani* (the 
seven verses),16 i.e. the opening fateha* without which no ritual prayer is 
complete, for:  

God has put a kingdom into the fateha*, for the sincere without trouble of 
spear and shield.17  

The fateha* indeed opens for him the spiritual kingdom, for, as Rumi says 
on another occasion: when man says 'Lead usthe right path', God takes his 
hand and transforms him into light.18  

Rumi sees the words of the fateha* manifested even in the attitude of the 
trees in the garden: 

'We worship Thee' is in winter the prayer of the garden;In spring it says; 'To 
Thee we ask for help'. 
'We worship Thee' (means): I have come to thy door, 
Open the portal of joy, don't keep me any longer distressed. 
'We ask for help': (that means) from the wealth of fruits 
I have become brokenO Helper, watch me well! 19  

The thought of the beloved, the absolute presence of the heart,20 is as 
necessary in prayer as the fateha*. Somebodymay boast of being engaged in 
prayer day and nightbut what is the use, when his words are not fitting for 
prayer, and helives not up to the high ideals of pious life?21 Prayer should 
leave its mark on the charactereven though man cannothope to reach God's 
Essence by performing ritual prayer and recollection, yet it is as if he had 
touched a piece of muskthrough the lid of a box, and thus, his whole hand 
becomes perfumed . . .22  

The outward ritual is a prerequisite for the inward approximationthat is true 
for prayer as it is true for every aspect oflife: Rumi always kept the rules of 
etiquette and has admonished his disciples to correct behaviour, as we 
understandfrom a number of remarks in Fihi ma* fihi. And when man 
follows the rules prescribed in the presence of the worldlyrulerhow much 
more must he behave correctly with all his senses and limbs when entering 
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into the presence of the Lordof the Universe!  

Our God says 'Prostrate and draw near!' (Sura 96/19) 

The prostration of our bodies became the proximity of the soul.  

To be sure, Mowlana* may even include charming little jokes in his 
description of prayer: How could he perform acorrect evening prayer since 
the face of his belovedthe Sun of Tabrizgrants him perpetual morning 
draught?24 Bututterances like this lead us merely to the state when the 
loveras Hallaj* had expressed it already in his famous poemis sointoxicated 
by the presence of his beloved that he cannot count any longer the hours of 
prayer. For  

Whosoever is bewildered by Thee, He keeps him fasting in fasting, prayer 
in prayer?25  

The intoxicated know neither time nor place in their ritual prayers. Though 
love may outwardly transform the ascetic's rosary into song and poetry, and 
break his renunciation athousand times, 26 the prayer of the lovers is 
perpetualfi salatin* daimun*;27 for, as we understand from the story 
inwhose context this Koranic saying (Sura 70/23) is inserted, ritual prayer is 
the deepest and most tender conversation oflover and beloved (represented 
in Rumi's story by the enamoured mouse and the frog!). This 
definitionprayer asintimate conversationgoes back to early times of Sufi 
history, and Rumi himself certainly belongs to those whosemystical state 
was deepened by the experience of ritual prayer, not to those whose high 
spiritual flights were interruptedwhen turning to the prescribed formulas of 
the namaz*, to use Hojwiri's definition of the different approaches 
toprayer.28  

Sepahsalar* quotes one of Mowlana's* most enraptured prayer poems, 
written in an intoxicated rhythm in which twolong and two short syllables 
alternate:29  

When at evening prayer everybody lays candle and table, 
I am there with my friend's dream image, grief and sighing and 
lament. 
When I perform my ablution with tears, my prayer becomes fiery, 
It bums the door of my mosque, when my call to prayer reaches it . . . 
. . . 
I wonder at the prayer of the intoxicated! Tell me: is this correct? 
For he does not know time, nor is he aware of space. 
I wonderare these two rak`as? I wonder: is this my fourth one? 
I wonder which sura did I recite, since I have not got a tongue? 
How shall I knock at God's door, since neither hand remained  in me, nor 
heart? 
Since Thou hast carried away heart and hand, O God, give pardon! 
By God, I do not know how I performed the ritual prayer, 
Whether my genuflexion is finished, or who was the Imam . . . 
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And Sepahsalar* goes on telling that on a cold winter nightand winter in the 
Konya plains is very cruel!Mowlana* onceperformed the prayer in the 
mosque, and wept so profusely during his prostration that the tears froze on 
his cheeks andin his beard which adhered, finally, to the ground; in the 
morning, his disciples had to dissolve the ice with hot water . . . Did the 
master not say: 

There are a hundred kinds of prayer, genuflexion and prostrations for him 
who has taken the Friend's beautyas his prayer niche? 30  

Love is Rumi's Imam*, an Imam* thanks to whom thousands of mosques 
are filled, and from the minaret comes the call'Prayer is better than sleep'.31 
Love is such an Imam that, when it gives only half a salam* (greeting 
formula) to man hewill immediately utter the four takbir i.e. the funeral 
prayer, over eating and sleeping.32  

Rumi sometimes alludes to some peculiarities of prayer: the free prayer of 
petition must be uttered only at the end offormal prayer;33 during 
Ramadan, the prayer of the faithful is certainly well accepted,34 as much as 
prayer in earlymorning time at the threshold of the Living and Self 
Subsistent is advisable;35 though perhaps worthless in the eyes ofthe 
common people it is 'like a radiant candle' in God's eyes.36 Not in vain does 
Jalaloddin* turn several times to theexample of the Prophet Jonah who 
prayed inside the fishman should pray at midnight in the darkness of his 
existence,and should again render grace when entering the morning light, 
rescued from the belly of the fish 'Night'.37  

Time and again has Rumi expressed his absolute trust in the effectiveness of 
prayer:  

Those who have no information about us say that prayer has no result.38  

He praises the formula of esteghfar*, 'I ask God for forgiveness' which 
certainly will yield good results:  

He makes all the sins of the trespassers fall like leaves in December; 
He inspires to the ear of those who speak ill the excuse for sin. 
He says: 'Say: O Faithful One, forgive a sin which is hidden'! 
When the servant enters prayer, He says in secret 'Amen'. 
His Amen is, that he grants him taste in his prayer 
and that He makes him inwardly and outwardly sweet and agreeable like a 
fig . . .39 
 

Prayer is indeed 'the key of people's needs'.40 For Rumi firmly relies upon 
the Koranic word (Sura 40/62) that God 'hastied invocation together with 
His promise "I shall answer"';41 man's sigh, directed to God, may serve as a 
rope whichcarries him out of the deep well of his despair. 42 In fact, 
Jalaloddin* believes, like most of the Sufis since at least the ninth 
century,that grief is a perfect means to draw man to God:  
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Grief is better than the empire of the world, so that you may call unto God 
in secret,43  and he often repeats that most people forget their Creator in the 
time of happiness, but remember Him during the time ofafflictionso what 
could be better for them than affliction, pain and grief?  

The smell of burnt liverlike a burnt offeringcan be felt from a lover whose 
liver is wounded by hundreds of sparks ofgrief,44 and will certainly be 
agreeable to the Lord. To a modern mind, Rumi's comparisons may sound, 
at times,strange and even irreverent in their plain and sometimes crude 
anthropomorphism. He holds that God loves to test thebeliever by not 
answering his prayers immediately because he rejoices in listening to his 
voiceparrots and nightingalesare put into a cage because their owner loves 
to listen to them.45 Does not man likewise hesitate to give a piece of 
breadimmediately to a lovely young beggar whom he wants to contemplate 
for a while, but sends away an ugly old wretchwith some pennies to get rid 
of her the sooner the better . . .? Such is the way God is thought to act. 
Rumi seems to relyhere upon a hadith* quoted by Qosheyri which tells that 
God orders Gabriel not to answer the wishes of His belovedservants for the 
pleasure He takes in their voices.46  

Perhaps, however, just some of these apparently childish stories in the 
Mathnavi reveal more of the strong livingrelation between Rumi and his 
Lord than high-soaring theoretical discussions about the meaning and end 
of prayercould do. How touching is the story of the old harp-player who 
eventually seeks refuge with God:  

For seventy years I have been committing sin, yet not for one day hast Thou 
withheld Thy bounty from me. 

I earn nothingtoday I am Thy guest, I will play the harp for Thee, I am 
Thine . . .47  

The destitute musician strives to thank God with his half-broken instrument 
and his shrieky voice; the shepherd, again,imagines his Lord to be a child 
for which he wants to care in order to prove his gratitude:  

Moses saw a shepherd on the way, who was saying: 'O God who choosest 
(whom Thou wilt),Where art Thou, that I may become Thy servant and sew 
Thyshoes and comb Thy head?That I may wash Thy clothes and kill Thy 
lice and bring milkto Thee, O worshipful One,That I may kiss Thy little 
hand and rub Thy little foot (andwhen) bedtime comes I may sweep Thy 
little room,O Thou to whom all my goats be a sacrifice, Thou 
inremembrance of Whom are my cries of ay and ah! 48 
 

Moses, full of prophetic wrath at hearing this seemingly blasphemous 
prayer, chased him away: 'Stuff cotton into yourmouth!'but even he, the 
great prophet, had to learn that God preferred the sincere prayer of the 
spiritually poor to thehighflown words of the intelligent and the learned: 
indeed, every Divine acceptance is an act of grace, no matter whothe 
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praying person be:  

This acceptance (by God) of your praise is from (His) mercy: it is an 
indulgence like (that granted in the case of) the prayers of a woman 
suffering from menorrha. Her prayers are stained with blood, your praise is 
stained with assimilation and qualification . . .49  

Of course, there is a difference between the praying humansthe beggar, i.e. 
the infidel, calls God for the sake of bread,the devout says 'God!' from the 
depth of his heart.50 Rumi has skillfully employed a story known already 
from `Attar's*work, namely that of a dervish in Herat who was scolding 
God when he saw that the wordly ruler had conferred betterclothes upon his 
servants than God had given to His faithful slavebut:  

God gave the waist and the waist is better than the belt; 

If anyone gives you a crownHe has given the head!51  

This is one of the very few instances in which the motif of 'Muslim Mystics' 
strife with God', so prominent in `Attar's*poetry,52 is used by Ruralhe 
always returns to the soul's deep, loving trust in God.  

