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Abstract

In the Eastern Islamic world, Arabic, Persian or Turkic speaking authors
would adopt existing plots and rewrite them, to the admiration of traditional
literary criticism. A work’s originality depended on details introduced by each
new author’s individual style in recasting an existing storyline. On the
contrary, in Western literary traditions, the emphasis lies on innovative plots
and thematic searches. Taking over ideas from earlier authors was considered
imitation, or even plagiarism. Notwithstanding the fact that Nizami Ganjavi
(1141-1209) had not travelled beyond Ganja, the city where he spent his life,
the impact of his poems was felt almost immediately throughout the Near and
Middle East and began to influence European literature from the 17" century
onwards. The continuation of the poetic tradition related with Nizami and his
literary works can be viewed as a natural phenomenon in the East. The same
phenomenon in Western literature however, is somewhat unexpected. This
article highlights a number of remarkable crossing points between Eastern and
Western literatures and cultures.

The main parameters of Nizami’s influence

The Azerbaijani poet Nizami Ganjavi is an exceptional personality
whether for his own country, for the whole Eastern literary world, or also for
world literature. The influence of Nizami on the development of literary
thought is remarkable on terms of the number of his followers, the vast
geographical spread, the longevity and variety of the spheres of his influence.

The reasons for this widespread resonance necessitate a varied
examination of the dynamism of Nizami’s heritage. His education, the
intellectual atmosphere in which he lived also need to be investigated. These
questions have been posed in the past already, but the tools to answer them
were incomplete and his sources were not yet known.

300 years into Nizami studies, the facilitation of current international
contacts brings with it much improved opportunities to work on the poet’s
literary heritage. In addition, during the last half-century, the discovery of
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further reliable data on Nizami generated new conclusions" making it possible
to view him as a key personality of world literature and culture.

The tradition of nazira in Eastern literature and features of the
canonization of Nizami’s heritage

The canonization of Nizami’s heritage occured less than a century after
his death. One well-documented example of Nizami’s influence is found as
early as the 13 century: his “Khamsa” was perceived as a model, which
generated replies in different cultural and linguistic areas. The nazira, poems
written in response to older works, is a popular type of literature in the Muslim
East which was practised over a long period. Responses were written to his
Khamsa’s topics and plots, the characters, the poet’s mode of thinking and
expression. The responses were based either on Nizami’s original Persian
language poems, or on translations. By the 18" century, important numbers of
Oriental poets, proudly presenting themselves as Nizami’s literary disciples.
We might consider them as forming a Nizami literary school: basing
themselves on Nizami’s original poems, composed responses in Persian but
also in Arabic or Turkic.

The importance of Nizami was recognised by the French Orientalist
D’Herbelot, who dedicated two articles to Nizami in his 1697 “Librairie
Orientale”, thus introducing him to the attention of French and European
scholars.” About a century later, in 1785, Nizami started to speak directly to the
Europeans, through the translation by the English Orientalist, William Jones, of
twenty hekayats taken from the Makhzan al-Asrar, the Khamsa’s first masnavi.
This was followed by an English translation of Leyli o Majnun by J. Atkinson
in 1836, and by Wilberforce Clarke’s translation of the Sharaf Nama. At
roughly the same time, in 1809, in Leipzig, J.F.Von Hammer-Purgstall
translated selections from “Khosrov and Shirin” into German.” These were all
prose translations which did not preserve Nizami’s poetical mode of
expression. But the power of his poetry transcended the changes, to such an
extent that Johann Wolfgang von Goethe (1749-1832) in his “West-East
Divan” written in 1814-1815, named him “Wisdom of sensible and high talent”
and refers to his works as “breathing with delicacy and beauty”4. Behind the
curtain of the translation, he felt the power of Nizami’s word which inspired
him to write a Saginame.’

The Saqinama Genre, created by Nizami. The adoption of this
literary form in Western literature

Over thirty near- and middle-eastern poets were influenced by Nizami to
compose ‘“saqinames”. At the turn of the sixteenth and seventeenth centuries,
Fakhr az-Zamani, a literary critic, collected these works in a “Tazkire-yi
Meykhane”.®

The success of the genre of saginame is is a vivid example of direct
influence. Goethe’s “Saginame” is an example of literary impact at another
level. What impressed Goethe in the translation was not the outer beauty of
Nizami’s verses, but its poet’s energy of thought and feeling.’
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It is not by chance that Western languages have few terms to translate
literary expression such as “nazira” (response) or “tatabbo” (imitation). Within
this literary line, many specific types of imitations are listed and carefully
studied. Imitations exist in Western literatures as well, but never as part of
such a characteristic tradition.

