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Dzalaloddin Rumi a jeho vliv na perskou literaturu

Jan Marek
Filosoficka fakulta, Univerzita Karlova v Praze, Ceska Republika

Doba a Zivot DZalaloddina Rumiho (1207 — 1273)

PriSel na svét ve velmi bouflivé dobé. Nedlouho pfed jeho narozenim mongolsky
kmenovy vudce Temudzin ovladl celé Mongolsko, pfijal titul Velky vladce
(Cingischan) a chystal se svoji Fisi rozsitit. V roce 1215 dobyl hlavni mésto Ciny
Peking a o Ctyfi roky pozdéji vytrhl na jihozapad proti stfedoasijské FiSi Chérezmu.
Jeho hordy vyplenily Afghéanistan, tdhly dale na zapad, aZz kone¢né vroce 1258
dobyly Bagdad, coz znamenalo konec arabského chalifatu ovladaného rodem

AbbasovcU.

Dzalaloddin Mohammad se narodil 30. srpna 1207 ve staré ucenecké rodiné
z afghanské provincie Balchu. Proto obvykle u svého jména nese pfidomek Balchi,
ale pfimo v mésté Balchu se vlastné nenarodil, jak se tradi¢né soudilo. Svétlo svéta
spatfil v dne$nim TadZikistanu, ve vesnici Vach$ leZici na sever od feky Amudariji. *
Tam ovSem také zasahovalo Uzemi rozsahlé provincie Balch, ktera tehdy byla jesté
formalné soucasti rozpadavajici se arabské fiSe Abbasovca, ale na prelomu 12. a 13.
stoleti se o vladu nad ni stfidavé délili vzajemné soupefici persti Ghuarovci, turedti

SeldZuci a stfedoasijsti ChérezmSahové.

Datum narozeni 30. srpna 1207 néktefi badatelé zpochybnuji a domnivaji se, Ze
Rumi se mohl narodit i o nékolik let dfive, a poukazuji napf. na to, Ze v dile ,V tom je,
co v tom je* (Fihi ma fihi) RUmi popsal obléhani mésta Samarkandu v roce 1212 jako
oCity svédek. Kromé pfidomku Balchi byl pozdéji daleko znaméjSi pod jménem
RUMI, které dostal podle Malé Asie (t¢ se v Orientu fikd RUM, tj. vychodni Rim,

Byzanc), kde ve mésté Konyi stravil ttmér cely Zivot. Proslul také pod &estnym

1Viz Betka, Jti: Kral perskych mystik, in: Rumi, DZelaleddin Balchidasnavi, Bas#vnitniho smyslu
DharmaGaia, Praha 2001, s. 13-14



ndzvem MOULANA nebo MOULAVI (v Turecku Mevlana nebo Mevlevi, tj. ,nas
pan“),coz je Cestné oznaceni uéence a pak i ¢lena nové zalozeného derviSského

fadu mevlevija.

Rumiho otec Bahaoddin Valad pozival v Balchu vSeobecné vaznosti jako vzdélany
teolog a oblibeny kazatel, ktery mél blizko k mystickym spekulacim. Z obavy pred
hrozicim nebezpeéim vpadu mongolskych hord — a mozna, Ze i kvuli nepfizni
tehdejSiho vliddce ChérezmSaha — opustil s rodinou i u€edniky Balch a vydal se na
zapad do bezpeénéjsiho iranu. Vykonal pout do Mekky, na ¢as se zastavil v syrském
Damasku a kolem roku 1220 (kdy uz do Afghanistanu vpadl Cingischan), se usadil
v Malé Asii, kde tehdy Uuspésné viladli maloasijsti Seldzukovci. Jejich sultan Kajkobad,
prejici uéencim, ho pozval do hlavniho mésta Konye a doporucil ho do Ufadu
hlavniho duchovniho v Ustfedni mesité a ucitele v madrase. Bahaoddin vSak roku
1230 zemfrel a v obou jeho funkcich ho nahradil jeho syn.

Asi po &trnacti letech pfisel do Konye potulny dervis Samsoddin (Slunce viry)
z Tabrizu a hluboce ovlivnil Rumiho Zivot. Zasvécoval ho do mystické nauky a uvadél
ho do vysSiho svéta ma’suqu (milenct) smérfujicich po cesté Lasky k hlubokému
citovému poznani Boha. Rumiho synové i uc€ednici (muridové) se nemohli smifit
stim, Ze vazeny uCenec RUmiho vyznamu a postaveni si zadava s potulnym
derviSem a podléha jeho blouznivému vlivu a Samsoddina z Konye vypudili. Za
néjaky €¢as ho vSak na otcovo naléhave prani vypatrali a pfivedli zpét. Odpor k
Samsoddinovi v3ak nadéle vzristal do té miry, Ze ho posléze Rimiho mladsi syn

pravdépodobné zavrazdil.

Samsoddin byva pfirovnavan k jiskie, ktera zazehla oslnivy plamen Ramiho basnické
tvorby. Rumi téZce nesl odlouceni od svého duchovniho vidce a v roztesknéni nad
jeho ztratou se s nim duchovné ztotoZznil. V43Snivé milostné pisné ted jiz nezpival on,
nybrz jeho ucitel v néj vtéleny; na znameni toho pfijal i nové basnické jmeéno
(tachallus) Samse Tabrizi.? Brzy si za zmizelého naSel nahradu: navazal novy

mysticko-milostny pomér s negramotnym zlatnikem Zarkdabem. Ani ten ovSem nebyl

2 Srov. Rypka, Jan a spolupracovnidéjiny perské a tadzické literatur@. vyd., Nakladatelst(iSAV, Praha
1963, s. 203 - 204.



povazovan za hodna Rumiho pratelstvi. Kdyz zemfel, pfenesl RUmi milostnou

naklonnost na Husdmuddina Hasana, vlastniho inspiratora jeho mystickych versu. °

Rumi miloval zpév, hudbu a tanec a tyto prvky ucinil zakladnimi sou¢astmi sufiského
ritudlu zvaného sama” (poslouchani). Tanec symbolizoval obihani atom( kolem jadra
a ob&h planet kolem Slunce a pfivadél tangici dervise do extaze (vadzd). Rad
nazvany podle svého zakladatele mevlevija byl spjat se socialnim hnutim nizSich
vrstev obyvatelstva, femeslnikl, tkalch, krejéich, kovarfa apod., ktefi si pomahali
navzajem a ochranovali slabsi. Pevné stanovy dal fadu az Rumiho syn Soltan Valad,

ktery kromé perstiny psal uz také turecky.