Thinking of the differences between the praying people, Rumi may warn his 
readers not to mix their prayer with that ofthe unworthy who will be 
rejected; and if one reads the jateha*, one should know that the words 'Lead 
us the right path' mean:  

O God, do not mingle my prayer with that of the erring or the hypocrites!  
 

Jalaloddin* knows that many prayers are not answeredhowever, God's 
eternal wisdom is revealed even here, for:  

Thanks be to God that this prayer was rejected: I thought it was loss, but it 
has turned out to be gain.  

Many are the prayers which are loss and destruction, and from kindness the 
Holy God does not hear them.54  

The only prayer which will certainly be heard and answered is that for 
others, be they relatives, masters, friends, orenemies; for the true Muslim 
prays even for his enemies, the highway robbers, corrupters, and insolent 
transgressors,because:  

They wrought so much wickedness and injustice and oppression that they 
cast me forth from evil into good. 

I took refuge from the blows Yonder: the wolves were always bringing me 
back into the right way. 

It behoves me to pray for them.55  

Such prayersthe prayers of true loversare like birds which certainly fly 
towards heaven.56 Did not the Beloved promise:  
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I shall bring you beyond heaven like the prayer of the lovers?57  

Therefore the loving prayer can be compared to the Simorgh, the mythical 
bird at the end of the world.58  

Such prayersuttered by lovers and by 'dervishes with burnt heart'59 are 
answered,60 and Rumi never ceased to urge hiscompanions to pray, 
incessantly and intensely.61 God can turn even dried-up prayer into grain 
and fruitful trees andgive man unexpected reward, just as the dry palm tree 
was quickened by Mary's sigh and showered down fruits uponher during her 
birthpangs62 (Sura 19/25). Who would not think of Paul Valéry's wonderful 
poem La Palme, when reading these comparisons?  

Jalaloddin* claims that his prayers made even heaven lament during the 
time of separation63and he makes one of hisheroes say:  

Thou knowest (the truth), and the long nights (know it) during which I was 
calling unto Thee with a hundred supplications.64  

With an ingenious allusion to the old mystic motif of the moth and the 
candle, he describes himself:  

My profession is to speak prayers . . . 

My prayers constantly turn around the candle (sham`) of 

Thy hearing (sam`), therefore I possess burning prayers like the moth. 65  

The moth, casting itself into the flames, becomes united with it and thus 
gains new life: the burnt prayers of the poet'smoth-like heart will certainly 
reach the place of union. Rumi claims several times that he, who has 
nothing butprayer,66 has himself become prayerso that everyone who looks 
at him wants prayers from him.67 This is perhaps themost beautiful self-
portrait we possess of him: completely transformed into that light 
whichaccording to the Sufisayingsurrounds those who pray at night when 
the Lord covers them with light from His Light.  

It is therefore small wonder that Mowlana* was able to understand the 
prayer of everything created, as it is described sooften in the Koran, and as 
it was experienced by the Sufis throughout the centuries: 'only adoration is 
intended in theworld',68 and everything recites words of praise, from the 
moon to the fish which carries the earth (az mah* to mahi*),69 the 
minerals,70 the birds, and the flowers; the fire stands upright in ritual 
prayer, and the water prostratesitself . . .71  

The trees are engaged in ritual prayer and the birds in singing the litany, the 
violet is bent down in prostration twice.72  

Indeed, the trees open their arms in the gesture typical of the prayer of 
supplication, and particularly the plane-tree'shands are opened for prayer;73 
the lily with its sword and the jasmine with a white shield shout the call 
Allah* Akbar as if they partake in the religious war.74 And once more 
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combining the bi-bargi 'being without means' with barg 'leaf', Rumi sees 
the leaves supplicating out of destitution,75 an expression inherited from 
Sanai*. Sanai* had also inventedthe 'Rosary of the Birds' tasbih-e* toyur*, 
a long qasida in which he interprets every sound uttered by the birds as 
aword of praise and prayer;76 Rumi participated in the joy of understanding 
the secret language of the birds (which hadbeen translated into epic poetry 
by` Attar*), and he interpreted it many times in a variety of images. For he 
knew that the words and acts of praise are different in the world, and that 
they often are not evenverbally expressed. But everyone who helps building 
the tent of God, is engaged in praise:  

There is one praise for the rope-maker, another for the carpenter who makes 
the tent-poles, another for the maker of the tent-pins, another for the weaver 
who waves the cloth for the tent, another for the saints who sit in the tent 
and contemplate in perfect delight. 77  

However even in their most eloquent hymns the creatures have to aver, 
knowingly or unknowingly, with the Prophet'sword: 'I cannot reckon up 
Thy praise', or sing:  

If the top of every hair of mine should gain a tongue, yet the thanks due to 
Thee are inexpressible.78  

Likewise the last goal of mystical prayer is inexpressibleit is not worldly 
bliss and human felicity but the hope for God'seternal beauty and love: 
when even the infidels cannot endure separation from Him, how much less 
the faithful!79Rumi's Divan* is replete with words of longing and 
hopeprayers which need not be expressed in words but areunderstood 
through the lisan* al-hal*, the lover's 'mute eloquence' which speaks 
through all his limbs. God answersthose unspoken prayers,80 since He 
knows everything man needs. In fact, man does not know how to pray; be it 
that hedares not speak in the presence of the Almighty, or that his words are 
not convenient:  

As Thou has shown Thy power, show Thy mercy, O Thou who hast 
implanted feeling of mercy in flesh and fat.  

If this prayer increases Thy wrath, do Thou teach us to pray, O Lord!81  

It is He who lights the candle of prayer in the darkness;82 it is He who 
makes the heart narrow, but also makes it green-fresh and rose-coloured; it 
is He who induces you into prayer and gives you the reward of prayer,83 
who turns the bitterdust into bread, the bread into soul, and guides the soul 
by the right path.84  

Whenever man prays in the right way, moved by God, he will hear the 
Amen from God who dwells in his soul,85 for:  

From Thee come both the prayer and the answer, fromThee safety, from 
Thee also dread.If we have spoken faultily, do Thou correct it; Thou art 
thecorrector, O Thou Sultan of speech! 86 
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This idea, which brings our discourse back to our starting-point, is, 
however, not Rumi's invention. A Prophetictraditionprobably coined in 
early Sufi circlespromises:  
When the slave says Ya* Rabbi (O my Lord!) God says labbayka ya `abdi 
(Here I am at your service, my servant), ask, and it will be given unto 
Thee.87  
God's love preceeds man's lovethat is how the mystics interpreted Sura 5/59 
'He loves them and they love Him', andthey knew that man cannot address 
God unless he has been addressed first. The Iraqian mystic Niffari (d. 965), 
whosework was apparently widely used in 13th century Egypt, has uttered 
many a daring word about the mystery of the oratio infusa, so much so that 
his modem interpreter could compare one of his mavaqif* to Francis 
Thompson's Hound of Heaven:88 he tells how Divine Grace follows him 
wherever he may fleejust as the psalmist had expressed this feeling ofGod's 
unceasing activity and utter proximity in the words of Psalm 139.  
Let us turn our heads from ourselves towards Thee,  inasmuch  as Thou art 
nigher unto us than we, even this prayer is Thy gift and lessonelse 
wherefore has a rosebed grown in an ash-pit?89  
Thou madest prayer flow like water from menow fulfill it according to Thy 
promise!90  
That is what the faithful feel when submerged in prayerand Rumi has 
described this mental change which is the result ofprayer in many passages 
of the Mathnavi, the most beautiful verses among which are probably those 
describingDaquqi's prayer when he, completely annihilated in God, 
experiences that God prays in him and through him.  
Become silent, and go by way of silence towards non-existence, and when 
you become non-existent, you will be over and all praise and laud.91  
This feeling has been expressed once more in Rumi's story of the Israelite 
who addressed God:  
To whom but Thee should Thy servant lift his hand? Both the prayer and 
the answer are from Thee. 
Thou at first givest the desire for prayer, and Thou at last givest likewise the 
recompense for prayers. 
Thou art the First and the Last, we between are nothing, a nothing that does 
not admit of expression. 92  
Here, prayer is both supplication, springing from the presence of God in the 
heart and answered by God, and zekr*, recollection, which culminates in the 
absorption of the recollecting subject in the recollected object, as Joneyd 
had putit.93 Mowlana* Rumi knows this secret of constant recollection 
(although he has never given any fixed rules pertaining to zekr*):  
And think so intensely of God that you forget yourself, until you be 
annihilated in the Called One, where there is neither calling nor call.94  
He has touched this problem in a passage of Fihi ma* fihi, which has been 
taken up by Sepahsalar*.95 Formal prayer,he says, has an end, but the 
constant prayer of the soul is unlimited, it is  the drowning and 
unconsciousness of the soul so that all these forms remain without. At that 
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time there is no room even for Gabriel who is pure spirit.  
That is what the Prophet experienced when he stood in the Divine Presence 
and had 'a time with God' while even theangel of inspiration had to remain 
outside this most intimate discourse between Creator and creature. 
Annihilated in theDivine Presence, the praying person partakes of the 
Divine light. Rumi illustrates this point with an oft-repeated storyaccording 
to which a certain saint (allegedly his own father) was completely absorbed 
in prayer and so united with Godthat those who bore him company were 
facing the direction of the Ka`ba, whereas those who had performed the 
ritualprayer without him, were seen turning their backs towards Mecca: 
God's light, as manifest in the praying master, is 'thesoul of the Mecca-ward 
direction'. If someone would entrust himself and his wishes to such a saint, 
God would fulfill his request without his uttering a word.96 And thus writes 
Rumi in one of his letters:  
The faqih knows the form of prayer, its beginning is takbir, its end salam *. 
The faqir knows the . . . soul of  ritual prayer. The condition of the soul of 
prayer is to be forty years in the greatest jehad*, to make one's eyes and 
soul blood, to transgress the veil of darkness, to die from one's own 
existence, to be alive through God's life, to exist through God's existence.97  
It is not difficult to understand that stories like those which highlight God's 
praying in man's heart could be interpretedin a pantheistic sense: later 
admirers of Rumi would find here the idea that there is nothing Existent but 
God who praysin Himsef and through Himself. Yet, Rumi's own statement 
that faith is even better than prayer, since it is invariable,and is the very root 
of prayer, should be kept in mind when discussing his thoughts on prayer.98  
The story which we discussed in the beginning of the chapter has often been 
echoed in the Muslim worldwe know analmost verbal paraphrasing by the 
Persian poet Shah Jehangir* Hashemi* who found shelter at the court of 
theArghunids in Sind (he was murdered on his way to Mecca in 1539).99 
Other allusions are frequent in both high Persian,and popular Punjabi and 
Sindhi mystical poetry. In our century, Muhammad Iqbal has once more 
interpreted Rumi'sidea of the dialogue between man and God100a God who 
longs to be known, loved and worshipped and thereforecreates the world 
and what is in it; a God who teaches man how to address Him, answering 
the way He considers itnecessary for the course and the welfare of the 
world. But, more important: such prayers which are intimateconversations 
of the soul and God, cause a change in man's consciousness so that he, 
finally, conforms to the EternalWill in loving surrender and experiences that 
his prayerseven though not answered verballyhave led him to a new levelof 
experience, and thus yielded unexpected fruit for his spiritual life.  
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IV 

Mowlana * Jalaloddin* Rumi's 
Influence in East and West 

 

 
Whosoever recites the Mathnavi in the morning and evening 
For him Hellfire be forbidden! 
The spiritual Mathnavi of Mowlana* 
Is the Koran in Persian tongue. . . 
What shall I say in praising this lofty personality? He is not a prophet, but 
he has a book! 

