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THE POWER OF THE CLASSICAL PERSIAN POETIC HERITAGE
TO ENDURE AND SERVE AS A MODEL

RAFAEL HUSEYNOV*

Preface

This is a universal quality characteristic in genius: they do not merely leave a
legacy, but also create models and paradigms, formulas that are employed for centuries,
allowing later generations to build upon these starting points and respond to their
exemplary forebears in the spirit of their own age.

Countless writers and poets have followed in the footsteps of Abulkasim Ferdowsi,
Nizami Ganjavi, Sadi and Hafez Shirazi, and Muhammad Fuzuli - both in the past and
today, and undoubtedly in the future as well.

Baba Tahir Uryan of Hamadan was one of the extraordinary thinkers and poets of
the eleventh century and belongs to this group of great figures. Although the amount of
his surviving work is much smaller than that of the other classical poets, he still
managed, with his limited poetic legacy, to become a model and an inspiration.

By tracing the process of literary influence and inspiration in Persian poetry over
nine centuries based on the legacy of a single poet the eleventh-century thinker Baba
Tahir - we can see, on the one hand, a constant devotion to tradition in Muslim Eastern
poetry, and on the other, the ability of a timeless literary heritage to adapt to each new
era and serve as a fresh source of inspiration.

Keywords: literary influence, Persian poetry, dubeyti, Sado-yi Shark, Shark-1 Surk, influence,
cultural closeness, rubai, Afghan quatrains, Ahl-e Haqq, model school.

1. The charm of Baba Tahir's poetry

Baba Tahir is one of the great masters whose name is included among the leading
figures of classical Persian poetry. For more than nine centuries, his deeply meaningful
and delicate dubeytis have remained alive on people’s tongues, and each new generation
finds in these poems - still fresh and relevant an echo of its own thoughts and goals.

Today, poetry lovers living in different parts of the world - French! (Huart, 1885:
502-545) and English (Heron-Allen, 1902), German (Leszenzynski, 1920), Russian™

* Academician; National Museum of Azerbaijan Literature named after Nizami Ganjavi; rafaelhuseyn@yahoo.com;
https://orcid.org/0009-0001-4672-0519.

1In 1974, during a visit to Leningrad (Saint-Petersburg) with Dr. M. Mukri who was then a professor at the University of Paris,
we met and talked at the Institute of Oriental Studies of the USSR Academy of Sciences. Dr. Mukri said that he had translated Baba
Tahir’s dubeytis into French prose for a new edition of the Encyclopaedia of Islam and planned to publish the translations as a
separate book. Unfortunately in the following years this publication never appeared.

Earlier, the well-known orientalist V. Minorsky had written that a translator like E. Fitzgwcd werald could make Baba Tahir a
worthy rival {in terms of fame in the West - R.H.) to Omar Khayyam (Minorski, 1961: 168).
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(Baba Tahir, 1971), Armenian (Karamatullaeva, 1972: 8), and Azerbaijani (Huseynov,
1974: 200-202) readers read Baba Tahir's verses in their own languages and lovingly
remember the author of poems that have not lost their beauty of freshness even in
translation.

The publication and translation of Baba Tahir's dubeytis demonstrate that the
poet has enjoyed great fame in many countries of both East and the West. The
geographical range of these editions is remarkably wide: Tehran (Baba Tahir, 1284;
1313; 1333; 1306), Tabriz (1335), Bombay (Baba Tahir, 1322), Istanbul (Baba Tahir,
1334), Lahore (1924), London (Heron-Allen, 1902), Paris (Huart, 1885), Moscow (Baba
Tahir, 1971), Dushanbe (Darmesterer, 1925).

In the poet's homeland, Iran, it is hard to find anyone who does not know at least a
few of his dubeytis by heart. Baba Tahir's tomb in the city of Hamadan has long become,
in a sense a temple of poetry. Poetry lovers gather there, recall the legends and stories
associated with Baba Tahir and recite his dubeytis (Baba Tahir, 1971: 3).

The relatively small poetic legacy of Baba Tahir did not prevent him from gaining
fame in the history of Persian-Tajik literature as the creator of a distinct and original
artistic path.

Baba Tahir elevated the dubeyti genre to such a high poetic peak that, for the next
nine centuries, most poets who composed dubeytis or poems in the dubeyti meter could
not escape the artistic influence of this celebrated classic.

The charm of Baba Tahir's poetry was so powerful that the dubeytis created by his
successors under his influence were often imitative in nature.

Baba Tahir's introduction of simplicity, musicality, and broad use of the living folk
language into poetry was appreciated and embraced by many artists. Some of these
artists both those we know and the many who remain unknown - distinguished
themselves through their loyalty to the traditions of Baba Tahir's poetry and drew
inspiration from a number of its fine qualities, preserving these structures for centuries.

When we speak today about the influence of Baba Tahir's poetry on the later
development of Persian-language poetry and the dubeytis genre, and when we regard
this artist - sometimes referred to in national literature as a dervish - as a thinker -
poet, we rely on his own legacy: the dubeytis and ghazals that have survived to our time,
and on the brilliant mark he left in the history of artistic thought.