Alishir Navai (1441-1501), the 15™ century Uzbek poet, characterises
imitation in his poem “Farhad and Shirin” written as a response to Nizami's
“Khosrow and Shirin”, in which he repeated Nizami’s plot, many episodes and
all major characters: “galloping the horse on the trampled road is not a decent
act”™®. This is a clear condemnation of reiteration. A person unaware of the
essence of the tradition of nazira writing in the East can find strange the
indicated conclusion of Navai in his work namely seeming as a one repeating
Nizami. The essence of nazira writing recognises that an expression which is
mre refined within the background of the same topic, same plot, same events
and same heroes, as originality and professional skill. The successful
translation of one poem or verse into another language can be considered as an
original and independent work.

Nizami has also composed a “Divan” comprising lyrical and
philosophical verses.” It is probable that responses were written to that
collection as well, considering how influential Nizami’s oeuvre had become.
However, the uncertainties surrounding this “Divan” prevent precise and
detailed study of its likely influence on the later literary tradition, although
scholarship has identified some responses to separate verses included in the
“Divan”... It is, however, the Khamsa, the collection of Nizami’s five long
narrative poems which earned him his fame and which had such a lasting
influence on literature that it is even possible to speak of a “literary school”
based on Nizami’s poetry. The collection of his works under a single title
happened after his death. The Khamsa suggests that its five separate
components share ideological and topical similarities; it proposes unity across
the separate entities. There is no trace that Nizami planned to write five poems,
or that he considered that his five poems were the links in the chain of a
complete epopee. It is probable that he would have continued to compose
poetry, had his life been longer. It is usually accepted that he composed the
Iskandarnama at the end of his life.'’

It is therefore improbable, as hypotesised by the Turkish scholar Agah
Sirri Lavand and others who follow him, that Nizami constructed his
“Khamsa”, specifically as a chain of five poems in the manner of the Indian
“Panchtantra”.'’ The hypothesis of the Iranian scholar Agha Bozorg Tehrani is
equally unfounded, proposing that Nizami created his “Khamsa” in honor of
the famous five treasures (called “khamsat kunuz”) of the Sassanian ruler
Khosrow Parviz, or in honor of five planets — Utarid, Zohra, Mushtari, Zuhal
(Mercury, Venus, Mars, Jupiter, Saturn) which medieval astrologers called the
“khamsat al-mutahariyya”."

We reiterate that transformation of these poems to a single entity is an
assumption emerged fairly long after the death of Nizami.

Any consideration of Nizami stating that he viewed his five poems as a
single entire work is unknown. The autographs of the works of Nizami haven’t
reached us, and the most ancient manuscripts of poems date back to the 14™
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century. Therefore, there exist no real documents confirming that the poet
entitled his five poems as "Khamsa". When finalizing his last masnavi
“Iskandarnama”, own life of Nizami was coming to the end. At the end of
“Igbalnama”, the second part of “Iskandarnama” the poet notes his state of
being on the brink of life, and does not mention his intention to combine his
five poems under the title "Khamsa" in this work or his other verse.

alad 2l lials cpl s (el
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When this work of Nizami was completed
He himself started to prepare to leave.

The oldest dated tazkira that gives information about Nizami is "Lubab
ul-albab" (compilation period: 1200-1242) by Mohammed Oufi (1171-1242).
Although there Nizami's poems are listed one by one and each of them is
evaluated separately, the word "Khamsa" is not applied as their common title.
Poems are merely presented as "Masnaviyyat"."*

The great Russian scientist Yevgeni Bertels, considered to be the most
respected researcher of Nizami's heritage, was also resolute that the title
"Khamsa" had been added to these five poems much later."

This seems to be demonstrated by the absence of any links between his
masnavis, that would have been introduced by Nizami within the warp of his
five poems. The esthetical similarities that are evident between the five
masnavis result from Nizami’s style, but each theme is distinct and
independent.

Amir Khosrov Dahlavi'® (1253-1325), Abdurrahman Jami'’ (1414-1492),
Ashraf Maraghayi'® (1380-1460), Alishir Navai'’, Sarfi Kashmiri®® (1521-
1594), authors who responded to Nizami’s masnavis were either complete
“Khamsa” writers or composed naziras to separate poems or single masnavis.
Despite the distinct writing techniques and specific styles particular to each of
them, the accurate observation of the common esthetic principles deriving from
Nizami’s art is the factor uniting all of these poets. We may thus conclude that
Nizami was considered in the region as the standard of poetical excellence.
Nizami’s heritage set the canon in style and content for what was considered
good quality poetry.