That is how Molla * Jami* (d. 1492), the last classical poet of Iran, has 
praised Mowlana* Jalaloddin*. His twostatements, that Jalaloddin's* 
Mathnavi with its more than 26,000 verses is almost an integral translation 
of the Koran inPersian, and that Mowlana* has almost the status of a 
prophet who brought a sacred book for his community, have beenrepeated 
time and again by the admirers and followers of Jalaloddin* Rumi in every 
corner of the world.  

The admiration shown to Rumi in East and West reached a new culmination 
point in 1973, the seven-hundredthanniversary of his death. Not only in 
Konya, where the mystical poet is buried, and in Turkey in general 
internationalmeetings were held, and learned and popular books published; 
Iran likewise celebrated the memory of the greatestmystical poet in Persian 
tongue. Numerous lectures on Rumi and the various aspects of his poetry 
and teachings werearranged in Pakistan and Afghanistan, but even more in 
Western countries. Scholars and lovers of Mowlana gatheredaround them 
many admirers during the Rumi-year: the Netherlands and Germany, Great 
Britain and various universitiesin the United States participated in memorial 
meetings, as did orientalists in Italy, Switzerland, and other countries.  
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At such a moment we may ask ourselves why Rumi had such a deep impact 
on millions of people, and how his spiritualinfluence manifested itself 
through the centuries in East and West. Perhaps we may be able to find an 
appropriateanswer to this question.  

Long before Jami* wrote his lines in the late 15th century, the admiration 
for Jalaloddin* Rumi's work was widespreadin the Muslim world. In fact, 
the first books composed about him in Konya itself show already all the 
traits of deepveneration and high respect for the master that were later to 
become commonplace. They virtually form the cornerstoneof the whole 
literary output written about him and his poericodidactic work in the seven 
centuries to follow.  

Mowlana's* beloved eldest son Soltan* Valad (1226-1312) is not only the 
organizer of the Mevlevis into a proper order,known in the West as the 
Whirling Dervishes; he is also his father's first biographer. 1He was able to 
record the events of his father's life as he witnessed them himself from his 
verychildhood onward. The coming of Borhanoddin* Mohaqqeq* to Konya 
impressed the six-year-old child,2 and later,Soltan* Valad was sent to bring 
back his father's mystical beloved, Shamsoddin, from Syria;3 it was he who 
wasmarried to the daughter of Salalhoddin* Zarkub to whom Rumi had 
turned in mystical love after Shamsoddin'sdisappearance. Soltan* Valad 
was a faithful disciple of his father-in-law through whom he was inspired to 
composepoetry.4 He was likewise faithful to Hosamoddin* Chelebi, 
accepting him as his father's successor and obeying him inperfect devotion 
until this youngest friend of Mowlana* passed away and Soltan* Valad, 
'orphaned', as he said, took theseat as the head of the Mevlevi order.5 His 
poetical narratives are the most faithful interpretation of his father's life 
andteachings, although at times he tends to use historical data somewhat 
loosely. But with his unassuming style, and hissimple way of explaining 
some of the most complicated ideas of Mowlana* while retelling his stories, 
he is an excellentsource for the understanding of Jalaoddin's* thought. The 
figure of Soltan* Valad himself would be worth investigating;after the 
weird and dark personality of his grandfather Bahaoddin* Valad and the 
radiant beauty and power ofMowlana* himself, this man of the third 
generation appears somewhat subdued. He was certainly not a creative 
mindbut a faithful interpreter, not a fiery soul but a mirrorholder for those 
whom he loved and whose beauty his poetry triedto reflect.6  

Two other authors in the Konya environment wrote memories of 
Mowlana*, one of them being Faridun Sepahsalar*who had served the 
master for many years and died in 1319 at a great age; his risala* contains 
sober and reliable material. The younger Aflaki* (d. 1356), no longer a 
personal witness of the events, introduces a considerable numberof legends 
and tales into his Manaqeb* al-`arefin*, a book which gives the most 
detailed description of the religious lifein Konya during and shortly after 
Mowlana's* lifetime. It has to be used with a certain amount of caution yet, 
it is theonly early source available to Western readers in (a not very 
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convincing) French translation.  

It is small wonder that the Turks were and still are extremely fond of 
Mowlana * Jalaloddin* who took his surname, Rural, from the Romean, 
e.g. Anatolian, area where hespent most of his life. He was, as is claimed of 
Turkish origin. In the centuries following his death, during which 
theMevlevi order consolidated and spread over the Ottoman Empire, 
innumerable poets, musicians, and artists were moreor less closely affiliated 
with the order and honoured the master's spirit by their music, poetry, and 
calligraphy.  

In a fine study, Shahabettin* Uzluk has shown the role of Mevlevi 
calligraphers and painters in the history of Turkishart.7 It is touching to see 
that even in contemporary Turkey young apprentices of vocational schools 
in Konya are ableto produce new variations of the oft-repeated formula Ya 
Hazret-i Mevlâna, which, written in decorative calligraphy,adorns many 
houses.  

Classical Turkish music is unthinkable without the Mevlevi tradition, and 
the tunes composed for the meetings ofmystical dance (sama*) are today as 
moving as they were centuries ago.8  

Since the average Turks had little or no knowledge of Persian, a number of 
Mevlevi scholars took upon themselves thetask of commenting upon the 
Mathnavi, or of translating it into Turkish.9 The two best commentators of 
Persianliterature in the heydays of the Ottoman Empire, Sham`i and Soruri, 
composed a commentary each in the years 1591and 1592. Only a few years 
later, Isma`il* Rüsuhi Ankarali (d. 1631) wrote a commentary which is still 
regarded as thesoundest introduction to the enormous work, and which was 
made known in Europe by the good analysis of its contentsby the Austrian 
scholar Joseph yon Hammer-Purgstall in 1851.10  

One century after Isma`il* Ankarali Isma`il* Haqqi Bursali (d. 1724), a 
good mystical poet in his own right, producedhis introduction called Ruh-e 
Mathnavi.11 At approximately the same time, Süleyman Nahifi (d. 1738) 
succeeded intranslating the Mathnavi into Turkish poetry in the original 
meter. In our day, many Turkish scholars work in the fieldof Mowlana* 
studies; the indefatigable Abdülbaki Gö1pmarh has contributed most 
valuable studies into thebiographical data of Rumi's life and the history of 
the Mevlevi order; he has also transformed the poetry of the lyrics ofthe 
Divan-e* Shams into modern Turkish and published a revised version of 
Veled Izbudak's translation of theMathnavi. His two books, Mevlâna 
Celâleddin Rural and Mevlâna` dan sonra Mevlevilik certainly deserve 
translation into a Western language.Most recently, the noted mystical writer 
Samiha Ayverdi has begun with the publication of her long-awaited 
commentary.  

A small anthology prepared by the former director of the Mevlâna Müzesi 
in Konya, Mehmet Önder, gives animpressive survey of poetry written 
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during the centuries in honour of Jalaloddin * Rumi.12 The anthology 
begins withGülsheni (d. 1534); we find verses by representatives of the 
most complicated Ottoman baroque style, like Nabi. AbuBakr Qani`*   (d. 
1792) belongs to the most unusual members of the Mevlevi order; his work 
ranges from religious poetry to socialsatire.13 Special mention must be 
made of Ghalib Dede, the head of the Mevlevihane in Galata/Istanbul, 
whoprematurely died in 1799. His involved poetry gives expression to the 
inward fire that animated the dervishes to spinaround their axis. Many of 
the 19th century poets, like Fazil Enderuni, Kececizade `Izzet Molla*, and 
Pertev, wrote inhonour of Rumi: even more astounding is the great number 
of modern Turkish literary men who paid tribute to him: thename of Neyzen 
Tevfik, the flute-player and satirist, is well known to students of modern 
Turkish; Yahya Kemal(Beyatli), the last representative of classical poetry 
(d. 1958) has compared himself to the reed-flute which is playedduring the 
sama* -meetings. The former minister of education in the Inönü era, Hasan-
Âli Yücel, is as sincere in hisadmiration for Rumi as the deeply orthodox 
Kemal Edip Kürkçüoglu, and as Asaf Halet Çelebi, one of the truly 
modernlyrical poets of Turkey, whose poem on the sama` faithfully 
interprets the mystical flight experienced by the whirlingdervish.14  

The Mevlâna Bibliografyasi, compiled by Mehmet Önder at the occasion of 
the 700th anniversary of Rumi's death,reflects the Turkish share in scholarly 
and popular studies very clearly. And if the long list of names of writers 
were notsufficient to show the love of the Turks for their Mowlana* 
Jalaloddin*, the thousands of visitors who attend the celebration of the 
anniversary of Rumi's death in Konya every December, and those who 
come from all parts of Turkeyto offer a prayer at his threshold, would prove 
how deeply this love is rooted in the hearts of the Turks even half acentury 
after Ataturk closed the dervish lodges and strictly prohibited any activity of 
mystical fraternities. 