The poet's literacy legacy, grounded in the traditions of folklore and classical
Persian poetry, applied a powerful influence both on the poetry of following periods, on
the works of dozens of poets and masters of the world, and on oral folk literature.

What is particularly interesting is that the influence of Baba Tahir's style was not
limited to Persian and Tajik poetry — which we will discuss in more detail later - but
also extended significantly to the oral and written literature of many Iranian-speaking
peoples.

If we examine the literatures of peoples neighboring Iran - such as Indian, Afghan,
Azerbaijani, and others - we can find many interesting examples of the profound
influence of Baba Tahir's style.

As early as the 11th-12th centuries, the dubeyti directly associated with Baba Tahir
and Iranian oral folk literature - gradually spread among Afghans and made possible
the emergence of hundreds of dubeytis writing poets. However, since these works were

* Baba Tahir’s dubeytis were published for the first time in Russian in a large print run in the translation of the poet Dmitry
Sedykh (with literal translation by Gazanfar Aliyev) (see: Rosenfeld&Richkova, 1973: 272-273).
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not written down, most of those poets were forgotten, and a large portion of the verses
they composed were lost.

Only from 1950 onward, after the establishment of the Afghanistan Academy of
Arts, did research related to folklore expand, and this institution took major initiative in
collecting and studying the oral literature of the Afghan people (Modern Afganistan,
1960: 311-312).

Thousands of poems preserved in the people’s memory, including dubeytis, have
been collected and published by both Afghan and Tajik folklorists.

In the 1960s, a number of dubeytis were published from time to time in the
journals Sado-yi Shark and Shark-1 Surkh. These included dubeytis collected by Tajik
scholars of folklore who had been in Afghanistan, those targeted by the Afghan folklorist
Mohammad Gul Nuri, as well as several dubeytis that had been published earlier in the
Areyan collection in 1952, 1953 and 1954.

When these chants, which form a small part of Afghan folk verses, are compared
with the legacy of Baba Tahir, very intriguing results emerge.

What are the limits of Baba Tahir's influence on the Afghan people’s tradition of
dubeyti composition and in what ways does this influence manifest itself? Before
addressing these questions, it is necessary to determine the degree of familiarity and
cultural closeness Baba Tahir holds for Afghans.

It can be stated with confidence that Baba Tahir has been no less beloved among
the Afghan people than in Iran. For centuries, the poet’s dubeytis have circulated orally,
and many of them over time, have come to be regarded as authentic Afghan dubeytis.

Mﬁdﬁdby&U‘w‘,&

Mﬁﬂﬂ&lﬁ)ﬁ‘*ﬁuﬁ)ﬂd

SS liad o la Ja

24l gl Ja il as

(Compare: Baba Tahir, 1933: 5 & Folk rubaiyat, 1964: 45)

Blessed are those who carry longing for you,
Whose heads are forever bowed at your feet.

In my heart, I cherish the desire of those

Who hold the yearning for you within their hearts.

Or let us compare this dubeyti, which is placed right at the beginning of all the
divans published in recent times:
LA o 0 (A8 s 0
LI iy (S pa o
e Ny Ra B0 )
Llas oy (280 4l
(Compare: Baba Tahir, 1933: 2 & Folk rubaiyat, 1964: 45)

I have a body worn down by suffering, O God,

I have heart worn down by longing, O God.

From the yearning for home and the pain of exile,
I carry a fire burning in my chest, O God.
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Or let us compare this lyrical piece, built upon a folk proverb and distinguished by
its sincerity:

e 3 30 8 R 5 S )5 5

Ol o2 S ibes il 0

83 543 (o 53 Sl S ) )

Ol g pald REQN

(Compare: Baba Tahir, 1933: 12 & Folk dubeytis, 1963: 127).

It has grown dark, and wolves are attacking the sheep -
Sling your two tresses across your chest and come forward.
Let me take a kiss from the corner of your lips,

And say it was alms given, for God's sake, to a dervish.

In different parts of Afghanistan, people sing these verses in their own dialects and
think of them as their own. This leads to an interesting idea: not only in Iran but also in
Afghanistan, many nomads, migrants and village people, after learning Baba Tahir's
dubeytis, came to feel that these songs came from their own language and their own
hearts. This shows the poet's greatness and his deep connection with ordinary people.
In short, Baba Tahir's poems feel so close to the people that they believe in verses
express their own thoughts and feelings.

Once, while discussing the origins of Iranian folk couplets and songs, V. A. Zhu-
kovsky wrote: “Very often, as the basis of a tasnif, words are taken from the refined works
of beloved authors such as Hafez, Baba Tahir, and others. To these, improvised refrains are
added” (Zhukovsky, 1902: 3).

This phenomenon can still be observed in Afghan folk couplets. Moreover, at times
Afghans take one of the most beautiful lines from a well-known dubeyti by Baba Tahir
and add three additional lines to it, thus creating a new verse.