Abdallah Hatifi Khorasani (1454-1521) a nephew of Abdurrahman Jami,
is the final representative of this golden age of classical Persian poetry. He also
wrote a response to the Khamsa. The legend tells how, when Hatifi shared with
his uncle his desire to build his name by joining the ranks of acknowledged
poets who responded to Nizami, Jami advisedhim to learn by first writing
responses to Firdowsi (940-1020, Sa’di (1210-1291) or Anvari (1126-1189)
and only later to progress to Nizami. And Jami explained the philosophy of his
advice: each of these great poets is a prophet of the world of poetry, but Nizami
is the God of verse?'. This story confirms that Nizami used to be perceived as
beacon, having set the highest poetical standards according to what one might
cal the “poetry legislation of the Middle Age”.*

It is to Nizami’s “Leyli and Majnun” that the most numerous responses
have been composed. Besides nearly one hundred “Leyli and Majnun”
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masnavis, the work has been emulated in different artistic forms such as
cinema, theater, or music.

Majnun, the poem’s main character, has a historical prototype. The poet
Qeys ibn Mulawwah had experiencedthis legendary love, as told in certain
sources.”> As he did in his other works, Nizami seems to have done research
prior to starting his composition, attentively investigating sources in various
languages. The oldest source that Nizami might use when writing "Leyli and
Majnun" was Ibn Qutayba's (828-889) “Kitab ash-shiir va-sh-shuara” (“Book
about verse and poets”) which he had dedicated to Majnun as a separate
chapter.”* And the major source widely used by Nizami was multivolume work
“Kitab ul-aghani” (“Book of songs™) by Abulfaraj Isfahani.*’

Possibly, some of those who addressed the theme of “Leyli and Majnun”
after Nizami, used other sources relating to this love story and discovered
different details about Majnun. This would be reflected in new episodes, which
did not exist in Nizami’s “Leyli and Majnun”. Some later poets also introduced
gazals, rubais and other forms of verse passages into the poem, thus over-
stepping the structure of the masnavi. Nevertheless, none of these innovations
could compete with the superior reputation of the original by Nizami.

Some poets made additions which changed the entire structure of the
“Khamsa”. For example, the “Khamsa” written by Khwaju Kirmani as a res-
ponse to Nizami, was formed of six parts, thus becoming a “Sitta” new
masnavi having beenbeen added to the row of the traditional five masnavis.
Abdurrahman Jami’s response to the “Khamsa” became “Sabe” consisting of
seven part, the author calling his chain “Haft Awrang”.*® These formal
changes, increases and decreases, replacement of some Nizami stories by
alternatives such as “Yusif and Zuleykha” or “Salman and Absal”, nevertheless
remained under the spell of Nizami’s works. Using a post-Nizamian metaphor,
Nizami was the way itself, the rails and the trains of the responses remained as
in Nizami, only the passengers were distinct. But these authors who attempted
to introduce differences to the Khamsa canon did not attract followers. This
shows that the basic esthetic principles were established by Nizami and their

preservation is enhanced by the spirit of the literary progress in Near and
Middle East.

Translations of Nizami's literary works into European languages and
the transition of the Khamsa model to the West

Nizami and his literary world reflect an international culture which
transcends a purely national heritage.

Nizami spoke several languages and was familiar with the cultural and
literary history of the East as well as with the canon of the antiqueand
hellenistic worlds. His knowledge and sympathy for the ancient philosophers
and their scientific heritage is manifested in their appearance as characters but
also in the numerous quotes from their works and in Nizami’s opinion on them.
Nizami supported the spread and intellectual domination of that heritage
among his nation. He proposed a morality based on their antique formulas. In
Azerbaijan and other countries of the Moslem East the names of Platon and
Aristoteles were easternized/Arabisized into Aflatun and Arastun (It is thus
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possible to see Nizami’s influence in the present-day fashion to name children
after the two philosophers!).

Thus, we may say that with the Khamsa, Nizami has generated
“Khamsa”s written under his influence, which lead to the adoption of a
Western mode of thinking in the East besides the Qur’anic influence in moral
and behavioural criteria. These two trends joined organically and enriching the
morality of both Azerbaijani and Eastern people.