The Mevlevi order remained restricted to the Ottoman Empire. A few 
branches were founded in the Arab countrieswhich came under Turkish 
domination in 1517. However, the stylistic differences of Arabic and 
Persian are so greatthat the Arabs never became really interested in Rumi's 
work but rather remained faithful to their own tradition ofmystical poetry. 
Still, in the early 19th century one of the members of the order, Sheykh 
Yusuf ibn Ahmad, composed acommentary of the Mathnavi in Arabic under 
the title Al-minhaj * al-qavi li-tullab* al-mathnavi15  

Recently, the University of Tehran published an Arabic verse translation of 
the Mathnavi under the title Javahir* alathar* by a certain `Abdol `Aziz 
Saheb* al-Javahir*. A few famous passages from Rumi's Mathnavi and his 
Divan have been rendered into Arabic by `Abdol Vahhab* `Azzam*.16 
These few attempts notwithstanding it is impossible tospeak of a real 
'influence' of Jalaloddin* Rumi's poetry on the Arabs or even of a proper 
knowledge of his name amongthem. Yet, along with the renewed interest in 
the Sufi tradition that is visible in the last years in modern Arabic 
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poetryRumi's name appears in unexpected places: in a tender poem about 
the complaining reed-flute, dedicated by the Iraqipoet `Abdol Vahhab* al-
Bayati* to the memory of the Turkish socialist poet Nazim* Hikmet, Rumi's 
spirit is all of asudden present in perfect beauty . . .17  

Very different is the situation in Iran and the countries east of Iran. It is told 
that Moslehoddin* Sa`di of Shiraz (d.1292) was asked to select the best 
poem known to him, and he choose one of Rumi's ghazals. Even if this be a 
nicelyinvented story we can be sure that many Persians even today would 
pass a similar judgment.  

Iran, like Turkey, can boast of a great number of commentaries on the 
Mathnavi: in the beginning of the 15th century,Kamaloddin* Hoseyn* ibn 
Hasan* al-Khwarezmi* al-Kobravi (d. ca. 1440) wrote his Kunuz* al-
haqa'iq* fi rumuz* ad-daqa'iq*, also call Javahir* al-asrar* u zavahir* al-
anvar*, which is only partly preserved.18 During the same 
age,Nezamoddin* Mahmud* Da`i* collected his own mystical works which 
contain, among other poems, seven mathnavis in the style of Rumi, for 
whose Mathnavi he wrote scholia.  

Jami *, then, tells that in the 15th century the leader of the early 
Naqshbandiyya order in Eastern Iran, Mohammad*Parsa*, used to take 
prognostication from Rumi's Divan-e* Shams, just as most people would 
use the Divan-e Hafez* for the purpose of telling the future.19 The 
Naqshbandiyya, sober as they are, apparently maintained their interest 
inRumi's work through the centuries; for Hoseyn* Va`iz-e* Kashifi*, the 
fertile didactic writer of Herat (d. 1506) alsoworked on the Mathnavi.20  

Although during the Safavid and post-Safavid period the study of Sufism 
was no longer as popular in Iran as it had beenformerly, some of the leading 
philosophers wrote extensive, and very difficult, commentaries on the 
Mathnavi in which they tried to find every possible wisdom; for the latest 
time, the commentary of Molla* Hadi* Sabzavari* (d. 1872) is atypical 
example of this approach.21  

In our day, the Persian interest in Mowlana's* work is manifested best in the 
magnificent edition by Badi`ozzaman*Furuzanfar* of the Kolliyat-e* 
Shams which comprise more than 3000 ghazals and about 2000 quatrains. 
Along withFuruzanfar's* numerous other works on Rumi, the elucidation of 
his litertary sources, as well as his editions of relatedbooks, the ten volumes 
of the Kolliyat* (or Divan-e) enable the scholar for the first time to study 
Rumi's styleintensively. The University of Tehran is engaged in two 
extensive projects of the same character, viz. the preparation ofa vocabulary 
of the Mathnavi and an exhaustive commentary of the same work.  

Besides, Rumi's work is continuously recited in the various mystical groups, 
orders and suborders in Iran, like theKhaksar*, for whom it forms the centre 
of their spiritual life. The same growing interest in the work of Mowlana* 
as asource for the renewal of spiritual life can be witnessed in the book of a 
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Persian born psychologist, Reza Arasteh, called'Rumi the Persian, Rebirth 
in Creativity and Love'. As everywhere between Istanbul and Lahore, 
excerpts from theMathnavi, children's editions, and popular versions are 
produced. The artistic recitation of Jalaloddin's* poetry is asalive in Iran as 
the interest in his musical heritage.  

However, the strongest influence of Rumi's work in the countries east of 
Suez is visible in the Indo-PakistanSubcontinent. The Indian names on 
many old tombstones in Konya bear witness of the pious pilgrims who 
spent part of their lives in the spiritual presence of Mowlana *. We 
maydoubt the veracity of stories which tell of connections between the 
Indian Sufis and Rumi and his immediate successors:the poet Bu` Ali 
Qalandar (d. 1324) is related to have visited Mowlana*, and his poetry 
doubtlessly shows traces ofRumi's influence. Another story tells that Sayyid 
Ashraf Jehangir* (d. 1404) paid a visit to Solemn Valad to 
collectinformation about his father's life from him. But since Soltan* Valad 
died in 1312, we can dismiss this story. However,we have to admit that the 
interest of the Chishtiyya order in Rumi's work developed very early. The 
first great leader ofthis order in Delhi, Nezamoddin* Owliya* (d. 1325) 
composed a commentary of the Mathnazi a small part of which ispreserved 
in the Asiatic Society of Bengal.22 His disciple and successor, Cheragh-e* 
Dehlavi, was thoroughlyacquainted with Rumi's poetry, as is clear from a 
remark in his conversations.23 The Mathnavi belongs to thefundamental 
books in the Chishtiyya tradition. Since this order, contrary to the 
Naqshbandiyya, is in favour of musicand mystical dance, the enthusiastic 
lyrics of Rumi were congenial to the spiritual atmosphere.  

But knowledge of the Mathnavi did not remain restricted to Northern India: 
even a Bengali historian in the late 15thcentury wrote: 'The holy Brahmin 
will recite the Mathnavi'.24 At that time Rumi's poetry had become well 
known inEast Bengal, this country being under Muslim rule since the late 
13th century. The numerous saints and poets in Bengalsometimes blended 
the famous Song of the Reed, the first eighteen verses of the Mathnavi, with 
Hindu tales about Lord Krishna playing the flute: the longing tunes of the 
magic flute could well express love and yearning, whatever thecultural 
context might be. We may mention at random that commentaries of the 
Mathnavi were also composed inBengali language, though only in later 
times. A poetical translation of the first part of the Mathnavi, made in 1888 
by acertain Qazi Akram Hoseyn*, has been printed in Calcutta in 1945; I 
once heard of a prose translation by Maulvi FazliKarim but am not aware 
whether it has been published.  

Interestingly enough, in the Subcontinent the name of Jalaloddin's* mystical 
beloved and master, Shamsoddin of  Tabriz, is connected with another 
strong spiritual tradition: in the town of Multan, the tomb of a certain 
Shams-e Tabrizis a place of visitation for the pious. The simple building, 
decorated with blue and white tiles with stylized cypresses,belongs, 
however, to the famous Ismaili missionary Shams-e Tabriz, as W. Ivanow 
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has shown. The legendary Shamshas even attained the rank of one of the 
Panj Piriya, a group of five saints who have long been worshipped in parts 
ofIndia and particularly in the Indus valley. 25  

Rumi's mystical master Shams has become a well-known figure in Indo-
Muslim folk poetry. His name occurs incombinations with that of the great 
mystical poet Faridoddin `Attar* (d. 1220): both of them were martyred for 
theirexcessive love (although that cannot be proved in `Attar's* case). More 
often, Shams is praised in later Sindhi andPunjabi poetry as a martyr of love 
who, like 'Mansur* al-Hallaj*' (d. 922) was cruelly killed by the theologians 
becausethey considered his ardent love and his claim to be 'the Beloved' 
dangerous and irritating. Sindhi literature, alwaysconfusing Rumi's beloved 
and the Ismaili missionary, knows several legends about Shams-e Tabriz; 
but thecombination of Hallaj*, Shams, and Jalaloddin* Rumi has even 
inspired a Persian ta`ziya (Passion play), called The Majlis of al-Hallaj*, 
Shams and the Molla-ye* Rum. This interesting piece has been brought to 
light by the Afghanscholar and diplomat A. R. Farhadi.26  

Afghanistan, by the way, cherishes the memory of Jalaloddin*, here called 
'Balkhi' after his birthplace Balkh; the recentpoetical description Az Balkh 
ta* Qunya* by Khalilollah* Khalili is not the only witness of the emotional 
appeal ofRumi to modern Afghans. Khalili has also edited some classical 
texts connected with Jalaloddin*.27 Pashto texts of anearlier period 
concerning Rumi's work have been recently edited by Professor `Abdul 
Hayy* Habibi*; they show theinfluence of the Mathnavi in the Pashto 
speaking areas very well. The 700th anniversary of Mowlana's* death was 
mostimpressively celebrated by an international symposium, which was 
widely echoed in the Afghan Press.  

In India, the love of Mowlana* Rumi was by now means restricted to the 
Sufi orders. We may say without exaggerationthat the Mathnavi was 
accepted as authoritative throughout medieval India. The emperor Akbar 
(ruled 1556-1605) loved the Mathnavi, 28 and we read that the poet Sheyda 
atShah* Jehan's* court (ruled 1627-1658) 'quoted in self-defence the 
authority of Mowlana* Rumi' and was released.28The heir apparent of the 
Mughal Empire, Shah* Jehan's* son Dara* Shikoh (d. 1659) copied a 
mathnavi of Solemn Valad with his own hand. He, who in vain tried to 
'unite the two oceans' of Islam and Hinduism by his attempts topromote a 
deeper understanding of Indian mystical tradition in the Islamic 
environment, was a great admirer of Rumi,so much so that one of his works 
consists largely of quotations from Mowlana's* verses.29 Dara's* younger 
brotherAurangzeb (ruled 1658-1707), who persecuted and eventually 
executed him, was likewise fond of Jalaloddin's* poetryto such an extent 
that his theological instructor, Molla* Jivan*, composed an interpretation of 
the Mathnavi. One of his courtiers told Dara* Shikoh's mystical leader, 
Molla* Shah* Badakhshi:  

I have often had the honour of reading before Aurangzeb passages from the 
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Mathnavi of Jalaloddin* Rumi.  