Ve druhé poloviné 13. stoleti dynastie SeldZukovcl zacala v Malé Asii ztracet moc a
musela neustéle ustupovat pfed ato€nymi Mongoly. Za neblahé situace, kdy vétSina
vlivnych lidi prchala pfed timto nebezpe&im déle na zapad, Rumi 17. prosince 1273
umird. Na posledni cesté na hrbitov ho vyprovazeli vSichni obyvatelé Konye, nejen
muslimoveé, ale také kfestané a zideé, ocerujici moudrou a laskavou toleranci velkého

mystika. *

Bésnickeé dilo

Prvnim béasnickym dilem Rimiho je Samsuav divan (Divane Sams), napsany brzy po
Samsoddinové zmizeni. Jsou to verSe plné vSeobjimajici lasky a svédéi o tom, Ze
byly diktovany v hlubokém nabozenském vytrzeni. Extatickou prudkosti pfekypujicich
citd predci vSechno, co kdy bylo v perské poesii napsano. Sufiové je chapou
v mystickém smyslu jako oslavu nekone¢né lasky k Bohu, ale stejné tak dobfe je
v nich mozno spatfovat lasku k milackovi, k vladafi nebo k vyznamnym osobnostem.
Projevuje se v nich prfesvédéeni o totoznosti subjektu a objektu, které vyustuje
v pantheismu i v zboZ$t&ni sama sebe. ° Jejich jazyk je plynuly a prosty.
NejznaméjSim dilem vzniklym v Rumiho zralém véku je Poema vnitfniho smyslu
(Masnavije ma’'navi), didakticky spis o Sesti knihach (daftar), jakasi encyklopedie
nebo spiSe bible perské mystiky. Je to soubor lidovych vypravéni, legendarnich

pfibéhd, zkazek a riznych anekdot, napsany jako nazorny vyklad mystickych ideji,

3 Tamtéz, s. 204.
4 Beka, cit. dilo, s. 22
® Rypka, cit. dilo, s. 204



jimiz by se méli Fidit élenové Fadu. Ustfednim motivem vSech ver3u je opét Laska,
pomér mezi milujicim ("asiq) a milovanym (ma’suq) a jeji stalé spojeni s krasou.
Mystické Uavahy jsou pro snazSi chipéni prokladany zajimavymi, vtipnymi a
humornymi historkami a svédc¢i o autorové hlubokém teologickém vzdélani. Jsou tu
obrazy nejen z Koranu, ale také z Bible a ze spist Zidovské tradice. Znaéna Cast
versa je volné preloZzena z Koranu. Hodné namétd je prevzato z Ezopovych bajek,
jako napf. bajka o starém psu a lakomém Arabovi, o ptadku a lovci, o tom, jak slepci
popisovali slona nebo dlouha indické bajka o zajici a Ivu. °

V mnoha pfibézich Ize najit realistické liCeni stavu tehdejSi spole€nosti, odrézi se
v nich strach z hriz mongolského vpadu i obava ze zvile mocnych.

Dilo nemé& jednotnou skladbu, stfidaji se v ném komplikované mystické Gvahy se
zabavnymi verSovanymi povidkami, ale i vtéch je vzdy ukryta hluboka mysticka

moudrost.

Vyznam, ktery autor pfi¢ital svému dilu, mizeme vycist z Gvodnich lyrickych versa o
narku rakosové flétny, ktera doklada Rumiho lasku khudbé i jeho mystické
prfesvédCeni o jednoté vSeho byti (vahdat al-vodzud). Pistala ze stvolu rakosu,
odlou¢ena od ostatniho rakosi, symbolizuje dusi, kterd je oddélena od vécné
podstaty byti, ale touzi se k ni vratit. Sou¢asny iransky filozof Hosejn Nasr vyslovil
nazor, ze dvé vyznamna dila perské poesie se vzajemné doplniuji: Kniha krala
(Sahname) od Abolkadsema Ferdousiho a o vice nez dvé stoleti mladsi Masnavi od
Rumiho. Prvni z nich jako rozséahla epopej pojednava o zivoté a bojich Irancu
v predislamském obdobi, druha jako lyricko-epickd poéma zkouma neméné bolestné

stfety odehravajici se uvnit lidské duse v obdobi islamském. *

Tfeti a posledni dilo RUmiho s arabskym nazvem Fihi ma fihi (V tom je, co v tom je)
sestavil az po jeho smrti jeho syn Soltan Valad. Jsou to rGzné prozaické vyroky,
v nichz Rumi nabada své ucedniky ke spravnému Zivotu a poucuje je, jak se maji
chovat k ostatnim lidem. Jeho uSlechtilou povahu dokresluje také mnoho dopis,

které psal nejen svym pratellim, ale i vyznamnym osobnostem své doby.

® Rumi, Dzalaleddirl 59 sufijskych povidekiel. Gato, Dobra, b. m. 2003
" Beika, cit. dilo, s. 28



Rumiho misto vd éjinach perské literatury

Perskda literatura méla v dobé Zivota Maulany za sebou uz tfi sta let Uspé&Sného
rozvoje. Rozvijela se pfedevSim poesie, jejiz slavu zaloZili hlavné basnici pochézejici
z vychodnich oblasti iranského svéta. Poesie byla od dob svého vzniku pod silnym
vlivem islamské mystiky, ktera méla v celém islamském svété, a pfedevsim v iranu,

veliky vyznam pro vSechny aspekty lidského Zivota.

Sklon k mystice (sufismu) se v muslimskych zemich Blizkého vychodu nejvyraznéji
projevoval pravé u prislusnikd iranskych narodd, ktefi méli nejblize k nabozenskému
hloubani a touZzili poznavat Boha a pfiblizovat se k nému ne rozumem, ale citem.
K zadkladnim principum iranského sufismu patfila Zivelna vira v moZnost
bezprostfedniho citového poznani Boha. Mystikové byli hluboce presvédcéeni, ze
mohou dosahnout intimniho splynuti s boZzskou podstatou. Podle nich kazdy ¢lovék
v sobé& nosi odraz Boha a po mosté lasky klidem kraéi klasce ke svétlu.
Zduraznovani jedinosti byti (vahdat al-vodzud), prfedevSim jednoty Boha a lidské
duSe, znamenalo, Ze v kazdém ¢lovéku je néco bozského. Takové mysleni snadno

vedlo k pantheismu. A pantheisticky smér mystiky vyvrcholil pravé u Ramiho.

DZalaloddin Rumi nebyl ovSem prvnim basnikem, ktery se vénoval mystickym
Gvaham. Vyznamnym stfediskem sifismu jiz od 10. stoleti byl vychodni iran
(Chorasan) a Afghanistanu, a také kraje lezici za fekou Amudarjou ve Stfedni Asii.
V afghanském Balchu tehdy pUsobil Abd Said ibn Abolchejr nebo mystik vyrazné
iranského typu Bajazid Bistami, ktery pochézel ze zoroastrovske rodiny.

Kromé Abdullaha Ansariho z Heratu (1006 — 1088) za pfimé predchidce Rumiho
muazeme oznacit dva velké basniky islamské mystiky (tasavvuf) Abul Madzda
Madzdada Sanaiho (asi 1050 — 1130) a Faridoddina Attara (z. 1229). Sandi,
priblizné o puldruhého stoleti starSi nez Rumi, pochazel také z Afghanistanu a byl
jednim z prvnich autoru, ktefi pouzili persky gazel k mystickym hloubanim. Proslavil

se tim, Ze do didaktickych masnavi uvedl askesi a mystiku jako svétovy nazor.