Nizami wrote his “Khamsa” in Persian, the common poetic language of
the medieval Middle East, in line with the literary tradition of that period. The
responses to his “Khamsa” were written in Persian, Turkic, Arabic, Sanskrit,
Georgian, Urdu, etc. The presentation of Nizami’s teachings in these other
languages was the tool for the penetration of this pattern and its encoding in
their genetical memories.”’

It is likely that Nizami perceived himself to be a descendant not only of
several nations, of the region and of the Moslem East to which he belonged,
but also of the civil world of that period. His themes destroyed the limited
frames, thus creating a genuine internationalist panorama.

Within last 300 years Nizami counts amongst the most frequently
translated Oriental poets. Even in their translated form, his works were
considered not only as the carrying past traditions and sweet Oriental tales, but
they are also seen as valuable pearls whose essence and spirit closely relate to
Western sensibilities. With their universal mode of expression, his poems have
impacted on both the East and the West. His work had an effect on the literary
activities of the later literatures. Some authors acknowledged this, but the
phenomenon was also recognised by Western literary critics investigating the
developoment of the literary process.

The prominent Azerbaijani artist Ogtay Sadigzada conducted serious
research for his paintings(?). One paintings was named “Nizami and world
culture” but he also composed five paintings dedicated to the literary activities
of Nizami. He represented how Nizami inspired Eastern and Western
followers.*®

Features of the transfer of Nizami's plots into the French cultural
environment

Bartelemy d’Herbelot states that several adventures in French literature
came from Nizami’s “Seven Beauties” and “Khosrow and Shirin”.*’

The French poet and playwright Alain-Rene Lesagej (1668-1747) found
inspiration in the various episodes of Nizami’s “Seven Beauties” to write such
librettos as “Good and Evil”, “Chinese prince” and these works of opera which
were staged in 1721 at “Comedie Francaise” remained popular for 15 years.*

While some researchers name this type of work "opera",’' it generates
hesiation to present them as examples of art that fully meet the requirements of
the opera genre. It would be more accurate to name such works “musical
spectacles”.

Why are these works called "comic operas"? At the end of the eighteenth
century, there was a competition between the two official and leading theaters

in Paris the opera — Academie Royale de musique and the French comedy —
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Comedie Francaise as one side, and the actors of the fairground scene and the
free theater as other side. In 1791, the Decree on Freedom of Thought in
France was signed, and amateur actors as well as fairground scenes gained
considerable freedom. At that time, Alain Rene Lessaj had been for a long time
consistently and effectively working to help the "folk theaters" and the
fairground scenes. Between 1712 and 1738, he wrote over 100 comic plays for
these scenes and named them "comic opera".*? A selection of these 100 "comic
operas" was published under the title "Theater de la Foire ou 'Opera comique"
in the compilation of 10 volumes of Alain Lessaj. This book, first published in
1737, contains notes of performed couplets and arias along with engravings
and illustrations made for operas.*

The matter is that if in the first days the verses in these comic operas were
performed by small orchestra under the accompaniment of the ready composer
and folk melodies, afterwards the composers who produced the original music
for these plays had grown up.*

In 1712, French translation of "1001 Nights", where Alailn Lessaj also
served as editor-in-chief, was followed by translations from Eastern poetry,
including Nizami. Lessaj starts writing plays based on those plots. His new
comic operas “Good and Evil” and “The Prince of China”, written on the basis
of his quotations on the plots from “Seven Beauties” by Nizami, appear on the
scene in 1723 and 1729, respectively.

In the same period, a translation of the “Seven Beauties” into French was
made for the celebrated composer Louis Nicolas Clerambault (1676-1749),
presumably in order to serve as an opera libretto. This translation was never
published. It is part of his archives, kept in the Bibliotheque Nationale in
Paris.”> The Italian playwright Carlo Gozzi was interested, like the French
Lesage, in tales and adventures. He established the “Theater of Tales” and
wrote for that stage the “Collection of Tales for the Theater” in 1761 and
“Turandot” one year later. Gozzi also used the story “Good and Evil” which
was repeteadly performed ont stage, in a different interpretation from that by
Lesage.36

Carlo Gossi, like Alain Lessaj was also prone to the Oriental plots, and
wrote "comic operas" as well. In addition to the plots taken by Alain Lessaj and
Carlo Gossi from Nizami and Eastern literary samples, such Muslim Eastern
names as Dilara, Zibeyda, Nureddin do not merely target to create coloring,
but primarily relates to the spiritual affinity of these famous pen holders with
the East.”’