The Emperor was often so touched that he shed tears.30  

Other sources confirm this stern, orthodox ruler's admiration for people who 
were skilled in reciting the Mathnavi in an affecting way. Indo-Pakistani 
sources contain much information about famous mathnavi-khwan's* who 
excelled in the recitation of Rumi's verses. Among them we may mention a 
certain Sayyid Sa`dollah Purabi (d. 1726) who wrote aresala-ye* chehel 
beyt-e Mathnavi:31 just as the pious Muslim selected forty traditions from 
the Prophet, thus themystics chose forty verses from the 'Koran in Pahlavi 
tongue' and commented upon them.  

The anthologies of Persian poetry written during the 17th and early 18th 
centuries supply us with allusions to Rumi andquotations from his work in 
the lyrical effusions of almost every major and minor poet. When the 
Kashmiri poet Safya*,who wrote poetical pieces in the meter of Mowlana's* 
Mathnavi, tells us that:  

The Mathnavi-ye Mowlavi-ye ma`navi grants new life to one who has been 
dead for a hundred years,32  

he is perfectly in harmony with many other Indo-Muslim poets who praised 
the Mathnavi as source of inspiration, orimitated it in various ways. The 
biographical handbooks speak of many poets who 'were possessed of an 
excessive love for theMathnavi', 33 and the outstanding Persian poet of the 
17th century, Sa'eb*, wrote quite a number of poems in imitationof Rumi's 
ghazals.34 Since it had become fashionable to write naziras*, 'counter-
poems', to classical poems, the poetsnot only tried to imitate and emulate 
Hafez*, Khaqani* and Anvari, but also Mowlana*. The last great 
representative ofthe Indian Style, and most admired poet of the 'Tajik' 
tradition, Bedil (d. 1721) is no exception to this rule; his variationupon 
Rumi's little ghazal:  

From every piece of my heart you can make a nightingale . . .35  

is very successful; besides, allusions to the reed-flute, to the fire which it 
casts into the reedbed, and to other imagesfrom Rumi's poetry are found in 
Bedil's Divan*, though often in very distorted form. His whole world view, 
centringaround the idea of a constant upward movement of everything 
created, bears similarities with Rumi's dynamic worldview; but these 
seeming similarities still await scholarly proof.36  

That Rumi's Mathnavi inspired many poems is well known: the refugee 
from Afghanistan to the court of Sind,Jehangir* Hashimi* (d. 1539) offers a 
new variation of Rumi's famous story on prayer in his Mathnavi mazhar* 
al-athar*.37 And when, one-and-a-half centuries later, Aurangzeb's 
daughter, the accomplished poetess Zeb un-Nisa*asked her poet friends to 
compose a mathnavi in the style of Rumi's poetry, this should not be taken 
as an isolatedinstance; in fact, there were many such imitations produced 
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around 1700.38 Again, about a hundred years later, a Hinduwriter called 
Anandagana Khwosh composed a Mathnavi-ye kajkolah* in the style of 
Rumi's Mathnavi (1794); it isimportant to note that he inserted in it the story 
of Dara* Shikoh's meeting with the Hindu sage Baba* Lal* Das toremind 
his readers of the attempt at reconciliation of Muslim and Hindu mystical 
tradition by the unlucky Mughalprince.39 To glance through A. Sprenger's 
Catalogue of the manuscripts of the king of Oudh (1854) reveals not 
onlyhow many copies of the Mathnavi were found in the libraries of Indian 
Muslim kings, but even more the extent to whichRumi's work influenced 
and was imitated by numerous early 19th century writers in both Persian 
and Urdu.  

It goes without saying that Indian scholars and mystics wrote numerous 
commentaries of the Mathnavi; most of them date from the 17th century, 
the period of greatest scholarly and poetical activity in the Subcontinent. 
We could easilyenumerate a dozen or more learned commentaries written 
during this period, besides special glossaries, and anthologiesmade from 
Rumi's poetry. 40 The amount of material is probably even larger than is 
known at present, since a thoroughinvestigation into the catalogues and 
particularly into the treasures of uncatalogued libraries in India and Pakistan 
wouldgive even more information about direct or indirect influences of 
Rumi's work on Indo-Muslim thought. Suffice it tomention that the most 
famous commentary of the Mathnavi, that of `Abd al-`Ali surnamed Bahr* 
al-`olum was composed in Lucknow in the late 18th century; it has been 
considered by Western scholars the best introduction intoRumi's 
theology.41 The useful analytical index known as mir'at* al-Mathnavi and 
compiled by Telmidh Hoseyn*,should not be left out in this connection; it 
gives an excellent survey of the contents of the Mathnavi.  

Of special interest is the survival of Rumi's poetry in the Indus valley, in 
Sind, the first part of the Subcontinent thatcame under Muslim rule (711). 
The above mentioned poet Jehangir* Hashimi, though of Persian extraction, 
lived at thecourt of the Arghun rulers in Thatta, Sind; after him there came a 
great number of poets who 'kept warm the market ofDivine Unity'42 by 
reciting the Mathnavi in this province. Sind had been noted for the interest 
of its inhabitants in saint-worship and mystical poetry, and the historians 
enumerate the names of those who indulged in the recitation of Rumi'swork 
which was regarded as 'the highway for those who attain Divine Reality'.43 
Some of them were able to recite theMathnavi 'with sad voice so beautifully 
that all the listeners were brought to tears.'44  

In Sind, as in other parts of Indo-Pakistan, the admiration for the Mathnavi 
was not restricted to a single mystical order.Not only the Chishtiyya but the 
Qadiriyya and the Naqshbandiyya relied largely upon this book. It is told 
that one of the18th century leaders of the Naqshbandiyya in Sind, 
Mohammad* Zaman-e* awwal, gave away his whole library andkept for 
himself only three books, namely the Koran, the Mathnavi, and the Divan-
e*.45 This was apparently not unusual. As for Mohammad * Zaman's* 
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disciple, `Abdor Rahim* Girhori, martyred when attempting to destroy a 
Shivaidol in a nearby village, he would quote from the Mathnavi in his 
letters of complaint which he sent to the rulers of hiscountry.46  

Mowlana* Rumi's influence on mystical poetry in the Indus valley is best 
revealed in the work of Shah `Abdul Latif* ofBhit (d. 1752). His Risalo* in 
Sindhi is for everyone who speaks Sindhi, be he Hindu or Muslim, the 
textbook of hisWeltanschauung; verses from this collection of mystical 
poetry are still stock-in-trade in the country. Even the foreignerhas to admit 
that the Risalo* belongs to the most touching poetical expressions of 
Islamic mysticism, and that Shah*Latif's* way of blending simple Sindhi 
folktales with highflown mystical speculations is remarkable.  

Lilaram Watanmal, one of the first (Hindu) authors to write about the 
mystical poet of Bhit expressed the opinion thatthe Koran and the Mathnavi 
were always in the poet's hand, together with some Sindhi mystical poems, 
and:  

It is related that Nur Mohammad* Kalhora, the then ruler of Sind, from 
whom Shah Latif* had become estranged, won back the poet's favour by 
presenting him with a fine copy of the Mathnavi.47  

Fifty years later, the British civil servant H. T. Sorley, who has devoted a 
useful book to the Sindhi poet, went so far asto think that Shah* `Abdul 
Latif's* poetry is nothing but 'an Indian Muslim development of the 
philosophy ofJalaloddin* Rumi' and 'that it would have been enough for the 
author of the Risalo* to be familiar with the Mathnavi alone.'48 Sorley is no 
doubt right, but he has not proved his theory in detail. This, however, would 
be easy. Shah*`Abdul Latif* has inserted into his poetry the famous motif 
of the blind men and the elephant,49 and a couple of otherallusions to the 
Mathnavi. The most touching instance is that in Sur Sasui Abri (I, 8):  

Those, in whom is thirstwater is thirsty for them.  

This quotation from the Mathnavi (I 1741) points to the truth that God and 
man act togetherwere not the Source of Lovethirsty for man's longing, how 
could man dare to long for this unfathomable source of Life?  

In a long sequence of verses in Sur Yaman Kalyan (V lo-15) the Sindhi poet 
openly acknowledges his indebtedness to Rumi. Every verse begins with the 
statement: 'This is Mowlana * Rumi's idea . . .' and then explains theories of 
unityand plurality, of love and longing.50  

It is also known that Shah* Latif* was on very friendly terms with Shah* 
Isma`il* Sufi (d. 1732) who was famous asreciter of the Mathnavi.51  

Among the later poets of Sind, all of whom knew Rumi's work very well, 
we may mention Bedil* of Rohri (d. 1872)who read the Mathnavi with one 
of the great mystical leaders of Sind, Pir `Ali Gowhar Shah* Asghar whose 
family hasplayed an important role in the history of Sufism in the Indus 
valley. The historians tell us that Bedil* was comfortedduring his illness by 
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the recitation of the Mathnavi, and his poetry in Sindhi, Siraiki, Urdu and 
Persian containsnumerous allusions to Rumi's verses and to Shams-e 
Tabriz*. He has even composed a strange book called Mathnavi-
yedelkosha* which consists of a combination of Koranic quotations. 
Prophetic traditions, verses from the Mathnavi and verses from Shah* 
`Abdul Latif's* Risalo*: these four elements were put together to show the 
way of highermysticism.52  

How strong the love for Mowlana* still is among the Sindhis can be 
understood from the fact that only a few years ago,beginning in 1943, an 
excellent Sindhi verse translation of the complete Mathnavi was written in 
Hyderabad/Sind; theauthor of this work, called Ashraf al-`olum, was Din 
Mohammad* Adib, a teacher in Hyderabad (d. 1975).53  

Similar is the situation in the Punjab. At least two commentaries on the 
Mathnavi in Punjabi have been printed, one ofthem being in Punjabi verse 
by Pir Imam* Shah* (1911), which comprises, however, only a small part 
of the 26,000verses of the original. Another Punjabi verse translation, by 
Mowlana* Mohammad* Shahoddin*, appeared in Lahore in1939.54  