(Baba Tahir, 1333: 69). < &) 53 aly i ga
I don’t know whose mad lover my heart has become, -

An Afghan folk dubeyti built upon that single line may serve as a good example of
ours point:

Nemidanam delom divane-ye kist

Qole-gomkardeam dar lane-ye kist

Qol-e gomkardeam sardar-e qolha,

Nemidanam ¢erage xane-ye kist. (Folk dubeytis, 1963: 122)

I do not know for whom my heart has gone mad with longing.
I do not know in whose garden my lost flower now resides.
My lost flower my beloved is the kingg of all flowers,
I do not know which home my beloved now lights with her illuminant
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Many of Afghan folk songs were created by drawing on the meaning of Baba
Tahir’s dubieties.

Crying out over the pain and sorrow that love brings to the lover is the main
theme of many of Baba Tahir's dubieties. This feeling has passed from his poems into
Afghan quatrains. In such Afghan folk dubieties composed in the manner of Baba Tahir,
one notices not only a closeness of ideas with the poet, but also clears similarities in
expression and of utterance.

9zizan dado bidad 8z gam-e esq
Covani raft barbad 2z goam-e esq
Nemidanam ¢e sazam, ey azizan,
Noadidom yek del-e sad 6z goam-e esq (Folk rubaiyat, 1964: 40).

Dear ones, alas outcry from the sorrow of love;

Youth has been ruined by the pain of love.

O dear ones, I do not know what to do;

I have never seen my heart joyful because of love's sorrow.

In some Afghan folk dubieties, the language, style and poetic artistry of Baba Tahir
are so strong that if these poems were presented in any anthology or biographical
collection as works by Baba Tahir himself, a researcher would not doubt that they truly
belonged to the poet's poetic legacy.

When reading such dubeytis, two thoughts arise almost automatically. Perhaps
these dubeytis are, in fact, by Baba Tahir himself? Or perhaps they are the expression of
Baba Tahir's style, deeply rooted in Persian-speaking peoples, in the work of an
unknown folk poet.

Sometimes the people even attribute the dubieties they themselves created to
Baba Tahir. Just as many of the humorous anecdotes created by Turkic-speaking
peoples are attributed to Molla Nasreddin. Without doubt, this is a result of the people’s
love for the artist.

However, it should be noted that although Baba Tahir's dubieties differ in
expression, they are all united by a common spirit. This feature may be understood
intuitively, but in our opinion, it should not be seen as something unscientific or
abstract. When studying Eastern poets, it is necessary and important to follow this
principle.

Among Afghan folk dubieties, there is also the following quatrain:

9gar yar-e mara didi be xalvat

Boqu ey bivafa, ey bimorevvat

Geribanra ze dastat cak kardom

Namixaham codai ta geyamat (Folk rubaiyat, 1964: 4).

If you see my beloved in some secluded places,

Convey my words to her and say: O faithless one, O merciless one!

I have torn my collar because of you,

And i do not wish to be parted from you until the Day of Judgement.
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It is beautiful as a folk poem. However, the general spirit of Baba Tahir's poetry is
not felt in this dubeyti. Because some structures and expressions are taken from Baba
Tahir, the dubeyti may seem to be influenced by his poetry. Probably for this reason,
V.A. Zhukovsky included this quatrain in the Baba Tahir divan he compiled (Zhukovsky:
4).

When compiling that divan, V. A. Zhukovsky used not only several manuscripts but
also dubeytis that he wrote down from folk storytellers living in different parts of Iran.

It is clear that this dubeyti does not belong to Baba Tahir and is one of the poems
that the people generously attributed to their beloved poet.

One of the strongest branches of Tajik oral literature is undoubtedly the dubeyti.

Tajik folk dubeytis which emerged and developed in close connection with Iranian
poetry during the classical period gradually developed their own distinctive features
over time.

These quatrains reflect the Tajiks love, joy, sorrow, and successes. The Tajiks do
not read these quatrains simply as poems; they sing them. In many of the dubeytis they
compose, love for Baba Tahir and the influence of Baba Tahir, as an echo of this love, are
clearly expressed.

o i iia 2ilyo S

Al 50 5 Qo 5 - Ol

il BaSy ,a8 (lsa

(Folk rubaiyat, 1958: 120) s_b 52 see 2sdsai S S

On a lofty mountain peak, a pair of stars,

A young man, only 22 years old.

Young people, cherish one another while you can,
For life will never be given again.

This dubeyti expresses kindness and love for life. It encourages people to value life
and their friends, and to live with purpose. It sounds like advice given by a wise Tajik
elder. The gentle idea behind the poem comes from the heritage of Baba Tahir.

Al 02 S ailag ad DA
Adirad ej\_i Jas o@).ﬁg
2l sy 5 s
(Baba Tahir, 1333: 41) 4 Jis a5 Cuiins Jal

The tree of sorrow has taken root in my heart,
I always weep before God.

Young people, value one another,

For death is stone, and man is glass.