The early 16™ century is noteworthy for the development of relations
between Italy and the Safavid State, with a mutual discovery of these two
distinct high cultures.”®

Nizami has also influenced prominent representatives of German
literature such Wolfgang Goethe, Fredrich Schiller (1759-1796) and Heinrich
Heine (1797-1856).%

In the second half of 19" century and in 20" century Nizmai Ganjavi
conquered Europe and the world in the genuine sense of the word. His works
were noticed, now as a whole. Valuable scholarly research on his life and
literary activities introduced him to the attention of European researchers.
Translations into English, German, French, Italian, Russian, Polish, Czech and
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other languages introduced Nizami the literary and cultural world. Among the
recent translations of the heritage of Nizami into European languages we
mention the translation of fragments from “Seven beauties” into Slovak
language.” The full panorama of Nizami’s influence on world culture and
literature appears incredible.

CONCLUSION

Incomplete calculations indicate that the the replies written to "Khamsa"
of Nizami Ganjavi outnumber 400, and of course, this figure can be further
enhanced by detection of other authors and masnavis that are still unknown.
There is no second poet whose hetitage has been universally accepted at all
levels and whoses creative line is continued at such level.

Due to the fact that “Khamsa” by Nizami has been so willingly and
consistently read, studied, loved, and persecuted within the last 8 centuries, it
made Near and Middle East somehow more compact thus leading to the
formation of common taste and aesthetic principles, generally accepted moral
and spiritual clichés.

"Gulustan" (1258) by Muslihaddin Sadi, which was beneffitted from for
centuries to create initial reading, writing and poetic memory habits in the
Muslim East in the Middle Ages, “Koran” and “Khamsa” by Nizami which as
a moral canon have exerted systematic and direct impact on all aspects of life
including literature, can be considered as the three most commonly shared and
accepted textbooks in a huge geography.

Alishir Navai, one of the most brilliant followers of Nizami’s literary
school, wrote that even if the Earth overflows and the heavens turn to scales, it
is powerless to carry the weight of Nizami.*' Truly, the grandeur of Nizami
Ganjavi cannot be confined within space or time as we know it: to completely
discover Nizami is impossible.
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Pagasas b. I'yceitHoB

TOYKU IEPECEYEHUA JIUTEPATYPHOI'O
MOJEJMPOBAHUA HU3AMU I'’THIZKEBU, ITIOPOKIEHHBIE B
BOCTOYHOMU U 3ATTAJHOU JIMTEPATYPE

KuaroueBbie ciaoBa: Xomced, Huszamu Iaumoowcesu, eocmouno-3andaonvle
CeA3U, UmMepamypHoe 6GausHUe, Ha3upe, CAUHAMI, MPAHc@ep CrHCemos,
nosmuueckou cucmemwvl Huzamu