Druhym velkym basnikem sufismu byl Fariduddin Attar, jen asi o 60 let starSi nez
Rumi, takze Rumi se s nim v détském véku snad osobné v NiSapuru setkal. | u

Attara je mystika vyvazena dokonalym vypravécim uménim, i kdyz jeho lyrika se vice



vyznacuje vasnivym exstatickym opojenim. Attar prohlubuje pantheisticky zplsob
hledani absolutna Ustfedni mysSlenkou zbozsténi sebe sama. Cesta, kterou se podle
ného ma ¢lovék ubirat, aby v sobé osvobodil boZskou podstatu a sam se stal bohem,
je sebezniceni (fand), v krajnim pripadé minéné jako dobrovolny odchod ze svéta.
Rumi projevoval k Attarovi velkou Uctu a povazoval se dokonce za jeho duchovniho

otroka (ghulam).

Rumi zdokonalil nékteré kladné stranky sufismu, zejména poijeti jedinosti byti (vahdat
al-vudzud) a lasku ke vSem projevim Zzivota. Odmital filozofii a rozum, nebot lidské
védéni je omezené a nedostate¢né, zvlast pokud jde o moznost rozumového
poznani Boha. Za uZiteCnéjSi nez badat o Bohu povazoval Boha celym srdcem
milovat. Ve svém myslenkovém svété se priblizoval k Bohu tim, Zze smrt povazoval za
osvobozeni od télesného byti a za pfechod v jiny, vysSi stav a svét chapal jako
syntézu vzéjemné si odporujicich prvkd. Uvédomoval si, Ze v3e na ném je

podminéné a relativni.

Pral si dosahnout souladu mezi oficialni teologii (islamskym nabozenskym pravem —
Sariat) a duchovni cestou mystikl (tarigat). Pod vlivem zoroastrismu a buddhismu byl
svobodomysliny a tolerantni k lidem s jinymi nazory a Vvéfil, Ze vSechna naboZenstvi
jsou paprsky jediného Slunce. Pomahal chudym a opusténym a nejvice duchovnich

pratel mél mezi nejprostSimi lidmi.

RUmi svym basnickym dilem ovliviioval jak své soucasniky, tak pozdéjSi basniky.
Jeho nevycCerpatelna vypravéci schopnost pfinaSela hojnost materialu k vyuZziti pro
autory eticko-didaktickych dél, jako byl jeho sou¢asnik Moslehoddin Sa“di, nebo asi 0
dvé stoleti mladSi Abdorrahman Dzami. Sa’di sice také zil zivotem sufiho, ale
nevénoval se tolik abstraktni mystické spekulaci jako spiSe jeji aplikaci na prakticky

Zivot. Vyznacoval se vSak stejnou ndboZzenskou toleranci jako Rumi.

Eroticko-mystickou symboliku po vzoru Rumiho hojné pouZzival i nejproslulejSi pévec
perského gazelu Samsoddin Hafez ve 14. stoleti, ale u ného jde spiSe jen o obrazy

prevzaté z mystiky nez o skute€nou mystiku.



Poesie Rumiho se rychle Sifila nejen v oblastech iranské kultury, ale i dale na
vychodé i na zapadé Asie i v muslimskych krajich na jihu Evropy. Nejmocnéji
zapusobila v Turecku, kde Rumi pusobil nejdéle. Jeho Masnavi tam bylo nékolikrat

preloZeno do turectiny a bylo vysvétlovano v mnoha komentafich.

Velkou pozornost vénovali Rumiho dilu muslimsti autofi Indie a pozdéji Pakistanu,
piSici persky. V 17. stoleti to byl pfedevSim Abdolgadir Bédil (1644 — 1720) a
v moderni dobé zejména duchovni otec Pakistanu Muhammad lkbal (1877 — 1938).
Ten stejné jako RUmi povazuje Lasku za jedinou cestu k nejzazSimu odhaleni
Pravdy. pfi ¢emZ proces mu splyva s cilem, laska je totéZ co odhaleni. V basnické
shirce Tajemstvi vlastniho ja (Asrare chodi) se nékolikrat vyslovné pfiznava ke sveé
pfimé zavislosti na Rumim:

Ja pfizni pira z RUmu v jednomu okamihu

rozpedetil o tajemstvi svéta tajnou knihu.

MUj pir RUmi z moji hliny stvofil zlaty klas,

z vificiho mého prachu vycaroval jas.

Pir v podobé Pravdy se mi zjevil, Sel mym snem,

ano, ten, jenz napsal Koran perskym jazykem.

Jeho svice jako muru pfivabila mne,

vino jeho snt je do mé &ise viévané. ®

Ve své Knize o vécnosti (Dzavédnama) se Igbal pfi své pomysiné mystické pouti
sedmi nebeskymi sférami dava provazet duchem RuUmiho, podobné jako Dante
Alighieri ve své BoZzské komedii putuje na své mystické cesté do zahrobi ve

spole¢nosti starovékého basnika Vergilia.

RUmi v Evrop é

Evropa se s ukazkami Rumiho basnické tvorby zaCala seznamovat v prvni poloviné
19. stoleti diky némeckym prekladim Josefa Hammera-Purgstalla a Friedricha
Ruckerta. Kritické vydani Rumiho dila na zakladé rlznych rukopist pfipravil britsky
orientalista R. A. Nicholson, ktery také prelozil Masnavi do angli¢tiny. Francouzsky
vySlo Rimiho dilo Fihi ma fihi.

8 Muhammad Ikbal, Hlas karavanniho zvonktelpJ. Marek a V. Datk. Odeon, Praha 1977, s. 44



V Ceské literatufe se prvni preklad Rumiho gazelu objevil jiz vroce 1841 z pera
Vincenta Furcha ? a brzy ho nasledovala dal$i ukazka od Karla Sabiny. *° O tficet let
pozdéji pak nasledovalo uz vice prekladu dalSich gazelu a &tyfverSi, az kone¢né
v roce 1994 Jifi Be¢ka a Josef Hiral vydal prvni knizni vybor z Rimiho dila. ** Na
zavér uvedme uryvek z gazelu, ktery s napodobenim formy originalu (gafia a radif)
pred 138 lety prelozil prikopnik ¢eské hromadné télovychovy Miroslav Tyrs:

Aj vzhlédnuv v prostor, zfel jsem vSude dliti jedno,

do mofe patfiv, zhlédl jsem ve vSem vinobiti jedno.

Jat' v srdce patfil, bylot more, prostor svétl

s tisici snu, nez ziel jsem ve vSech sniti jedno.

Tys prvni, posledni, tys vnitfek, vnéjSek, celek,

i v barvach svétla tvého zifim se skviti jedno.

Tys od zapadu k vychodu rozprostien,

nez na vSech stromech puci tobé kviti jedno.

Ctyf spurnych zvifat tahne na povozu svéta

na uzdach krotci tvych se zdaji byti jedno.

Vzduch, ohen, zemé, voda, v jedno slouceny jsou,

aniz by troufalo se tobé pfiti jedno.

Jen tobé u vSehomiru necht vSecka srdce tlukou,

aniz by meskalo kdy tebe ctiti jedno.