As can be seen, the third line, which carries the main meaning, is used in the Tajik
dubeit in the same way as in Baba Tahir's poetry. The idea expressed in Baba Tahir's
quatrain also shows the poet's negative attitude toward world-renunciation. He
opposes rigid theories that see life as a nest of ugliness and calls on people to spend
their temporary life in companionship and friendship.
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Today, many of Baba Tahir's dubeits are still commonly heard in different parts of
Tajikistan. People sing these pleasant verses, and like Afghans they believe that many of
them belong to their own national heritage.

uﬁ\jdfuﬁ\}h(uﬁya
UPne 5> pgine ¢ plginae g

e 5 s
(Folk rubaiyat, 1958: 129)0s> S aiss Saaid Sa

O heart why am I so, o heart why am I so, o heart why am I so
Like Majnun, like Majnun, mad with love I go

I sit upon the road the leads to Layla’s bazaar

My liver is blood; my liver is blood wounded and sore.

Many quatrains have been taken from Baba Tahir's dubeytis and slightly changed
to fit the Tajik way of speaking, so they are now considered part of Tajik folk poetry.
Sometimes the Tajiks change one word or phrase in a Baba Tahir poem, and this gives
the dubeyti a completely a new meaning.

A Ola ) Gl Baile (ST
A il ) g eai€ ) (gdle
(Baba Tahir, 1333: 6)w i (lysa 4 o ) S K48

Whoever is truly in love does not fear death.

A lover is not afraid of the gallows or the prison.
The heart of a lover is like a hungry wolf -

And a wolf is not afraid of the shepherd’s shouting.

- dubeyti has been on the lips of lovers for centuries. When a person loves they must be
loyal and faithful. No suffering or torment should make them turn back from the path of
love. These noble qualities are promoted in just four lines. The Tajiks, finding this poem
close to their hearts and feelings, brought it into their folklore, changing only one or two
words. Yet with change or just a single word the meaning of the dubeyti also changed.

The love-themed quatrain has been transformed into a dubeyti with social
content.

mﬂguu)\de)\gga
(Folk rubaiyat, 1958: 118) 2w i plai) 528 a5 )

I have a heart that fears no sultan,
It fears no chains, no shackles, and no prison.

In Tajik folk poetry, the influence of Baba Tahir's style is clearly visible in almost
all dubeytis with refrains such as “Che hacel”, “Ey gol”, “Cherayi”, “Che mishod”, and
others. As an example of this group, we can mention the dubeyti with the refrain
“Ofaridand”.
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Turo inu maro on ofaridand

Maro cismu turo can ofaridand

Turo monandi qul ecod kardand

Maro xori magelon ofaridand (Rubaiyat, 1966: 128).

They created you that way, and me this way.
They made me a body, and you a soul.

They created you like a flower,

And created me like the thorn of the desert.

The mode of expression, rhyme scheme, clarity of thought and emotional delicacy
in this dubeit are the result of Baba Tahir's influence.

However, this influence does not stem solely from the classical poet’s specific
dubeit with the refrain “Afaridand” (Baba Tahir, 1933: 8) but rather reflects an impact
drawn from his piece as a whole.

In this example we already observe a Tajik folk quatrain that has been nurtured by
the atmosphere of a specific dubeit by Baba Tabhir:

Gula )l e jo,SJ'\jm 2 e

Cuid b AT o e e

2 dis ) e 58 e

.(Folk rubaiyat, 1958: 126) <&, aff a_yds 2l 48

Spring came both to the mountains and to the plains,
Yet the spring of my life, in the end passed in vain.

Sow ears of wheat upon my grave,

So that perhaps my beloved may come to wander there.

This Tajik folk song can also be regarded as a nazira to the following poem by Baba
Tahir:
Gudd 5 3 gl e
Qi 5 a5 Gl e s
Aoy (Ul B
.(Baba Tahir, 1333: 6) <&, ol ()L see 48 (a2

Spring has come to the face of the world,

The youth too was a spring - it has passed away.
When moon-faced beauties come out to stroll,
Tulips bloom upon the graves of the young.

Whether in the dubeits of Baba Tahir, the Tajik folk dubeits or the dubeit genre as
a whole, the principal theme is love.

Baba Tahir often conveys his dissatisfaction with his time and his complaints
about the age through the mysterious language of love. The torment of days of
separation, the soul-stealing toying of the beloved and the joy of days of union - these
themes with various nuances are frequently repeated in his dubeits.
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Tahir created some remarkably fine examples of such dubeits. It is probably for
this reason that once one writes love-themed dubeits, it becomes impossible to escape
the attraction of Baba Tahir's pattern. Thus, when a Tajik separated from his beloved
burning and smoldering with the pain of separation, says:

Cudoi xoki olam bar saram kard,

Libosi gam buridu dar baram kard.

Cudoi man namekardam, xudo kard,

Ba kari bevafoi kofaram kard. (Rubaiyat, 1966: 126-127)

Separation poured the world's ashes on my head,
It clothed me in sorrow.
I did not choose to part, this separation came from God,

And by its cruelty it made me a nonbeliever, —

if he says this, we involuntarily recall Baba Tahir. In the poet's Divan, we encounter this
theme expressed in various ways.

Moreover, it is not only the different expressions of this content that stand out -
we also recognize the Baba Tahir pattern in the above Tajik folk dubeit.

AR e Ol Ciadie a2

38 e s db o B s a

Gosia (S 5 sa SR

.(Baba Tahir, 1333: 7) 28 s ¢ S 48 )l (5 ) goa

The sorrow of love has cast me into the wilderness.
Fate has broken my arms and wings.