PE3IOME

Opna o0coOeHHOCTb, 0A00psieMas M CUUTaroUIasicsl TPaJUIMOHHON B
JUTEpaType HapOJOB MYCYJIbMaHCKOro BocToka, He SBIISUIACh XapaKTEPHOU
IUI 3allaJHBIX JIMTEpaTyp W HE OIeHWBajiach WMHU. B apabo-, mepco- u
TIOPKO3BIYHOH JINTEPATYPaX NPOAOKEHUE B TECUEHUE HECKOJIBKMX CTOJIETHM
OTJENbHBIMU IOATAMHM OOIIEU3BECTHOIO CHOKETAa M COMPOBOXKIAIOLIEH €ro
cHUCTeMbl O00pa30B CUHUTAJIOCh HOPMAJbHBIM SIBJICHUEM, OPHTMHAIBLHOCTh
IIPOM3BEJICHNs, HAIMCAaHHOIO Ha TMOBTOPHYK TEMY, ONpeIesiach I0
CBOEOOPA3HOCTSIM MHAMBHUIYAIBHOIO CTHUJIS KaXKJOrO MO3Ta. A s 3amaJHbIX
muteparyp OoJjiee MPUEMIIEMBIM CUHTAIUCH MTOUCKA HOBOTO CIOKETa U TEMBI,
MTOBTOPSIIOLINECS UAECH U CIOKETHI BOCIPUHUMAIUCH KaK SIUTOHU3M, JaXKe Kak
riaruat. AsepOaipkanckuii modT-meicuTens XII Beka Huzamu I'sHmKEBH,
[0 TOATBEP)KIACHUSAM HCTOYHHUKOB U €ro COOCTBEHHOW OTMETKE B «X3MCI»,
HUKOTJ]a HE BBIXOJIMJI 3a Ipeaeibl ['siHIKH, rae OH MPOKHUBAJI, BCKOPE IOCIIE
ero cmepty, ¢ XIII Bexka Kpyr BiIuMsHMA €ro IoAM OXBaTWJ BeCh BIMDKHUN U
Cpennuii Boctok, a ¢ XVII Beka Hauan oka3blBaTh CBOE BiIMsAHUE U B EBpore.
Ecim pmaxe mnpomomkeHne Ha BocToke MO3THYECKOM TpagulMH U
JUTEPaTypPHOM IIKOJIBI, CBA3aHHOM C MMEHEM M TBOpuecTBOM Huzamm, morio
OLICHMBATbCA KaK 3aKOHOMEpPHOE SBJCHHME, HO, PACIPOCTPaHEHHE ATOU
TEHJICHIMA W B 3aIIaJHBIE JIMTEPATYphl CUUTAIOCH HEMHOIO HEOXKUIAHHBIM.
IIpoBeneHHBIE B HCTOPUKO-CPABHUTEIBHOM aCIEKTE COINOCTaBICHUS Ha
npuMmepe Huzamu BBIABIAIOT psAJ  3aciHy’KHUBAIOIIUX OJOOpPEHHUS] TOYEK
IIEpECeUCHUs] MEXAy JUTepaTypaMu M KyJlbTypamMu Bocroka u 3amaga. B
pazzenax cTaTby 1noj HazBaHUsAMU «OCHOBHBIE apaMeTphl BausHUA Huzammy,
«Tpamuuusa mnoapaxaTeIbHOTO CTUXOTBOPEHHMS B JuTeparypax Bocrtoka u
0COOCHHOCTH KaHOHW3auuu B Hacienuun Hwuszamm», «IlepeBonpt Huszamu Ha
€BPOIIEHCKUE SI3BIKM U MEPEXO MOJEIHN «X3MCI» Ha 3alaJHYI0 IUIOCKOCTBY,
«Co3nannbiii Huzamu xaHp caruHamM» W NPUMEHEHHE 3TOW JIMTEepaTypHOM
dbopmbl B 3amamHOM JuTeparype», «OcoOeHHOCTH TpaHcdepa CIOKETOB
Huzamu Bo (paHIly3CKyI0 KyJbTYpHYIO Cpely» JAETalbHO paccMaTpUBAIOTCS
OTAENbHBIE AaCMEKThl MOJENM, KadecTBa CO3JaHMs Ia0jaoHa, MNpHCyIlne
TBOPUYECTBY I'SIHIPKMHCKOI'O T'€HMS.