® Rami:Mine den — uz odiva séte Gazel. Rel. V. Furch. InBasr, Olomouc 1841, s. 46

19 |n: Casopisteského museum 21, 1847, s. 485

M Rumi, Dzalaleddin Balchiasnavi Prel. Jif Betka, prebasnil Josef Hirsal. Protis, Praha 1994
2. vydani: Rumi, DZalaleddin BalcMasnavi. Basivnit'niho smysluPreklad, Gvod a dosloviiiBetka.
Prebasnil Josef HirSal. DharmaGaia, Praha 2001
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The Polyphony Of Mawlana's Mystical Lyric Poetry.

by Marek Smurzynski
Jagiellonian University, Krakow, Poland

The waves of voices

What | am searching for in this paper is an artistic and an aesthetic counterpart of
some key-concepts of the Mawlana’s mystical experience such as the annihilation
(fana) and of his world view such as the widely discussed tolerance. | guess that a
perceptible multiplicity of the voices interwoven to his lyrical monologue, ghazal, is
the way Mawlana used to perform the above mentioned concepts. The polyphonic
approach to a mystical monologue arises from the genuinely interactive concept of
the language the poetical presentation of which is inserted in the recital on a slyness

of the hare in The First Book of Masnavi-ye Ma’navi which goes as follows:
Ol Ayl 5 e 5 sl s b Ol Al D) b sy e )l Sy sea
CulaS bl s Sl g Conld adnil ) el g A ol
oyl e 2L A4S S gl e Cadal (s A s (5 S
Gl s ) 0 5 A ) Al 4l = 5e (B (5
A o o Jh )z s a e Jh 53 1S pa A )

Osxal ) Al Bl aS ad 3 sy el () sa (2 )l G sea

surat az ma’ni ¢u Sir az biSe dan
ya ¢u avaz va soxan z-andiSeh dan
in soxan va avaz az andiSeh xast

to nadani bahr-e andiseh koja-st

11



lik ¢un mawj-e soxan didi latif

bahr-e an dani ke basad ham Sarif
¢un ze danes mawj-e andiSeh betaxt
az soxan va avaz u surat besaxt

az soxan surat bezad va baz mord
mawj xwod-ra baz andar bahr bord
surat az bi-surati amad borun

baz $od ke inna ilayhu raja’'un™®

The form of meaning consider as the lion coming out of the bush.

And as the sound and the speech emerging from thoughts.

The speech and the sound came out of thoughts.

You do not know where is the ocean of thoughts.

Yet you saw the waves of speech being subtle.

You consider the ocean being noble, too.

As the wave of a thought separated itself from the knowledge.

It built the form from the speech and the sound.

Having been born from the speech the form of an image died, one more time.
The wave carried itself into the ocean, one more time.

The form came out of the formlessness and one more time left because inna ilayhu raja’un.

The knowledge produces and orders the signs of its existence using the visible and
audible forms of the language: in soxan va avaz az andiSeh xast to nadani bahr-e
andiSeh koja-st (The speech and the sound came out of thoughts You do not know
where is the ocean of thoughts). Then these audible forms become the source of an
image in the listener's mind and as such return to the unlimited and infinite ocean of
the knowledge totally melting themselves within: az soxan surat bezad va baz mord
mawj xwod-ra baz andar bahr bord (Having been born from the speech the form of
an image died, one more time The wave carried itself into the ocean, one more
time). It seems that in this beyt the word ‘surat’ is not used in the sense of an audible
phenomenon but a visible form of the speech, that is an image in the listener’'s mind.
In Mawlana’s view there is nothing stable in the language forms and the senses it
provides. It sounds like the famous sentence which was quoted (what is particularly
significant) by Shams al-din Tabrizi in his Maqgalat and after him two centuries later in

12 jalal al-din Mohammad Mawlavi (Rumi), Sharh-e Jae&lasnavi-ye Ma’navi. Edited and commented by
Karim Zamani. Tehran 1374 (1995), t. I, pp. 331-BRe above cited fragment as well as the otheriders
citations in this paper are translated by M. Smusky.
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Jami’'s Nafahat al-Ons as the Sana'i's sentence which had been uttered before he

died. It is as follows:
A 2a ) g Ara GA Y Gl 45\_'1\)?35545_3\)' a8 5L
Baz gastam z-anke goftam z-anke nist dar soxan ma’ni va dar ma’ni soxan*®

| questioned me on what | said since there is no meaning in the speech and no speech in the

meaning.

This process of overlapping the words and the meanings is like a waving of the
ocean surface. The different words or speeches are like the waves on the surface of
the ocean of the knowledge. The properties which are evoked by all the words are
not necessarily identical with the knowledge they come from. The waves have the
meaning being together, one wave emerges from the other. At the same time they
are not contradictory to each other. | think this is the basis of the Mawlana’s

polyphonic world view.

Escaping from the “I-ness”
Let me start from the gazal which in my view is more a poetical presentation of the
Mawlana’s ontology of the multiplicity of the voices than a complaining about poetry

as it used to be interpreted.'* This is a gazal the matla’ of which is as follows:
Y Aoa ye Y agadiycloa 5 ed ()l )
I Jumd oo Qo aika g 03 ja 50 )
J) ol 54l () e e 5 cp ) Al
| o a3l (laiia (lalis

“Rastam az in nafs va hava, zendeh be I mordeh be |a
Zendeh va mordeh vatan-am nist be joz fazl-e xoda
Rastam az in beyt va gazal, ey Sah va soltan-e azal
Mofta’elon mofta’elon mofta’elon kost m-ara*®

| freed myself from the desires, thanks to the negation | am either living or dead.

13 Jami, Nafahat al-Ons, p. 694

14 See a thorough discussion on that subject in:nfietieKeshavarz, Reading Mystical Lyric. The Caséadél
al-din Rumi. University of South Carolina PressQ20pp. 13-25

15 Jalal al-din Mohammad Balkhi, Gozide-ye gazaligdteams. Edited by Mohammad Reza Shafi’'l Kadkani,
Tehran 1370 (1991), pp. 24-25
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My countryside is nothing but the wisdom of God either | am living or dead.
| freed myself from this verse and qazal. O, the King of the Eternity!

Mofta’elon mofta’elon mofta’elon killed me.

With these words he negates his identity as a professional poet. In his Fihe ma fih
there are many evidences of his ambiguous attitude to poetry at all. From Mawlana’s
view expressed in the above mentioned qgazal what characterizes writing a
professional poetry is a carefulness about its apparent harmony, about its rhythm, its
rhymes and its well sounding words. Mawlana names this physical dimension of
poetry a shell

o das Kol adalia 54408

|l jra yed €2 99 s 53 3 g3 o g
“Qafiye va maglate-ra gu hame seylab bebar

Pust bovad, pust bovad dar-xor-e magz-e So’ara”

O, Tell: Let a flood carry all those rhymes and verbal traps.

O, the shell! Only the shell is worthy of a poets inside!