You told me, “Endure, be patient.”

Being patient has brought me a lot of trouble.

Eastern literatures have seen the emergence of many literary schools. After
Nizami, a number of Persian and Turkic-language poets created Khamsas, yet each of
Nizami's successors strove for originality. When composing Layla and Majnun, they
took the main idea and central theme from their predecessor but constructed a new
plot, added new episodes of the work, and sought to distinguish it through various
details and nuances.

However, Baba Tahir's followers were not able to do this. Baba Tahir's influence
stayed with them at every step and did not let them move far from his own style. As an
example, let us take a Tajik folk dubeyti.

Dilam dardu, dilam dardu, dilam dard,

Ba rusam boz kun bagi quli zard.

Bi ruam boz kun cize naqusim,

Ki éram raftovu ranqam buvad zard (Rubaiyat, 1966: 131).

My heart is full of sorrow; my heart is full of sorrow, my heart is full of sorrow,
Look at my face it looks like yellow flowers.
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Look at my face, I say nothing,
My beloved has left, and my color has turned pale.

Pay attention to the first line of the dubeyti. Such repetition, used to clearly
express the lyrical hero's excitement and emotions, comes to the dubeyti tradition from
Baba Tahir. Let us give some specific examples from the poet’s dubeytis.

T o At o2 g 4ad o2 g Aad
.(Baba Tahir, 1333: 64) six_dl ol )58 s e

All of me is burning, all of me is burning, all of me is burning,
With warmth I am like a blazing fire.

Or:
KaaYa (3\_':3 Ya ei.’m Ya
.(Baba Tahir, 1333:12) S (sl 4 il

O heart, I am shattered, O heart I am shattered, O heart I am shattered,
The glass of my honor has been struck against a stone.

One of the common techniques in Baba Tahir's dubeytis is repeating words and
phrases when idea from the first line is continued in the next line.

This same principle connects the second and third lines of the Tajik folk dubeyti
above. The idea expressed there can also be found in Baba Tahir's poetry, though in a
different tone and form.

When discussing Afghan dubeytis, we pointed out that one of their main ways of
formation is to take a line from Baba Tahir and complete it by adding three more lines. A
similar method can be found in Tajik folk dubeytis. However, while Afghan dubeytis
usually borrow the first line from Baba Tahir, Tajik dubeytis tend to take the final line.
One such dubeyti is as follows:

Gl 5 Wailie S

ol 5 a5 5 e DA

A8 aa il o)) e a0

.(Folk rubaiyat, 1964: 144)s_ )% sl 4S o) a Hshas

On the summit of a high montain, you have plum tree.

The apple and apricot trees belong to you.

May the apple and apricot trees be a gift to you?

How can you be sleeping so deeply that you do not wake up?

This quatrain was created by quoting the last line of the following famous rubai of
Baba Tahir.
200 5k p ) AS se
)8 (5 )l a3 2348 s
o bl sA S aS als i
.(Baba Tahir, 1333: 8) 2_lx s )law aS 4l 68 o sa
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My beloved shows no closeness to me,
My sorrow finds no ease at all.

They say my love sleeps in sweet dreams.
But how can one sleep and never wake?

When comparing these 2 quatrains, the weakness of the first line immediately
becomes noticeable. This is not accidental. The first line of Baba Tahir's rubai serves as
an introduction to the main idea. It functions as an exposition, presenting the lyrical
hero’s situation, thoughts, and desires more clearly. In the second line, the reader's
attention is directed toward the main purpose.

In the third free line, the idea from the introduction comes together, and the main
thought appears in the last line. This way, the reader waits for the final line with
growing interest. As Z. N. Vorozheykina points out, the ideas in this and other rubais of
the poet are built using a simple logical structure (Vorozheiskina, 1971: 78).

The first three lines of the Tajik folk dubeyti above seem weak next to the quoted
line, because they do not fully serve the same role as in Baba Tahir's poem. Still, the
poem has the simplicity and clarity typical of folklore.

2. The classical heritage and the poetry of Lahuti

The continuation of Baba Tahir's poetic traditions had a positive and beneficial
impact on the development of Tajik folk dubeytis and Tajik folklore in general. However,
the comparisons we have made and the conclusions we have drawn should be regarded
only as theses. Because around each of these propositions it is possible to carry out
interesting research and to find even finer lines related to Baba Tahir's influence.
Undoubtedly, a relatively large part of Tajik folk dubeytis was created by fairly well-
known, specific individuals.

Identifying them would help achieve a more thorough study of the links between
Baba Tahir's legacy and Tajik folk dubeytis. It would also contribute to further enriching
the map of Baba Tahir's followers in the tradition of writing dubeytis.

So far, we know only a few poets in Tajik modern poetry who became known for
writing dubeytis and who was influenced by Baba Tahir. In such quatrains, which
belong to written literature it is especially interesting to see Baba Tahir's traditions.
This kind of analysis is necessary because it clearly shows that Baba Tahir's legacy is
still important and relevant today.