HaOnronenuss 3a nurepaTypHbIMU TpagunusMu Hwusamu Ha ocHOBe
00pa3IoB BOCTOYHOM U 3aMa{HON IMOA3UHU MOKA3bIBAIOT, YTO MPOIECC, HAUAThIN
B €BPOIIECHCKOMN JIUTEPATYpE C NEPEBOAOB Mpou3BeneHnil Huzamu, nocreneHHo
IIOBBICWJI HMHTEpPEC K €ro HAaclIeQul0, NPUCYIIas BOCTOYHOM JIMTEpaType
TpaauLMs HallMCaHKUs OTBETOB Ha CroxkeThl Hu3amu crana mposiBisATh ceOs U B
3amnajHou JIUTEPAType.
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ABTOpPOM MHUIIMATHBBI TIPEACTABIICHUS TIATH TI09M Huzamu, oObeuHss ux
MO/ Ha3BaHUEM «X3MC3», KaK KOMIUIEKCHOE, €IMHOE MMPOU3BEICHUE, SBIISETCS
HE caM MO3T, a JIUTEPaTypOBEIbI MEPHOJIa MOCIE ero cMepT. B To ke Bpems,
MpeAcTaBieHUe TBopyecTBa Huzamum Kak MoOJenu, Takxke sBIsSETCs
WHUIIMATUBOM HE €ro camoro, a ero mnociemoBareneii. CdopmupoBaHHasi,
HaunHas ¢ XIII Beka, Tpamuius HanmucaHus OTBETOB K Hacieauto Huzamu
MOKa3bIBAET, UYTO «XOMCI» Ha MPOTHKEHUH Ooyiee 6 CTONETHUH SBISIICS
OCHOBHBIM KPHUTEPHUEM, OIPEACISIONIMM YpPOBEHb JIUTEPATYpHOrO BKycCa U
aKKypaTHOCTH B JuTeparype HaponoB bmwxnero m Cpemgnero Bocrtoka.
Hccnemyemple 00pasiibl TOKA3bIBAIOT TaKXe W TO, YTO, HECMOTps Ha
MMOBTOPEHHE CIOXKETOB, 00pa30B, B IEJIOM, TOITUYECKON cuctembl Huzamu co
CTOPOHBI €ro TMOCIe0BaTeNeH, BEICOKAasl TEXHHKA 00paOOTKH MPOU3BEACHHUIA,
HaMMCaHHBIX B OTBET Ha «XAMC3», MPEAOTBpaTUIa BOSHUKHOBEHHE 3aCTOSl B
TuTepaTypHOM mporecce. Habmonenne ucmonp3oBaHus CrokeToB Huzamu B
TBOPUYECTBE  OTICIABHBIX BHUAHBIX TO3TOB B  3amaJHOM  JIUTEpAType
JEMOHCTPHUPYET HAIMYKE ABYX (JOpM IUTHPOBaHMs. BO-TIepBbIX, eBpOIEHiCcKIe
MOATHI C IEJIbI0 0O0JIee 3aMETHOTO MPEJCTaBICHUS B CBOMX IPOM3BEICHUIX
BOCTOYHOI'O KOJIOPUTA, YMBILUIEHHO, J1a)K€ HEMHOT'O B IEMOHCTPATUBHOM BU/IE
BKJTFOYAIOT 00pasbl U CroKeThl Hu3aMu B CBOM OpUTHMHATIBHBIC MPOU3BEICHMS;
a BO-BTOPBIX, B34B OIpEJACNICHHbIE CIOKEThl OT Huzamu, pa3BUBAOT UX,
NMPUMEHSIE B  COBEPIIEHHO HWHOW PEAJIbHOCTH, CO3JAIOT MOJHOCTHIO
HE3aBHCHUMBIE TMpousBeAcHus. lIpu ToaXoie ¢ 3TUX JBYX YIJIOB 0030pa
BO3HUKAET BBIBOJ TOTO, YTO, B JEUCTBUTEIBHOCTH, KOJUYECTBO €BPOIMEUCKUX
MPOU3BEJICHUN, CO3JaHHBIX C HUCHoJb30BaHueM Hwuszamu, cocraBisieT
OOJBITMHCTBO. A ATO pacCyXKJeHHE, B CBOIO OdYepenb, OOCHIaeT XOpOITue
MEePCHEKTUBBl JJII HOBBIX COOTBETCTBYIOIIMX MCCIECIOBAaHUM, a TakKke
OTpe/IeJICHUs] TOYEK TMepecedeHHs] KyJIbTypHO-IMTEepaTypHOro TpaHcdepa, o
KOTOPBIX /10 CUX MOP HE TOBOPHIIOCK.

Rafael B. HUSEYNOV

NiZAMi GONCOVININ 89D9Bi MODEL QURUCULUGUNUN SORQ
VO QORB ODOBIYYATINDA DOGURDUGU K9SiSMO NOQTOLORI

Acar sozlor: Xomsa, Nizami Gancavi, Sarq-Qarb alagalari, adabi tasir,
nazira, Qarb adabiyyatinda Nizami siijetlori