Rhymes and a rhythmical pedantry are a shell which is suitable for the poets’ inside
but Mawlana’s. He doesn’t care about this kind of poetical language. In order to avoid
a purely linguistic and decorative character of the predominantly court poetry and to
turn it to an instrument of expressing the complexity of the mystical insight Mawlana
made his poetry the place of an encounter of the various voices to the extent which
was unprecedented in Persian poetry until his days even in the mystical poetry. The
Sana'i’'s and the Attar’'s lyrics were mostly based on a description or an immediate
relation of an emotional and intellectual situation of their authors. They had to do
more with a didactic instruction written by someone who knows better, this is the
case of Sana'i or a direct confession of the subtle insights of the heart, and this is the
Attar's case. A traditional taxallos was the only place intentionally used by these
poets to question their identity as the author or as the writer of the words they
expressed before they reached the taxallos. In the gazal under the analysis having
declared a votum separatum from the society of poets Mawlana addresses XamosSi
(The Silent) which less importantly in this context denote his pen-name and, what is

more significant, the state of the silence. Mawlana considers it (or him) a
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manifestation of his own inside as well as of his own outside. What is worthy of an
ultimate attention is the ontological separateness of Mawlana from Xamosi. In
consequence it draws this separate entity into the lyrical monologue as a different

voice:
e a3 Ol 83y (e e | el ()
la ) gasd aai S el Jiad jiS

Ey Xamosi! Magz-e mani, parde-ye an nagqz-e mani

Kam-tar fazl-e xamoSi k-as nabvad xawf va reja

Alas, The Silent! You are my inside, you are that subtle reflection of mine.

The slightest wisdom of you is an absence of the fear and the hope in you.

The ultimate goal of the Mawlana’s poetry is to set down a dimension of silence
among the words. The silence is the only state which abolishes the difference
between the inside and the outside (O, The Silent! You are my inside, you are that
subtle reflection of mine) whereas the refined poetry of the professional poets
preserves and empowers that difference. The word ‘pardeh’ is here translated as
‘reflection’ because in this context it doesn’t mean a curtain which separates the
things not to be seen but a piece of cotton which according to the tradition of xeyme
Sab-bazi reflects the state of the covered things on its surface. Another privilege of
the silence, in Mawlana’s view, is that it doesn’t refer neither to the fear (xawf) nor to
the hope (reja), two the most fundamental and the most prolific emotional attitudes of
the human beings towards their existence. The absence of these feelings is, as
Mawlana says, mere a sign of the wisdom of the silence. Having defied the society of
the poets Mawlana tries to define his own identity using the terms of the self-
acceptance in the beyts which follow after. Describing him-self as a ruined village
(deh-e viran), as an intoxicated and spoiled man (mast va xarab), as a man
sentenced to a speaking (mard-e soxan) and longing to attain the gift of the silence
he at last find an accurate image of himself and his art which is a mirror (ayeneh).
He says:
al 43 Ylaa 3 ye cal Anl cal anyl
et (i€ 258 alia 51 (e Jla 25 003
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Lo & o2 3V L cpa ) S5, D e g
Ayeneh-am, dyeneh-am, mard-e maqalat neh-am
Dide Savad hal-e man ar ¢aSm Savad gus-e Soma
Dast-feSan-am ¢u Sajar, ¢arx-zanan hamcu gamar

Carx-e man az rang-e zamin pak-tar az éarx-e sama

| am a mirror, | am a mirror. | am not a man of the words.
Since your ears become the eye my mood becomes visible.
Stretching my hands like the tree, whirling around like the moon.

My earthly circle is more pure than the heavenly one.

Presenting himself as a mirror the essence of which consists on reflection of the

dispersed things alluding their ontological unity he seems to say that he is no more

and no less than his addressees and the things around him. In another gazal he

expresses this interactive conception of the multiple human being through the
following words:

SHsa a8 (Ko, e sl e

NESES IS PEN PSS

iy DA & S8

Aliz 0n ip 5 G

Ma-r& ham to be har rangi ke xwani
Agar rangin agar nangin nadanam
Gahi guyi: Xalaf va bi-vafai

Bali, ta to ¢enin-i man ¢onan-am™®

You call me whatever color you want,
| do not care either shiny or shameful it is.
Once you say: You are sinful and faithless.

Yes, | am. Till you are this | am that.

Mawlana’s intention of comparing himself to the mirror seems to be clear. He
presents himself and his poetry as a reflection of the various voices which overlap
with each other. He says that only those whose ears become the eyes are able to

16 Jalal al-din Mohammad Balkhi, op. cit., p. 290
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perceive his true mood. It means that the ultimate goal of the apparent multiplicity of
the reflected voices is a unity of the manifested image. Those who are capable to
transpose the audible signs to the visual ones attain the true knowledge of the states
and the things. “Dast-feSan-am ¢u Sajar, carx-zanan hamcéu gamar” (Stretching my
hands like the tree, whirling around like the moon) — A visual counterpart of the
Mawlana’s poetical message is a unifying act of the body. Its whirling movement is
even more refined than the planets the trajectories of which it imitates. The
multiplicity of the voices frees a listener from the particular limits of the language

resulting in the silent understanding.

The dissociation from the speaking “I” which is presented in this gazal should be
considered a literary counterpart of the state of annihilation of the self on a path of
the initiation to the knowledge of God. Unlike Sana’i and Attar which limited their split
with themselves to the taxallos Mawlana made a dissociation from himself as the
author as well as the writer, the poet and the mystic the structural rule of his entire
lyrical monologue. He worked out the polyphonic structure of the lyrical discourse not
only to question himself as a stable and unchangeable being but to exceed its
linguistic dimension as well. He let the others and their voices speak. Presenting
himself as a mirror Mawlana makes a simulation of the mystical act of hiding himself
behind the others and their identities. In the gazal under the analysis in this paper
after his declaration of the potency in the impotence — as Mawlana described himself
as a ruined village, a spoiled and an intoxicated man — he involves a character of the
‘aref (the mystic) to his discourse as its other addressee and the other voice:

a8 ggleaas s ‘ij.aq.'g)quh:
lea Gy (5 pmm )b o9l Cose 5 (i sd 452
A58 (A 5 ) pa i A 5 e B
)5 ai ) e i sy Gl 5 483
‘Aref-e guyandeh! Begu, ta ke do’a-ye to konam
Cunke xo$ va mast $avam har sahari vaqt-e do’a

Dalg-e man va xerge-ye man az to darigi nabvad

Vanke ze soltan resad-am, nim ma-ra nim to-ra
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O, you! A speaking mystic! Tell me a word to be in my prayers
Since when | am in a nice abandon every morning is for prayer.
I will be generous with my clothes of dervish for you

Since what | acquired from the Soltan | will share with you.

Ultimately Mawlana appeals to the mystic to undertake an act of a speaking about
the true state of the things. About what? About himself and his experience? About
the God? About the human being? About the silence and the nature of the
language?:

ORI JU PO NS

s D438 aeS s (e e g5l 5145l

Man xamos-am xaste-galu, ‘aref-e guyandeh begu

Zanke to Davud-dami, man ¢u koh-am rafte ze ja.

| am the silent and sick of words. Hey you, the speaking mystic, tell

Since your breath is that of David whereas | am a quaked mountain.

Mawlana — the poet, Mawlana — the mystic and Mawlana — the author of the words
disappeared and moved away under the others’ shadow because, as he said, he
himself is affected by The Truth as the Koranic mountain by the God’s revelation.

Since he became crashed and annihilated those who speak are someone else.