As to Pashto I know of a poetical version of the Mathnavi which is being 
prepared by Mowlvi `Abdul Jabbar* Bangashfrom Kohat, and by Abdul 
Akhar Khan 'Akbar' of Peshawar. In the poetry of the Pathans we find as 
many allusions toRumi's work as in the other languages of Muslim India 
and Pakistan or Turkey.55  

The regional languages of the Subcontinent contain a large amount of 
material taken from the Mathnavi. It would be surprising if the literary 
language proper of the Indian Muslims, viz. Urdu, would not contain 
allusions to or translationsfrom the work of Rumi. 56 How widely 
Mowlana's* work was read is illustrated by the fact that even the satirist 
Sauda*(d. 1792), one of the 'four pillars of Urdu' in the 18th century, 
composed a very little mathnavi on a verse of Rumi about all-embracing 
unity.57 That the great mystical poet of Delhi, Mir Dard (d. 1785). 
following his father Nasir*Mohammad* `Andalib's example, quotes 
profusely from Rumi goes without saying. Even in the poetry of the last 
greatmaster of Urdu and Indo-Persian poetry, Mirza* Ghalib* (d. 1869) 
some images can be traced back to Rumi through thelong chain of poets like 
Dard, Bedil, and `Urfi. Urdu translations of the Mathnavi are of course 
available. Munshi Mosta`an* `Ali's poetical version, Bagh-e* Iram, was 
completed in 1826 and has been printed several times. The mostrecent, and 
probably most successful, Urdu verse translation, which like every good 
version in the Islamic languagespreserves the original meter, is the Pirahan-
e* Yusofi by Mohammad* Yusof `Ali Shah* Chishti, lithographed in 
1943.Its name 'Joseph's Shirt' (besides alluding to the author's proper name) 
invokes the image of the healing quality ofJoseph's garment which, being 
part of him, conveyed sight to his blind father: should not the translation of 
the Mathnavi brighten the reader's eyes, filling them with spiritual insight?  
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The Indian Muslims also showed interest in Rumi's prose work Fihi ma* 
fihi: `Abdur Rashid Tabassum translated this book into Urdu in our century, 
after `Abdol Majid Daryabadi* had undertaken the task of editing it for the 
first time in1922. He received inspiration for this work from the poet-
philosopher Sir Muhammad Iqbal, the 'spiritual father ofPakistan'.  

Iqbal himself is no doubt the most fascinating example of Rumi's influence 
on a contemporary Muslim poet and thinker.  

Most commentaries in the Islamic languages interpreted Rumi's Mathnavi 
as a perfect expression of pantheisticmysticism, for the post 13th century 
writers had been largely under the influence of Ibn `Arabi's (d. 1240) 
theosophy inwhich the philosophy of Unity of Being is brought to its final 
conclusions. The interpretations of Rumi's thoughts in theWest generally 
followed their example. It is therefore natural than an Indian Muslim like 
Muhammad Iqbal (1877-1938) wrote in his doctoral thesis submitted to 
Munich Universityin 1907:  

All feeling of separation. . . is ignorance, and all 'otherness' is a mere 
appearance, a dream, a shadow, a differentiation, born of relation essential 
to the self-recognition of the Absolute.  

The great prophet of the school is 'the excellent Rumi', as Hegel calls him. 
He took up the old Neo-Platonic idea of the Universal Soul working 
through the various spheres of being, and expressed it in a way so modern 
in spirit that Clodd introduces the passage in his 'Story of Creation'. 58  

The verse which Iqbal quotes as proof for this theory:  

First man appeared in the class of unorganic things . . . was to become later 
in his work the proof for the rising gamut of ego-hood which at present 
culminates in man andeventually leads to the Superman, the insan-e* 
Kamel* (Perfect Man) of Muslim mysticism. The change in outlookwhich 
becomes visible in Iqbal's work after his return to Lahore in 1908 was 
probably caused by a small book, Savanehe* Mowlana* Rum, a biography 
of Rumi by the great Indian orientalist Mowlana* Shibli Nu`mani (d. 
1914).59 Shiblicloses his booklet with a comparison of some of Rumi's 
ideas with modern theories of evolution and points outsimilarities with 
Darwin, quoting the passage:  

I died as mineral and became a plant . . .,  

a passage which was central for modem pseudo-scientific interpretation of 
Rumi's thought (see Chapter III, 5).  

After 1911, Mowlana* Rumi revealed himself to Iqbal no longer as an 
exponent of all-embracing pantheism but ratheras the advocate of spiritual 
development, of the love-relation between man and a personal God, or of 
the infinite questfor God. These ideas can easily be detected in the 
Mathnavi, but even more in Rumi's lyrics, which Iqbal probablystudied first 
in R. A. Nicholson's fine selection, published in 1898.  
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Iqbal's new orientation became visible in his first Persian mathnavi, called 
Asrar-e* Khudi 'Secrets of the Self' (1915)where he relates 'How 
Jalaloddin* Rumi appeared in a vision and bade him arise and sing' 
(Chapter XI; the veracity ofthis experience has been confirmed by members 
of his family).  

And, as R. A. Nicholson writes in his translation of the Asrar *:   

As much as Iqbal dislikes the type of Sufism exhibited by Hafiz, he pays 
homage to the pure and profoundgenius of Jalaloddin though he rejects the 
doctrine of self-abandonment taught by the great Persian mystic and does 
not accompany him in his pantheistic flights.60  

The connection established in the Asrar-e* KhudiRumi as Iqbal's pir, his 
mystical guidelasted till the very end of thepoet's life. All his Persian 
mathnavis are composed in the easy flowing meter of Rumi's Mathnavi, 
which enables him to insert verses by Rumi into his own poetry without 
difficulty. The Koran and the Mathnavi were for Iqbal as for manymystical 
poets of Muslim India the two basic books for man's spiritual education; he 
therefore advised young scholars toread and re-read the Mathnavi and take 
inspiration from it.61  

In the Asrar-e* Khudi, Mowlana* Rumi appears not only as the poet's 
spiritual guide; in Chapter XVI his legendary firstmeeting with Shams-e 
Tabrizi is described, that will stand for the moment of inspiration through 
love. Rumi becomesIqbal's Khizr*, the guiding genius of the mystical 
traveller, who is aware of the fountain of life toward which he leadshis 
disciple. The same idea of Rumi being the Khizr-e* rah* is taken up once 
more in a dialogue in Bal-e* Jibril,62 Urdu poetry published fifteen years 
after Iqbal's first great poem by this name in his first collection of Urdu 
verses,Bang-e* Dara* (1922). In both instances Iqbal puts his difficulties 
before his master who solves them with aptly chosenverses from the 
Mathnavi.  
The Pir Rumi, the guide with shining heart, 
The leader of the caravan of love and intoxication,  
Whose place is higher than moon and sun, 
And who makes the Milky Way the rope of his tent . . . .63 

Rumi, praised with these words in the introduction of the Persian collection 
Pas che bayad* kard (1932) is 'the lamp ofthe free man's way',64 the master 
who discloses the secret of life and death,65 since the light of the Koran is 
shining inthe midst of his breast.66 Rumi becomes, for Iqbal, the guide 
through the otherworld, and leads him in his mysticalflight through the 
spheres as it is described in glowing colours in the Javidnama* (1932).67  

Allusions to Rumi's verses are frequent in Iqbal's poetry: The beauty of love 
gains from his reed 

A share from the Majesty of Divine Grandeur . . . 68  
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That is how the modern poet applied the symbol of the reed, whose voice is 
heard in the introductory verses of theMathnavi. It is interesting to observe 
that Iqbal alludes here to the concept of kibriya*, Divine Grandeur, which is 
in fact one of the central words in Rumi's thought: this little instance shows 
the depth of Iqbal's intuitive understanding of hismaster's thought. The reed 
itself becomes a symbol for creativity through longing: separation from the 
reedbed enablesthe reed-flute to sing and to express its yearning. It stands 
for Adam who, far away from Paradise and its peace, beganto work and to 
invent arts and crafts, since only separation makes man creative and 
inventive.  

Rumi's famous poem with the rhyme-word -m arzust, 'is my wish' serves 
him as a kind of magical incantation, for itspeaks of the longing for the man 
of God, the perfected saint, as he revealed himself to Iqbal under the form 
ofMowlana*.69  

Rumi, the teacher of love and longing, became for Iqbal the counter-weight 
against the forces of cold reason and dryphilosophy. His name and that of 
Avicenna, the philosopher, become mere ciphers for the contrast of heart 
and brain: heis the master of loving meditation which flies immediately into 
the Divine Presence while philosophy lags behind ondusty roads.70 The 
only spiritual guide comparable to Rumi is in Iqbal's view, the German poet 
Goethe; he thereforeinvents a scene in Paradise where these two masters 
meet. Both of them are not prophets but have a book: Mowlana*the 
Mathnavi, Goethe the Faust, and both acknowledge the superiority of love, 
Adam's share, over satanic intellect.71  

Iqbal knew that:  

No other Rumi will rise from the tulip gardens of Iran, and therefore he took 
charge from his spiritual guide after having learnt the subtleties of love 
from him. He has burnthimself in his letters,73 and now aims at opening 
again 'the tavern of Rumi',74 since the Muslim community hadforgotten the 
spiritual wine of Divine Love. For:  

From the intoxicated eye of Rumi did I borrow Joy from the rank of Divine 
Grandeur.75  

That is how Iqbal transforms `Eraqi's * famous line about the first wine that 
was borrowed from the intoxicated eyes ofthe eternal cupbearer.  

Iqbal's admirers like to call him 'the Rumi of our age'; but such a 
comparison can only be made with a grain of salt,76For Iqbal lacks the 
strong, overwhelming experience of love which transformed Jalaloddin* 
into a poet; he is, as hehimself acknowledges, not as comprehensive as his 
mystical guide, and his verses can be interpreted in only one sense;they do 
not convey, as Rumi's poetry, an opalizing picture, filled with flames of 
different hues. Iqbal has, like a prism,singled out only rays of a certain 
wave-length from Rumi's poetry, concentrating them like a burning glass to 
kindlewith them the heart of his compatriots.  
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Inspired by Iqbal's ideas, a number of Pakistani scholars have taken to 
interpreting Rumi's thoughts afresh. The onlymajor English biography of 
Mowlana* was produced by a Pakistani diplomat, Afzal Iqbal. Among the 
productions ofnumerous scholars and admirers who, more or less 
successfully, composed a large amount of books and articles onRumi, Rumi 
and Iqbal, Iqbal and Rumi . . . the studies of Khalifa Abdul Hakim, both in 
English and Urdu, deservespecial mention.  