XULASO

Miisolman Sorqi xalqlar1 adobiyyatinda boyonilon vo ononovi olan bir
cohot Qorb adobiyyatlari {i¢iin sociyyavi olmamis vo toqdir do edilmomisdir.
Orob, fars vo tiirkdilli odobiyyatlarda molum siijetin vo onu miisayiot edon
obrazlar sisteminin bir ne¢d osr orzinde ayri-ayri sairlor torsfindon davam
etdirilmoasi normal hal sayilmis, tokrarlanan mdvzuda yazilmis osorin
orijinallign hor bir sairin fordi {slubunun O6ziinomoxsusluglarina goro
mioyyonlosdirilmisdir. Qorb odobiyyatlar1 {iclin iso yeni siijet vo movzu
axtariglar1 daha miinasib golmis, tokrarlanan ideya vo siijetlor epiqonguluq,
hotta plagiat kimi gavranmilmigdir. XII osrin miitofokkir Azorbaycan sairi
Nizami Goncavi, monbalarin tasdigine vo 6ziinlin do “Xomso”doki isarasine
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g0oro, heg vaxt yasadigi Gonco sohorindon konara ¢ixmasa da, onun vofatindan
lap az sonra, XIII asrdon etibaran poemalarinin tasir dairasi biitlin Yaxin vo
Orta Sorqi ohato etmis, XVII osrdon baslayaraqsa Avropada da 6z tosirini
gostormoya baglamigdir. Nizaminin adi1 vo yaradiciligr ilo bagli adobi maktobin
vo poetik onononin Sorqdo davam etdirilmosi no godor ganunauygun bir hal
kimi qiymetlondirilo bilorso do, bu tomayiiliin Qorb odobiyyatlarina da
sigramasi bir godor gozlonilmozdir. Tarixi-miiqayisoli aspektdo aparilmis tutus-
durmalar Nizaminin niimunosindo Sorq vo Qorb odobiyyatlari vo modoniy-
yotlori arasinda bir sira digqotolayiq kosismo noqtalorini {izo ¢ixarir. Mogalonin
“Nizami tosirinin baglica parametrlori”, “Sorq adabiyyatlarinda nozirs anonasi
vo Nizami irsinin kanonlagsma xiisusiyyotlori”, “Nizaminin Avropa dillorino
torclimolori vo “Xomso” modelinin Qorb miistovisino kec¢idi”, “Nizaminin
yaratdigi sagqinamo janr1 vo bu odobi formanin Qorb odobiyyatinda totbiqi”,
“Nizami siijetlorinin fransiz madoni miihitine transferinin xiisusiyyatlori” adli
bolmolorindo  goncoli  dahinin  yaradiciligina xas model, {ilgiiyaratma
keyfiyyatinin ayri-ayri aspektlori ayrintilari ilo nazordon kegirilir.

Nizami odobi ononolorinin Sorq vo Qorb poeziyasinin niimunalori
osasinda izlonilmosi gostorir ki, Avropa odabiyyatinda Nizami osarlorinin
torclimosindon baglanan proses todricon onun irsino maragi artirmig, Sorq
odobiyyatlarina xas olan Nizami siijetlorina cavablar yazmaq adsti Qorb
odobiyyatina da sirayot etmisdir.

Nizaminin bes poemasinin “Xomso” basligi altinda birlosdirilorok bir
kompleks, vahid osor kimi toqdim edilmosi tosobbiisiiniin miiollifi sairin 6zii
deyil, onun vofatindan sonraki dovriin odabiyyatsiinaslart olmuglar. Eyni
zamanda Nizami yaradicilifinin bir model kimi togdim edilmosi do onun
Oziiniin yox, ardicillarinin togobbiisiidiir. XIII osrdon baslayaraq formalasan
Nizami irsino cavablar yazmaq ononosi gostorir ki, “Xomso” 6 osrdon artiq
miiddotds Yaxin vo Orta Sorq xalqlar1 adebiyyatinda adobi z6vq ve saligenin
soviyyasini miioyyon edon baslica meyar olmusdur. Todqiq edilon niimunalor
bunu da gostorir ki, davamgcilari torofindon Nizami siijetlori, obrazlari,
biitovliikdo onun poetik sistemi tokrarlansa da, “Xomso”yo cavab olaraq
yazilmis osorlorin yiiksok islonmo texnikasi odobi prosesdo durgunlugun bas
vermasinin qarsisini almisdir. Qarb adobiyyatinda Nizami siijetlorindon istifa-
donin ayri-ayr1 gorkomli sairlorin yaradiciliginda miisahide edilmasi iki igtibas
formasinin oldugunu niimayis etdirir. Birincisi, Avropa sairlori Nizami obraz
va siijetlorini asarlorinde Sorq koloritini gqabariq gostormakdon 6trii moagsadli,
hotta bir az da niimayiskarano sokildo 6z orijinal osorlorino daxil edirlor;
ikincisi iso Nizamidon miioyyen siijetlori gotiirorak onlar1 inkisaf etdirir, tamam
basqga bir ger¢okliya totbiq edorok tam miistoqil osorlor yaradirlar. Bu iki baxis
bucagindan yanasilanda, sslindo, Nizamidon bohralonmokls yaradilmis Avropa
osarlorinin migdarinin daha genis oldugu gonasti yaranir. Bu miilahizs is9, 6z
ndvbosindo, yeni miivafiq arasdirmalar vo modoni-odabi transferin indiyadok
haqqinda bohs edilmomis kosismo noqtolorinin miioyyonlosdirilmosi {igiin
yaxs1 perspektivler vad edir.
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