The Compositional Polyphony

Basically, two ways of annihilating of the speaking self manifest themselves in the
multiplicity of the voices in Mawlana’s gazals: compositional and semantic. The
former is based on a dialogue, the latter on a usage of one word in different
meanings. There is an enormous amount of gazals in which using a dialogue
Mawlana immediately confronts his speaking “I” with a voice of another speaker.
Constructing a deep dramatic tension it irresistibly reminds the short and rapidly
exchanged dialogues between two disagreed heroes in the Greek tragedies.
Nevertheless it is a semantically expanded rhetoric device of the su’al va javab. Let
me quote here the one example which underscores the phenomenon of
equivocalness and multiplicity of the speaking self. It goes as follows (SK 281):

Héu@@;&ﬁ@c;
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Vah ¢e bi-rang va bi-neSan ke man-am,
Key bebinam ma-ra ¢onan ke man-am?
Gofti: Asrar dar mian avar.

Ku mian andar in mian ke man-am?
Key Savad in ravan-e man saken?

In ¢enin saken-e ravan ke man-am.

Bahr-e man garqe gast ham dar xiS.

faia 4S (i |y aissy S
" s e D3l 1 A
preaS Gl (il Ol S
OSbs e ) ) 258 (S

aia 4S ()5 Sla Cpiay
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Bol-ajab bahr-e bi-kardn ke man-am!
In jahan va &an jahan ma-ra matalab,
K-in do gom Sod dar an jahan ke man-am.
Féareq az sud-am va ziyan ¢u ‘adam,
Torfeh bi-sud va bi-ziyan ke man-am!
Goftam: Ay jan! To ‘eyn-e ma-i. Goft:
‘Eyn ¢obovad dar in ‘ayan ke man-am?
Goftam: An-i. Begoft: Hay! Xamu$

Dar zaban namad-ast an ke man-am.
Goftam: Andar zaban ¢u dar namad

Int guya-ye bi-zaban ke man-am.
MiSodam dar fana ¢u mah bi-pa

Int bi-p&-ye pa-davan ke man-am!
Bang amad ¢e midavi? Bengar

Dar ¢enin zaher-e nahan ke man-am.
Sams-e Tabriz-ra ¢u didam man

Né&dereh bahr va ganj va kén ke man-am."’

Alas! Without any sign of importance | am.

When will | see myself in the way | am?

You said: “Draw the secrets to the centre”.

Where is the centre within the centre | am?

When will my inside journey reach the aim?

For such a moving boat which | am.

The ocean of mine sank in the self, as well.

A bizarre ocean of infinities | am.

O! This and that world do not look for me,

Since both are lost in the world | am.

Free from profits and losses as nothingness

A freak creature | am without profits and losses!

| said: “O, Soul! You are the senses of mine”. It said:
“What are the senses in the self-evidence of mine?”
| said: “You are that one.” It said: “Be silent!

Has not come in the language that of mine.”

| said: “ Since did not come in the language,

Here speaking without language that of mine.”

| became in the annihilation like a footless moon
Here you are a footless runner | am!

A voice resounded: “Why are you running? Look

7 Jalal al-din Mohammad Balkhi, op.cit., pp. 340-41
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At such a manifested invisibility 1 am.
Since | saw Shams of Tabriz | saw

The only ocean, the only treasure, the only mine | am.

The gazal starts from the complaints of the speaking “I” about the lack of any specific
sign of its self and its incapacity to win it. The speaking “I”, parallel to it, undertakes a
dialogue with an anonymous addressee the instructions of which in the speaking “I”’s
view seem to be ineffective. After the beyts focused on expressing the impossibility to
determine the limit between the “Iness” and its negation the speaking “I” again turns
to a dialogue but now his interlocutor is apparently specified, it is the soul. He
addresses it in the following way:

| said: “O Soul! You are the senses of mine.”

It said: “What are the senses in the self-evidence of mine?”

| said: “You are that one.”

It said: “Be silent! Has not come in the language that of mine.”

| said: “Since did not come in the language,

Here speaking without language that of mine.”

The dialogue based on the paradoxical mode of expression actually shows an

indivisibility and an expanding character of the self and the human being.

The Semantic Polyphony
The semantic polyphony appears on the level of the senses of a discourse. In this
kind of polyphony two contradictory senses are preserved in the state of semantic

suspension or vagueness. Let’s look at the gqazal with the following matla’:

pal Ll o G ) paal 3 a2l 3L
el lsaat 5 e K et R e 0
aal 2 ) alas ) adal ol sl oL
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Baz amadam, baz amadam az pi$-e an yar amadam

Dar man negar, dar man negar bahr-e to gam-xar amadam.
Sad amadam, $ad amadam, az jomleh azad amadam.
Candin hezaran sal Sod ta man be goftar amadam.

Anja ravam, anja ravam, bala bodam, bala ravam.

Baz-am rahan, baz-am rahan, k-inja be zenhar amadam.
Man morg-e lahuti bodam, didi ke nasuti Sodam?

Dam-as$ nadidam nagahan dar vey gereftar amadam.

Man nur-e pak-am, ey pesar, na most-e xak-am moxtasar.
Axer sadaf man nistam, man dorr-e Sahvar amadam.
Ma-ra be ¢aSm-e sar mabin, ma-ra be ¢aSm-e serr bebin.
Anja bia, ma-ra bebin k-inja sabok-bar amadam.

Az &ar madar bar-tar-am va ze haft aba niz ham.

Man gawhar-e kani bodam k-inja be didar amadam.
Yar-am be bazar amade ast, ¢alak va hoSyar amade ast,
Var na be bazar-am ¢e kar? vey-ra talab-kar amadam.

Ey Sams-e Tabrizi nazar dar koll-e ‘alam key koni?

K-andar biaban-e fana jan va del-afgar amadam. 18

| am here again, | am here again. From that lover | have come again.

Look at me. O, look at me. To ease your grief | have come again.

18 Jalal al-din Mohammad Balkhi, op. cit., p. 251
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| have joyfully come, | have joyfully come, | freed myself from the many again.
Thousands and thousands years passed until | appeared as speaking again.
I will go there, | will go there. | was beyond there | will go there again.

O save me, save me again since | have come for the salvation again.

| was a divine bird. Look! | have become a human being again.

Since | did not see a trap | fell suddenly involved into it again.

Alas, the boy! | am a pure light | am not a mere handful of soil.

You shall know | am not a shell | have come as a royal pearl again.

Do not look at me with the visible eyes, look at me with the secret eyes.
Longing to see me come over there since | have lightly come here again.

| am more than the four Mothers and higher than the seven Fathers.

| was that mineral which has come to the appointment again.

My Lover has come to the bazaar. Astutely and swiftly has come again.

If not, the bazaar is senseless for me. | have come desirous of him again.
Hey Shams of Tabriz! When do you look at the whole world?

Since suffering | have come to this desert of annihilation again.