However, the ingenious interpretation of Rumi by Iqbal remains 
unsurpassed. Not inappropriately Iqbal's Turkishadmirers have honoured his 
memory by erecting a small but worthy memorial for him in the garden of 
Mowlana's*shrine, the Mevlâna Müzesi, in Konya, in order to testify the 
close spiritual union between the two poets who were sodeeply animated by 
Divine Love. And a small alabaster vessel with dust from Konya stands on 
Iqbal's tomb in Lahore.  

Rumi's influence did not remain restricted to the area of Islamic civilization. 
His work attracted the interest of Europeanscholars at a rather early stage of 
Oriental studies.  

Naturally enough, it was the external aspect of the Mevlevis, the whirling 
dance, that first impressed casual visitors tothe Ottoman Empire, who did 
not fail to describe it in their itineraries. However, it took long, and will 
perhaps still takea while, for the Western spectator to realize that the 
whirling movement of the Mevlevis is not an irregular, ecstaticmovement, 
but a harmonious art in which every step is prescribed according to a fixed 
ritual. There is nothing of the frenzied movement which is so often 
connected,particularly in German, with the expression Tanzender Derwisch. 
It is, however, fair to add here that the experience ofthe Whirling Dervishes 
has induced a few English writers to express their ideas of mystical flight by 
using the symbolof the mystic who, spinning around his axis, joins the 
cosmic dance. 77  

European diplomats were the first to attempt a deeper understanding of 
Rumi's work. A young Frenchman, J. deWallenbourg (d. 1806) worked 
during his six years' residence in Istanbul on a French translation of the 
Mathnavi; his work was, unfortunately, completely destroyed during the 
great fire in Pera in 1799. He was followed in his attempts atmaking 
Mowlana* known in the West by the indefatigable Austrian diplomat and 
orientalist Joseph yon Hammer-Purgstall (1774-1856) who first encouraged 
V. von Hussard (1788-1850) to translate selected passages from 
theMathnavi for the journal Fundgruben des Orients, the first scholarly 
orientalist journal in German language.78 Hammer-Purgstall himself was a 
great admirer of Mowlana*, and in his Geschichte der schönen Redekünste 
Persiens, the first comprehensive history of Persian literature, he deals at 
length with Rumi (p. 163 ff.) whose Mathnavi 'is the handbook of all Sufis 
from the borders of the Ganges up to the borders of the Bosphorus.'Hammer 
was also the first to recognizethe supreme importance of the Divan-e* 
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Shams of which he writes in highflown sentences that match Rumi's style at 
hismost grandiose:  

Auf den Flügeln der höchsten religiösen Begeisterung, welche hoch erhaben 
über alle üusseren Formen positiver Religionen, das ewige Wesen in der 
vollkommensten Abgezogenheit yon allem Sinnlichen und Irdischen als den 
reinsten Quell ewigen Lichtes anbetet, schwingt sich Mowlana nicht wie 
andere lyrische Dichter und selbst Hafiz, bloss über Sonnen und Monden, 
sondern über Zeit und Raum, über die Schöpfung und das Los, über den 
Urvertrag der Vorherbestimmung und über den Spruch des Weltengerichts 
in die Unendlichkeit hinaus, wo er mit dem ewigen Wesen als ewig 
Anbetender, und mit der unendlichen Liebe als unendlich Liebender in 
Eines verschmilzt . . .  

The translations which Hammer offered, in the same book, from both the 
Divan-e* Shams and the Mathnavi, are like his previous translations from 
Hafez* without higher poetical merit; yet, they give a first impression of the 
rich symbolism, the glowing intensity of Mowlana's * lyrics. He has 
alsopublished a few pieces from what he calls Das Brevier der Derwische, 
small poems sung during the sama* -sessions.  

Although Hammer's translation of the Divan-e* Hafez* had inspired Goethe 
to compose his West-Östlicher Divan, the specimens from Rumi's poetry 
offered by him did not attract Goethe at all. On the contrary, his judgment 
about the greatmystical poet as noted in his Noten und Abhandlungen is 
rather critical. What disturbed him was the apparentlypantheistic trend that 
made him think that Mowlana* had turned too much to strange and abstruse 
theories as aconsequence of the confused situation in Near Eastern politics 
during the 13th century (an idea nowadays commonamong the orientalists 
of the Eastern Bloc). He then goes on to say:  

He has dealt with little stories, fairy-tales, legends, anecdotes, examples, 
problems in order to make understandable a mysterious doctrine of which 
he himself does not properly know what it is.  

This judgment is certainly far off the mark.  

A similar picture of Rumi as pantheist is, however, more or less explicitely 
visible in other publications which appearedat approximately the same time 
from the pens of Western orientalists: the British scholar Graham dwelt 
upon one ghazalascribed to Rumi79 which was considered for a long time 
one of his central poetic expressions:  

What shall I do, O ye Muslims, for I do not know myself anymore; I am 
neither Christian, nor Jew, nor Zoroastrian, nor Muslim . . .  

This poem, which shows the mystic beyond time and space, beyond the 
created borders between races and religions, hasoften been repeated in the 
West; however it is not found in the critical edition of the Kolliyat-e* 
Shams, and resembles in its whole tenor rather the effusions of slightly later 
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poets in the Persian and Turkish speaking areas, who would repeatsimilar 
ideas time and again.  

Two years after Graham's publication, the German Protestant minister F. A. 
D. Thorluck published his shortintroduction to Islamic mysticism, called 
with a sonorous latin title Ssufismus sive theosophia persarum 
pantheistica(1821), which contains several quotations from the Mathnavi.  

Tholuck's aversion to anything that looked like pantheistic mysticism is 
known, and Mowlana * became his crownwitness for a 'mystical' 
interpretation of Islam. He quotes him as defender of the theory that hic 
mundus carcer est animarum nostrarum, 'This world is the prison for our 
souls', that means, for the old orphic tradition of soma sema. This, again, 
can be accepted only with a grain of salt; for as much as Rumi has talked 
about the soul in exile, his wholeapproach to the world of matter is much 
more complex than the few examples known to Tholuck can explain: matter 
isnot evil in itself but is rather something which has to be made lucid and 
transparent by the power of love so that thedivine light can shine through it.  

Tholuck's Blüthensammlung aus der morgenländischen Mystik, an 
anthology of Sufi wisdom published in 1825, offerslikewise a few 
translations from Rumi. But in the meantime a booklet had appeared which 
was to really introduceMowlana* the poet in the German speaking world. It 
is the Ghaselen by Friedrich Rückert (1788-1866). In this smallcollection, 
Rückert, both gifted poet and learned orientalist, translated fortyfour 
ghazals of the mystical poet in the mostcongenial way and also introduced 
the Persian poetical form of the ghazal into German literature where it soon 
becamean accepted lyrical form. In verses of unforgettable beauty Rückert 
speaks about love, longing, and unity, usingMowlana's* vocabulary, 
rhythmical structure, and imagery with such astonishing elegance that his 
work still providesthe best introduction into Rumi's poetical genius. The 
fortyfour ghazals which reflect almost every mode of thoughtculminate in 
the grand hymn of Unity:  
Ich bin das Sonnenstäubchen, ich bin der Sonnenball,  
Zum Stäubchen sag ich 'Bleibel' und zu der Sonn: 'Entwall!'80  

A second collection of ghazals in the style of Rumi was published by 
Rückert in 1836. The German readers did notknow what to make of these 
poems, asking themselves whether or not they were translations. A noted 
orientalist likeGraf Schack considered them to be completely original 
German poetry; other critics agreed with him. Others regardedRückert's 
verses as a perfect reflection of Mowlana's* spirit. A careful study reveals 
that Rückert, though able tounderstand the original Persian very well, has 
largely relied upon his teacher's, Hammer's translations in the Geschichte 
der schönen Redekünste. He transformed them into veritable 
poems,sometimes even preserving the first line, or the meter, of Hammer's 
version. Now and then he developed a single verseinto a full poem. He 
rendered the raw material into poetry of such beauty that more than eighty 
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years later, in 1903, aScottish theologian, W. Hastie of Glasgow, produced 
an English translation of the Ghaselen in ghazal-form.Interestingly enough, 
Hastie saw in the 'Festival of Spring', as he called his adaptations, a 
powerful antidote against thelewdness and irreligious attitude of Omar 
Khayyam and his western admirers . . .  

Hammer-Purgstall himself never ceased to be fascinated by Rumi. We owe 
him the first thorough review of the contentsof the Mathnavi when it was 
published in Istanbul with the Commentary of Isma`il * Rüsuhi Ankaravi; 
his analysis ofthe main trends of this great poem is absolutely correct and 
conveys more of Rumi's spirit than many later, and certainlymore scholarly 
articles and books, a few timebound judgments notwithstanding.81 The 
Austrian orientalist evenundertook to write a mathnavi himself; this 
booknot yet publishedconsists of seven long chapters in which the 
wholesymbolism of Islam is poetically elaborated and in which Rumi plays 
a central role; sentences from the Mathnavi occur verbatim in this 
interesting imitation of Rumi.82 Rückert later added a few anecdotes and 
translations of some passagesfrom the Mathnavi to his poetical 
transformations of Rumi's ghazals. But it was the Ghaselen that deeply 
influenced theGerman reading public. Through these verses Hegel became 
acquainted with 'the excellent Rural' who seemed toconstitute for him a 
perfect model of pantheistic thought. The question, how far Hegel's 
dialectics can be comparedwith, or even derived from Rumi's ideas has been 
posed lately by scholars of the Eastern Bloc countries.83 What everthe 
answer may be, Rumi remains since Hegel a favourite with European 
philosophers, historians of religion andhistorians of literature, although 
most of those scholars rely exclusively upon Rückert or, in our day, upon 
the selectionsmade by R. A. Nicholson. The impact of his famous story 
concerning the prayer of grace, first discovered by Tholuck,upon European 
historians of religion (from Söderblom to Friedrich Heiler and their dis-
ciples) is discussed in Chapter III 7. 