One of the most talented, perhaps the leading, followers of Baba Tahir's poetic
traditions is the Iranian democratic poet Abolgasem Lahuti, who became famous for the
strong civic spirit and revolutionary ideas in his poetry.

[t is difficult to imagine the classical heritage and the poetry of Lahuti (1887-1957)
as separate from each other. The centuries-old traditions of Persian-language poetry are
among the main sources that nourished his work.

Lahuti sometimes draws on Ferdowsi's epic Shahnameh, sometimes on
Khayyam's wise quatrains, and sometimes on Baba Tahir's delicate dubeytis. Still, he
does not stay within these traditions; he addresses the new challenges that poetry faces
in a rapidly changing age.
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In poem Crown and Banner, the poet uses Ferdowsi's style to talk about the
socialist competition in the kolkhoz and the amazing work of the villagers. At the end,
he compares the kolkhoz workers bravery to the heroes in the Shahnameh.

However, Lahuti is “not only a poet of strong civic feelings. In Iran, Afghanistan
and Pakistan, his poems about eternal themes - happiness, love and the loyalty of loving
hearts - are very popular, and Afghan and Tajik composers have even set them to
music” (Osmanova, 1959: 11).

In Lahuti's poems, you can clearly feel the warm spirit of Baba Tahir. Lahuti was
strongly influenced by Baba Tahir's poetry. Many ghazals and dubeytis in his Divan
show his deep love for Baba Tahir’s art.

Baba Tahir is above all, a poet of love, a poet of the heart. It is no coincidence that
in most of his dubeytis, the main image, and the central figure is the “heart”.

In Lahuti’s poems, Baba Tahir's influence is clearly seen in the ghazals and odes.
But these poems are not just copies - they are original and strong works of art. Every
line and couplet shows Lahuti’s own heart. One of these poems, which follow Baba
Tahir's rhyme, meter and style, is the following ghazal:

Jatas ol adaal (SG ads
U3 L e 3 il 02 2
oI il a8 (s

£ L 28 3 As s

e a2 S aie b 01 A
?JJLEAE\JJ\MJJJQ
28 Bl Ja ) e Cuiladiny

03 03 e Ja S0
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Jalas 5 Jie WS adl g oH
S0l ds iy 5
.(Lahuti, 1957: 8-9) Jo b Jib cSla g4 (S s

My heart hasn't left your memory for even a moment.

Well done, heart! Bravo, heart! Hello heart!

I never have peace while it's in your hands.

I don’t know what to do with this heart.

Even though I tried a thousand times to pull it away from love,
Has the heart ever left this path of mistake?

Your eyes have made me addicted, heart.

Disaster, heart; calamity, heart; trouble, heart.

God, hear my cries because of this heart of mine.

How long must I keep saying, “oh God, heart!”
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No sighs rise from my chest anymore.

Heart full of pain, heart in despair, beggar heart.

A single hair from your tress has wrapped around it,

Poor heart, helpless heart, heart without hands or feet.

It has come like the earth; it will no longer rise from the street.
Well done, faithful heart, steadfast heart.

Do not ask me about the heart or the mind anymore.

Since love came, I do not know where the mind is, or the heart is.
Oh, Lahuti it is your heart; the heart wails because of you.

Have some shame: either you stay calm, or the heart must be silent.

The leitmotif of the ghazal is that of Baba Tahir:

Jag o alada gl yalablaa
.(ZhukovsKy: 83) Ja ¢l 31 3l o35y apan S

God hear the cries and pain of this heart;
Because of this heart, we have not known a moment of joy.

The lines structured carefully. In the ghazal, the often repeated phrases like (iSwiw
JY Cusaa ¢y gLy p ¢ Jd oy S sitamkesh del (heart full of suffering), parishan del
(troubled heart), musibat del (heart in calamity), belakash del (heart in misfortune), and
other expressions, as well as the words chosen for rhyme, make these two poets very
close to each other in style.

The seventh couplet in the ghazal reflects Baba Tabhir:

RS Al Chiae 2y ) o
.(ZhukovsKy: 125) a2 4w 51 o)) sSi al 3
I have a heart freed from suffering;
It is tied to the hair of the beautiful ones.

The 5t couplet is:
a0l D) aul ) o I slaa
(Zhukovsky: 82) Ja ¢nl 3 a)) 3248 (s 5e )

“O Lord, I have cried so much because of this heart;

Take it from me, for I am tired of this heart”, — they are also very similar in
meaning, line by line.

Another feature that stands out clearly in Lahuti's ghazal is his frequent use of
repetition, which shows that he knew Baba Tahir's poems well and used them
creatively. Of course, repetition as a stylistic poetic device was well known both before
and after our goal here is to focus specifically on how Baba Tahir used repetition.

However, our goal is to focus theoretically on repetitions in Baba Tahir's work.

Even Aristotle wrote that repeating words in pairs “creates beauty”, strengthens
the meaning of the word, and “evokes emotion” (Antique Teories, 1931: 263).
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In Baba Tahir, who worked on making poetic language emotional, repeating words
in pairs is only one of the repetition techniques (Baba Tahir, 1333; Vorozheiskina, 1971;
Rybka, 1970; Jukovsky).