Three linguistic factors semantically determine the initial situation of the matla’ of this
monologue: the speaking “I” (man amadam — | have come) , “that lover” (an yar) and
the personal pronoun ‘you’ (bahr-e to [...] amadam — For you | have come). The
situation of the speaking “I” is described by three functions: his returning (baz
amadam — | have come again), his yearning for an addressee’s look (dar man negar
— Look at me) and his compassioning for an addressee’s anguishes (bahr-e to gam-
xar amadam — | have come to ease your grief ). The starting words of this monologue

“baz amadam” (I am here again) means that the moment the “I” starts speaking is the
time of fulfilment of the existential circle. He had been “here” before and at the
moment he is speaking this monologue he has just returned again. One can guess
that the desired addressee is the lover though his semantic and his ontological
identity is not clear on the level of matla’. Any knowledge the reader possess comes
from outside the qazal, that is the previous lectures, the tradition and the
conventions. Therefore on the directly and indirectly expressed linguistic level of the
matla there are two lovers: that lover and this lover. The following beyts from “I have
joyfully come” (S&d amadam) to “I have come for the salvation” (k-inja be zenhar
amadam) unveil a bit more about the ontological record of the speaking “I” and his

qualities. Through this part of the narrative the “I” reveals him-self as an entity which

before his coming “here” as the separate being had existed “beyond there” as a
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collective and not speaking phenomenon. Introducing the crucial opposition between
“there” (anja) and “here” (inja) this part suggests a kind of interaction between “there”
and “here”. After having come from the “beyond there” the “I”, as he confess, returns
to “there”. Nonetheless “here” is considered the place of the salvation. The lover from

“here” is presented as the savior. In this passage the speaking “I” positively describes
his mood at the moment of coming, he says: “Sad damadam” (I have joyfully come).
Through the next beyts from “I was a divine bird” (man morg-e I&huti bodam) to “I
have come desirous of him” (vey-ra talab-kar amadam), the “I” shows him-self
through the set of allegoric representations which encompass four archetypal
principles of the nature. They successively come as follows: “a divine bird” (morg-e
Iahuti) linked to the air, “a royal pearl” (dorr-e Sahvar) referring to the water and “that
mineral” (gawhar-e kani) that represents the earth. The “I” counts all these mythical
identities of his self to negate them ultimately saying: “ma-ré be ¢asSm-e sar mabin,
ma-ra be ¢asSm-e ser(r) bebin/ anja biya ma-ra bebin, k-inja sabok-bar amadam” (Do
not look at me with your visible eyes, look at me with the secret eyes/ Longing to see
me come over there since | have lightly come here again). While alluding to his
mineral form of being before his return the “I” disorders the established semantics of
directions of his move from the “beyond there” to “here”. It says: “Man gawhar-e kani
bodam k-inja be didar amadam” (I was that mineral which has come to see him). So,
the “beyond there” doesn’t denote one particular and privileged direction to the up as
it was alluded above in the first section of the monologue and as we are used to
thinking about the spiritual world. The next, third part of this lexical waving as | would
like to figure the succession of the words and expressions in this gazal, contains the
beyts from “yar-am be bazar amade ast” (My lover has come to the bazaar) to “vey-ra
talab-kar amadam” (I have come desirous of him). It reveals that the “I” returned
“here” to see his lover (yar) who, as himself, smartly came to the bazaar, that is to
this world. Only now, in this final passage the intentional reason of returning of the

speaking and the particular physical aspect of the lover’'s identity is directly
revealed. But at the same time another semantic doubt appears. Are the identified
lover and the lover from the world “beyond there” one and the same? Had they been
together before they divorced? May be that lover is still another one? The other

sequence of questions appears after the magta’ of this gazal:

Ey Sams-e Tabrizi, nazar dar koll-e ‘alam key koni?
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K-andar biyaban-e fana jan va del-afgar amadam.

Hey Shams of Tabriz! When do you look at the whole world?

Since suffering | have come to this desert of annihilation.

The speaking “I” of the maqta’, which traditionally reveals the presence of the author,

in contrast to the “I” of the preceding beyts came to the bazaar of this world bleeding

and crying. So, he is in a completely different mood than the joyful speaking “I” of the
preceding parts of the monologue. There are no traces of joy in the magta’s “I’
coming. It means that he is in a position of an addressee of the preceding beyts for

whom the first speaking “I” of the monologue returned. Whom does the first speaking
“I” refer to? To Mawlana? To Shams? Or to someone else? Who is the healer? The
audience is confronted with the space of silence which raises from the gradual
guestioning of the words and their senses which have gone through the monologue.
This is a kind of semantic waving, appearing and disappearing of the meanings,

which constitutes the semantic polyphony of this mystical monologue.

25



Why is Rumi Returning Now?

by Cynthia Lukas and Kell Kearns

| want to thank the previous speaker, Professor Lubo$ Kropécek, for his very Rumi-
like statement as he began his remarks: “There is no space for dogmatism here.”
We are honored to be alongside him and others gathered here at the Rumi Alive
Conference in Prague to discuss the beautiful vision of peace and tolerance as

manifested by Mowlana Jalaluddin Rumi.

Our presence as American filmmakers on this international panel speaks to Rumi’s
universal vision, his global dimension that he himself described as “placeless”. At the
same time that he was a perfect product of his heritage, being born in what is now
Afghanistan in the Persian Empire, speaking and composing in Farsi, teaching and
living in Turkey, Mowlana Jalaluddin Rumi also spoke what we can call a “universal
language”. This is the language of the heart that has the power to transcend all
cultures and tongues. In fact, it has made him the #1 selling poet in the United

States, which doesn’t even speak his original language!

“Since we are all one,
let us give up speaking with mouths and lips,” Rumi said.

“Let us instead vibrate our hearts. . .”

Rumi and his life story as presented in “RUMI RETURNING” shows us that there can
be a coexistence of multiplicity, a unity in diversity. This is, of course, the challenge
of our age. How do we coexist in our diversity? How do we stay united in our

humanity even as we retain our awesome diversity, truly a gift from God?

At the end of “RUMI RETURNING” we see the outline of two gray-haired men sitting

before a beautiful fountain in front of the very green lawn of one of the most
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breathtaking mosques in the world, all awash in celestial light, as we hear what Rumi
wrote about his relationship with the teacher and heart companion who changed his
life (Shams of Tabriz):

"Those tender words we said to one another have been stored in the
secret heart of heaven. And one day like the rain they will fall and

spread, and the whole world will grow green with our love."

Sufis, the mystics of Islam such as Rumi was, believe that lovers never die--as our
onscreen Sufi (dervish) commentator exclaims exuberantly. Rumi himself exhorted
others not to look for him in his grave after he left his body, but in “the hearts of men”.
“When we are dead,
Seek not our tomb in the earth

but find it in the hearts of men.”

Rumi, often called the “Sultan of Lovers”, is very much alive today—as the name of
this conference attests! During his 800" anniversary year, Rumi is returning with his
message of love and tolerance, to fall and spread in a world that desperately needs
it, at a time when we seem to lack both love and tolerance, at a time when we need
him the most. He reminds us that these qualities are within us too—even when

differences appear between us on the outside.

Our world situation couldn’t be more dire, so our desire for peace couldn’'t be more
acute. “RUMI RETURNING” asks—and answers—the question: Does an 800 year
old Muslim mystic hold the key to global peace?” And the answer is Yes!

It is no coincidence to us that this 13" century Sufi mystic is the best-selling poet in
the U.S.; or that children in Iran memorize his poems like nursery rhymes; or that
more and more artists and scholars around our world like those at this Rumi Alive
conference are producing works and holding gatherings to celebrate his universal

view as expressed through words and the whirling he inspired.

For Rumi is an ecstatic “in a world starved for ecstasy” (Kabir Helminski). Rumi has

given voice to an unconscious yearning in the Western psyche for the sacred in the
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everyday, a yearning in the world for the mysticism that sees clearly through our

differences to the Oneness of humanity, to the Unity of existence.