In the German speaking world, V. von Rosenzweig-Schwannau, an 
Austrian orientalist from the school of Hammer,published a selection from 
Rumi's poetry in 1838 (Auswahl aus den Divanen Dschelaladdin Rumis) 
which, despite itsmerits, is not comparable to Rückert's more poetical 
adaptation. In 1849, the German diplomat, Georg Rosen, offeredthe public a 
German verse translation of the first part of the Mathnavi, which was 
heavily attacked by Hammer-Purgstall. Since Rosen's book was printed 
only in a very limited edition, it never became popular; a new 
editionpublished by his son, Friedrich Rosen, with a learned introduction in 
1913, was soon out of print.  

In the meantime, scholars all over the Western world had become interested 
in Mowlana * Rumi's work. Hermann Ethé has praised him in Grundriss 
der iranischen Philologie (1898 1902) as 'the greatest mystical poet of the 
East and at thesame time the greatest pantheistic poet all over the world'.84 
As much as one will applaud the first half of the sentence,the latter 
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statement, though commonly accepted at the turn of the century, is barely 
acceptable today. Parts of theMathnavi were made available to a large 
audience by the British scholars Sir James Redhouse (1881) and H. 
Whinfield(1887) who conveyed in their respective introductions much 
useful material about Mowlana's* life and work.  

They were followed by R. A. Nicholson who began his* scholarly career 
with the Selected Poems from the Divan-i* Shams-i Tabriz*, published in 
1898. This book is still one of the most useful and, at the same time, most 
delightfulintroductions into the peculiarities of Rumi's poetry and will 
remain one of the best books on Islamic mystical poetry,even though some 
of Nicholsoh's views are outdated. The learned author never turned away 
from Rumi, for all hisscholarly work on other Arabic and Persian mystics 
and. poets; his magnum opus is the edition and translation of the Mathnavi 
with his extensive commentary. This commentary is a veritable gold mine 
the depth of which the specialistappreciates more the longer he studies it.  

With this edition, European orientalists have paid the highest possible 
tribute to Mowlana* Rumi's spiritual greatness,and have laid the 
foundations for further research into the details and subtleties of the 
immense ocean of the Mathnavi. Both R. A. Nicholson and his successor A. 
J. Arberry havepublicized Rumi's poetry in numerous books; Arberry has 
also translated Mowlana's * prose work Fihi ma* fihi, 'Discourses of Rumi', 
a most useful addition to the poetical works. That a number of second- and 
third-class scholarsand devotees wrote and still write books on Mowlana* 
goes without saying; he seemed to offer no difficulties if read inthe smooth 
translations available in English and German, and could be interpreted 
easily according to everyone's tasteand understanding.  

France and Italy did not lack in interest in Rumi's work. The French 
orientalist C. Huart was the first to translateAflaki's* Manaqeb* al-`arefin* 
into his mother tongue as Les Saints des Dervishes Tourneurs (Paris 1918 
22), andthough his translation is not too reliable it still serves its purpose. L. 
Massignon, in the course of his work on the martyr-mystic al-Hallaj* (d. 
922) used Rumi's poetry extensively. A biography of the great master was 
produced recently byEva Meyerovitch who, however, stresses primarily the 
philosophical implications of Rumi's work. She has lately alsotranslated 
Rumi's Fihi ma* fihi as: Le Livre du Dedans.  

In Italy, it is particularly Alessandro Bausani who has studied several 
aspects of Mowlana's* work; he, too, is mainlyinterested in the religio-
philosophical contents of the Mathnavi, as he has proved in some thought 
provoking articles.  

Translations of single poems by Mowlana* are nowadays available in 
almost every European language; full or abridgedtranslations of the 
Mathnavi are found even in Swedish85 and Dutch.86 The first Czech 
versions of some ghazals werepublished as early as 1895,87 and Rumi's 
poetry has inspired the modern Polish composer I. Szymanovski to 
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hissymphonic composition 'Song of the Night' where he used the translation 
by Micinski, which relies, in turn, on aGerman verse-rendering of one of 
Rumi's poems. Remarkable is the good Russian biography of Rumi by Radij 
Fish,which appeared in Moscow in 1972.  

In Germany, the interest kindled by Rückert and Hammer continues up to 
our day. Hellmut Ritter's exhaustive review ofNicholson's edition of the 
Mathnavi is a major contribution to our understanding of the poem; the 
same author's weighty articles about the mystical dance of the Whirling 
Dervishes (first in 1933, then in 1965 after witnessing the celebrationsin 
Konya) are as important for our knowledge of the technical side of Rumi's 
teachings as are Ritter's articles aboutmanuscripts dealing with Mowlana * 
and his followers, and as his analyses of the first eighteen verses of the 
Mathnavi (1932), not to mention his numerous smaller contributions to the 
topic. Furthermore, a true understanding of Rumi'simagery is impossible 
without consulting Ritter's study on C `Attar*, Das Meer der Seele (1955) 
which is a veritableocean of knowledge. Ritter also translated a study by the 
Russian scholar E. E. Berthels about the development of themystico-
didactic mathnavi from Sana'i* to Rumi (Grundlinien der Entwick-
lungsgeschichte des sufischenLehrgedichtes),  

The interest in the mystical dance which Ritter has expressed in his two 
articles was further deepened by the short butpenetrating study of the Swiss 
scholar, Fritz Meier, about Der Derwischtanz (1954), and by the fine study 
by the Polish-French iranologist Marijan Molé in his articles in the volume 
of Sources Orientales devoted to the religious dance, La Dance Sacrée, 
(1963).  

In German, Rumi's name came to stand for everything ecstatic and love-
enraptured. Some of his verses were included,though in rather 
unsatisfactory translations, in Martin Buber's famous anthology Extatische 
Konfessionen (1909), andOtto Weinreich, the historian of classic religions, 
begins his review of this book by quoting Rumi's story about the loverwho 
would no longer say 'I', a story that has always attracted the interest of 
historians of religions.88  

Another aspect of Rumi which was touched less frequently by the 
orientalists was underscored by the Jewishphilosopher, Constantin Brunner 
(d. 1934), in his doctrine of the genius as leader of mankind: Rumi is the 
ideal leaderof those in need of a spiritual guide who is completely 
annihilated in God so that his words are inspired by God.Brunner, with his 
deep conviction of the necessity of a spiritual leader for the development of 
man, found in Sufism,and particularly in Mowlana*, what he needed: it is 
the genius, the instrument of Divine spirit and love, by whoseactivities the 
masses are kept alive. Rumi would call these geniuses 'saints', and their 
most perfect embodiment the Pir; but the idea underlying the different 
names is exactly the same, and highlights a decisive aspect of Rumi's 
teaching: no real life is possible without themediation of the few elect, the 
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veritable 'men of God' who alone are the interpreters of Divine Love. 
Brunner's sentence:  

Art shows how it loves, philosophy shows what it loves, mysticism knows 
only that it loves, is strongly reminiscent of Rumi's sayings. 89  

As to the orientalists, they took up the task of explaining some of Rumi's 
stylistic and poetical expressions: H. H.Schaeder's article on the Perfect 
Man in Islamic Thought (1925) provides a deep interpretation of Rumi's 
lovely poemon the cup-bearer (see p. 151); Gustav Richter has given a first 
explanation of Rumi's style (Stildeutung) in threelectures (1932), a useful 
book which has been, unfortunately, out of print for a long time. The 
present writer submitted afirst study into Rumi's imagery in 1949. This 
topic becomes indeed the more fascinating with continued study sincethere 
is no hope of exhausting the fabulous store of similes and images in Rumi's 
work.  

Following Rückert, German poets never lost interest in Mowlana's* verses. 
W. yon der Porten's rather free adaptationsfrom Rumi were quite positively 
reviewed by an eminent scholar like Jan Rypka.90 Ernst Bertram included 
some ofRumi's verses in his booklet Persische Spruchgedichte and has 
'germanized' the dark harmonies of some of Rumi'sverses better than he did 
with the lighter mood of other Persian-writing poets. Very interesting are 
the ghazals by HannsMeinke (d. 1974) which convey something of the 
ecstatic flights of Rumi and, though relying upon earlier Germanversions, 
are faithful to Rumi's spirit in their frenzied love and absolute surrender; the 
poet never had them printedcompletely but gave them in beautifully 
illuminated and handwritten copies to his friends, a true spiritual alms. 
Thepresent writer has also published, in 1948, a collection of ghazals and 
quatrains in the spirit of Rumi (Lied der Rohrflüte). Lately, J. Christoph 
Bürgel has manifested his deep interest in Mowlana's* work by his 
anthology Licht und Reigen (Bern 1974), German verse translations of a 
number of ghazals with a most welcome commentary, and hasdevoted some 
learned articles to the poetical art of Rumi, dwelling upon the poet's use of 
sound structures and word-plays.  

We meet Mowlana's * name in histories of literature and studies on religion, 
and find it in the most unexpected places,thus in the book by Francis 
Brabazon, Stay with God, written in the interpretation of Meher Baba's 
mystical movement,and published in Australia:91 Mowlana*, and the tragic 
death of his beloved master Shams play a prominent role amongthe mystics 
which the author quotes, and although the stories are rather distorted, the 
enthusiasm of love is still reflectedin the long winding sentences of this 
modern mystical epic. And this feeling of the 'starkness of Rumi's love for 
Shamswhich overpowered the normal sense of intellectual detachment' (as 
one of my undergraduate students prefaced his termpaper) is perhaps the 
aspect of Rumi that appeals most to the modern reader even through the veil 
of more or lesssuccessful translations. He may feel, as I was told recently, 
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in the relation of Rumi and Shams of Tabriz somethingcomparable to the 
grandeur of the friendship of the mythological heroes, Gilgamesh and 
Enkidu.  

These are only a few aspects of his thought and his influence, and we do not 
claim to have covered all possibleimplications of his verses. Did not Rumi 
himself, in one of his lighter moods say in a charming quatrain in which 
heplays on the double-entendre of the word beyt which means both 'verse' 
and 'house':  
I spoke out a verse (beyt); my Beloved became angry with me. 
He said; 'With the meter (or: weight, vazn) of the verse (or: the house) has 
he weighed me!' 
I said; 'Why do you destroy my verse/house?' 
He said: 'In which verse/house could I find room?'92  
Indeed, in which verse, in which house, and in which book could Mowlana* 
Jalaloddin* find room?  
Perhaps only in the hearts of those who-love him . . . . 

 

THE END  