Sometimes, to show the feelings strongly, a single word is repeated several times
throughout a verse (Baba Tahir, 1333; Modern Afganistan, 1960; Belinsky, 1972;
Braginsky, 1972; Heron-Allen, 1902).

For example:

.(Baba Tahir, 1333: 31) Qlesiscailardnailasds
I'm regretful, [ am regretful, regretful.

Sometimes, the poet builds the entire couplet around this kind of repetition (Baba
Tahir, 1333; Zhukovsky, 1902).

In Baba Tahir's language we also find many repetitions with particles (Baba Tabhir,
1333; 1971; Huseynov, 1974).

In Lahuti's Baba Tahir - inspired poems, these kinds of repetitions stand out.

Lahuti's use of repetitions shows his influence from Baba Tahir more clearly in his
couplets.

The number of Lahuti's couplets - about 150 is two to three times fewer than
Baba Tahir's. Even so, it would not be an exaggeration to call him the greatest poet to
write in the couplet genre after Baba Tahir.

When we read Lahuti's couplets carefully, we see that he knows his great
predecessor's poetic heritage in detail. Sometimes, he senses even the small points that
ordinary readers might miss, showing a poet's sensitivity. Drawing from Baba Tahir's
poetry, he reflects new content and fresh forms in his own couplets.

a3y Slas ol

iy aply 5l aS A6l )

Saile o2i) Gl ) 43 S

.(Lahuti, 1957: 522) &) a jw plic alaaila )

If my hear leaves my body, I will not suffer.

I cry because my beloved has gone away.

How can I stay alive after this?

When my life, my heart, my mind and my head are gone!

Let's compare it with the following song of Baba Tahir:

Cutio 23 d3en 3l s 5

Conarh o e 1) (5500 ) 98

e 50 n S e b gl

.(Baba Tahir, 1333: 5) i a b ja Ko sl

You are far from me, my heart is no longer in my bady

There is no love for anyone else within my heart.
I swear by the life of my adored that, in both worlds,
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I desire no one but my cherishd — my love.

The meaning of both couplets is almost the same - the lover is sad because he is
separated from his beloved. For him, being without his beloved is like being heartless
and lifeless.

Lahuti takes the beautiful poetic device from Baba Tahir's couplet - using a word
that sometimes means “side”, sometimes “opposite”, and sometimes “heart” and the
words chosen for rhyme, and brings them into his own poetry.

The ending of Lahuti's couplet its last line sounds stronger in showing the inner
world of the lyrical hero. The rising intonation from the beginning of the line to the end
gives the whole couplet a special beauty and a fresh, unique feel.

Baba Tahir's very popular and widely known “Oh heart, oh heart” songs are
especially notable for their strong emotional feeling. One poem of this kind - the most
popular one - was shown in the first chapter (page 39).

There is also another dubeit with the same refrain.

da LS‘ «Ja LS‘ ‘;\A nJJJ \J?

Jrg) edag) Jud il alaa

OS aa 8E Guls (IS 5

.(Baba Tahir, 1333:14) J2 ) edr ) (b oS 2l as

Why you are so hurt, oh heart, oh heart?

You are always lost in dreams, oh heart, oh heart.
Go; sit in a quiet corner and thank God.

Maybe you will reach your wish, oh heart, oh heart.

Lahuti also has 21 dubeits with the refrain J> ¢! «J» ! “oh heart, oh heart”. It
should be noted that these dubeits became more widely known and more loved than
others. It is not by chance that Y.E. Bertels gave these refrain dubeits as examples of
Lahuti's finest poems about love and affection (Lahuti, 1957: 24).

) eda sl ol i) g (0

Jrgl edr sl ol A (oS

Ol (i Cusa )l

(Lahuti, 1957: 528) .J2s! ¢ ) olu (i) s

You do not flare up even for a moment, oh heart oh heart.
You do not feel even a little tenderness, oh heart, oh heart.
In the marketplace of love, beside the beloved,

You are not worth even a grain of barley, oh heart, oh heart.

This dubeit by Lahuti is very close to the spirit and style of Baba Tahir. Especially
the indifferent beloved here - the lover who does not value the lover reminds us of Baba
Tahir's songs, where the proud beloved looks down on the lover and wounds his heart
with arrows of sorrow, staining his chest with blood.

This situation in Lahuti's poetry clearly comes from following certain traditions of
classical poetry. However, when his dubeits are considered as a whole, the image of
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woman appears in a completely different way. As A. Adalis notes, “in the love poetry of a
revolutionary poet, a woman is a friend, a companion, a co-worker, and a partner in
working life” (Lahuti, 1954: 4).

Evening falls over the socialist city. A young worker just finished with work,
hurries to a meeting, eager to see his beloved, and his heart full of joy. He wants to talk
about the feelings in his heart - driven by the love of building and creating - and about
the successes he achieved at the metal-cutting machine today.

pies el IS s ) Sy

At 2al 5l y Jie a9

o83 2l s G L) o

.(Lahuti, 1957: 541) aiw aal b (33 0 4ilay

I came from work straight to the school,
I ran here; I came like a bird.

My beloved studies here,

I came to take her home.