Globalization—with global communications such as the Internet and global travel that
is more and more affordable, such as ours to Prague—means boundaries are
constantly shifting as we (individuals, communities, nations) are connecting more and
more, thus sharing more and more, ideologically, culturally, economically, inevitably
learning more and more about each other. As our societies and cultures interact and
interpenetrate, most often they coexist. But in some cases they clash, the outcomes

of which seem more and more dangerous.

At this same time Rumi is returning to our consciousness to offer us an example par
excellence of how one can remain faithful to one’'s own background, culture, and
faith, and at the same time respect and tolerate those of others: an urgent,

necessary value or “survival skill” for our globalized world.

One of his most famous poems begins:

“What is to be done, O Muslims?
For | do not recognize myself.
| am neither Christian, nor Jew,
Nor gabr (Zoroaster), nor Muslim.

| am not of the east, nor or the west. . .”

In “RUMI RETURNING”, we highlight a moment in Rumi’s life when he put his
universal vision to the test, despite the fact that he had lived his life “in the eye of the
storm,” as Islamic scholar Akbar S. Ahmed puts it; for years Rumi’s Islamic world had
been beset to the West by the Crusades and to the East by the Mongol hordes. Our
film describes the moment when the Mongols were at the gates of Konya, Rumi’s
adopted community, threatening to overrun it. He was invited to meet with the
Mongol captain, and through his loving, nonviolent presence, he saved Konya from
being exterminated, as was the fate of most villages that stood in the way of the

Mongols.
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We decided to make “RUMI RETURNING” because we wanted to assist Rumi in his
return to our world, a way of facilitating the remembrance of this sacred in the
everyday, his way of turning from a rigid literalism or adherence to rule and law to
enter into the spirit of mysticism instead with its direct experience of the Divine. He
reminds us that the essence of religion, faith, or philosophy is not a literal
interpretation but one that sees beyond the outer to the inner, or hidden, where there

are spiritual realities that are more important.

“I have put duality away, | have seen

that the two worlds are one. . .”

This is the Gnostic way of looking at things, and it is found in the Gospel of Thomas
in the Christian tradition. In this Gospel, discovered in Egypt in 1945, Jesus
describes how the two worlds are one and how the goal of religion or faith is the

direct experience of connection with the Divine.

Much of Rumi’s poetry describes this direct experience, such as this way:

“Doing anything
but gazing at your face
is a sin against religion

done in ignorance of the truth. . .”

In another poem, he proclaims the goal of religion to be “permanent astonishment.”

Rumi loved this world! In particular he composed

many beautiful spring poems; in our film we quote them as we show stunning HD
images of Turkey in

spring. Yet Rumi’'s eyes—Ilike those of the Whirling Dervishes he inspired—are

always looking beyond to see that he is

“Neither body nor soul, for
| belong to the soul of the Beloved.

| have put duality away, | have seen
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that the two worlds are one. . .

The two worlds have
passed out of my ken;
| will trample on both worlds,

| will dance in triumph forever.”

During my narration of the film, | say that in the Sema

(which means “listening”), the dancer raises his right hand to receive the gifts of Allah
then extends his left hand to the earth to extend Allah’s gifts. Rumi’s whirling is not
the mere turning of the body, but the “turning with the heart, spirit, love, and faith, and
with one’s physical and spiritual existence.” (Sefik Can, from Rumi’'s Thought) And
the whirling does not end when the dance is over. After the sema, the semazen
leaves the dance floor to pray then take his experience into the world (teaching
through words and example).

Rumi’s letters show that he was highly involved with helping his students and
community—as for example, giving individual assistance to a student who owed a
debt.

Those of us who meditate have learned how to take our insights and experiences out
into the world. When we take our ethical or spiritual way of being out into the
sociopolitical realm (as those in Prague did in your Velvet Revolution or those in ours
did with the civil rights movement) we practice “sacred activism”. It is a way of

furthering world harmony by working for truth, justice, equality, and compassion.

In “RUMI RETURNING” we emphasize moments in Rumi's practice of “sacred
activism”: I've already mentioned the encounter with the Mongol captain. It was also
Rumi’s practice to ride out into the suburbs

of Konya to engage in what we now call “inter-faith dialogue” with Christians.

As a balance to the usual negative stereotypes with which we are bombarded in the

general media, our intention was to use the medium of film as a way of educating and
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inspiring both Muslims and non-Muslims by encouraging inter-faith and inter-cultural

dialogue thus transforming people’s hearts and our world.

We have found that Rumi and Sufism offer us a bejeweled bridge between East and
West. Rumi’'s story of his own migration from his homeland, which mirrored the
Prophet’'s own, and his separation from his beloved companion after union, offer us
as fellow travelers a beautiful, meaningful path as "we are returning.” As Annemarie
Schimmel writes about

about Rumi in Rumi’s World, “Life is a constant journey, a journey that entails
separation for the sake of union.” This is the path that Rumi gave voice to so
eloguently and that resonates with so many.

Here is a verse from the Quran that Sufis claim sums up the whole of Sufism:
"Verily we are for God and verily unto Him we are returning.” (Called the “seeking to

return” verse or istirja, it is recited often in times of stress.)

Martin Lings (in What is Sufism?) says that “. . .Sufism is nothing if not a movement

of return, an ebb. . .”

Here is another relevant passage from the Qur’an:

“Then learnt Adam from his Lord

Words of inspiration, and his Lord

Turned towards him; for He

Is Oft-Returning, Most Merciful.” (Sarah 2: Al Bagarah)

One of the greatest revelations or aha! moments that Rumi presents us is that our
Beloved (however we think of Him/Her) loves and needs us as much as we love and
need Him/Her! He/She is oft-returning, ever-returning to us! Because He/She never

leaves us!

“Just to be held by the ocean

is the greatest luck you could have.”
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Rumi’s poetry and whirling reminds us of that amazing moment when we return to
our Source by losing our own self consciousness. It foreshadows that Place of
Return he believed would occur after death when we fully return, when we are fully
restored to the Presence. That is why Sufis say, “Die before you die” to experience

the Divine even while they are alive, to practice the annihilation of self in God.

“You who know Jalaluddin.
Say who | am.

Say | am you.”
Mowlana calls on his audience to die in Love in order to be “resurrected” as he was.

“Gamble everything for love.

If you are a true human being
If you don’t want that gamble,
Leave this gathering.
Half-heartedness doesn’t reach
into majesty.

You set out to find God,

but you keep stopping

at mean-spirited roadhouses.

Gamble everything for love. . .”

This is what Rumi is returning to say to us—and it is exactly what we need to

do to bring the world back from the brink of madness, conflict, and chaos!

As Dr. Ahmed, Ibn Khaldun Chair of Islamic Studies, American University,
Washington, D.C., challenges us in the final words of “RUMI RETURNING”:

“If there’s one motto for the post 9-11 world, | believe it should be a line from
Rumi, where he says, ‘I go to the synagogue, | go to the church, and | go to the
mosque, and | see one altar, and | feel one spirit.” It is the spirit of the universal
mystics, without which in the 21 century, our world civilization is lost. We must re-

discover the spirit of the universal mystics.”
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This is what is at stake. Rumi is returning now to show us the spirit that can

save our world civilization!
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