Baba Tahir's lyrical hero often compares himself to characters from legendary
love stories. Sometimes he calls himself Majnun, who endured pain and suffering for
Leyli, and sometimes Farhad, who cut through mountains for his beloved Shirin, saying:

ol in Citle ) 3dle (e
.(Baba Tahir, 1333: 15) & & aisiae (e 5 M O 52 58

I am restless from your love,
You are Leyli, I am like Majnun, oh my flower.

But he cannot show his great love to his beloved. Helpless, he takes refuge at the
foot of Alvand, planting flowers and watering them “with his tears”. He hopes that
maybe, when his beloved passes by, she will see that these flowers grew with the tears
of a sorrowful lover and, with her passionate love, warm his heart too.

Lahuti's “lover” chooses a different path. He tries to stand out through his work, to
be above everyone else, and in this way win the heart of his beloved.

pily 5 ola 34 il 4

em_;}hl_)meﬁ%)m

p a4 i 1) 4S o LaS

.(Lahuti, 1957: 522) 8L 55 53800 53 a8 (e 4S

Oh girl, come so I can be your Farhad,

Let me be the prey of your hunting eyes;
Wherever I go, whomever I see, what can I do,
So that I too can be in your bribage?

In this dubeit, the style of Baba Tahir meets Lahuti's style - in other words, it
creates a beautiful combination of tradition and modernity.
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Let us look at a dubeit that is especially striking from Baba Tahir's artistic point of
view:
FafplilaaSeyne)n
S aluaSe 05
Pt 58 3 e aS (A Al
.(Baba Tahir, 1333: 34) 5 255 ailal 4S o 500y

Come, come, for you are my beloved, you.

Come, come, for you are my sovereign, you.

You yourself know that I know no one else but you,
Come, come, for you are my faith, you.

In this dubeit, the rhymed lines both begin and end with repetition. Since the
rhymed words are repeated on both sides, the lines sound very playful.

The song Lahuti created using this dubeit is notable for its originality. Especially in
the third line, the use of “I am -  am” adds delicacy and beauty to the poem.

SH ol &
5 S5 e LR JKe 4
(0 pe Cidde 824 (carana
.(Lahuti, 1957: 544) 5 (&5 e )28 Seadiy 4
You are my faithful beloved, you,
You are my moon who eases difficulties, you.
I am sincere servant of your love, I am,
You are my God with black eyes, you.

Heart and eyes. Two “enemies” that captivate the soul by looking at beautiful faces
and cause the lover to suffer. Baba Tahir's lyrical hero cries out because of them. This
theme has an important place in Baba Tahir's poetry. In one poem from the series “Eyes
and Heart”, Baba Tahir wishes to take out the eyes with a sharp dagger to save the heart
from the troubles of love, because the heart has been enslaved by his love through the
eyes.

A8 g s Jo goda )

Al € o i s anil ja

Y e ) (RS s a b

.(Baba Tahir, 1333:5) 3/l AR Jalion &0

I cry out in agony because of both my heart and eyes.
Whatever the eyes see, the heart remembers.

I will make a dagger from steel

And take out the eyes so the heart can be free.

Lahuti also borrowed this theme from Baba Tahir and created several dubeits with

the refrain “eye and heart, heart and eye”. These dubeits by Lahuti are very close to
Baba Tahir's language and style.

adia 5 da ) o))l AiiSae R
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a5 da 3ok R aa Sua
Ol @l s 50 2 Gl s
.(Lahuti, 1957: 537) adia 52 Jl ol glal (2 pad 52

If I were free from the heart and eyes,

[ would not think of the heart and eyes again.
Both of them are merciless enemies

That disturb the soul’s peace, the heart and eyes.

Let draw attention to another interesting feature:

S pd s pohld S

e S a2l 5

sdala pdrglaa )

.(Baba Tahir, 1333: 42) 55 a sl olS

In the desert of my memory, nothing grows but sorrow.
In my garden, nothing blooms but mourning flowers.
From the barren desert of my heart,

Not even the weed of hopelessness rises.

This mournfull dubeyti by Baba Tahir should not be seen as the groans of a hermit
who is tired of life, or as the imagined words of a preacher absorbed in the idea of fana
fillah (self-annihilation in God).

It would also be wrong to call these lines the echo of a poet’s hopeless heartbeats
caused by an unfulfilled love.

Behind these lines lies a deep social sorrow.

They should be understood as the lament of a thoughtful poet who reflects on the
fate of hundreds and thousands of people, feels his helplessness in the face of the
contradictions of his time, and raises a complaint against the aga he lives in.

Lahuti was able to grasp this depth of meaning in Baba Tahir's poetry and
understood that the dubeyti conceals a distinctly sociological essence.

For this reason, in his dubeyti - especially in the last two lines it is expressed
symbolically, in line with Soviet political views, that everything people do, every action
they take, blossoms as they move forward a bright future.

e s sy K sailha sy
.(Lahuti, 1957: 42) 1, ol 50 p 54 K e
I sow grain, and glowers grow,
And in every flower, I see Lenin’s face.

In general, Lahuti's dubeytis like his other poems, are dominated by a strong sense
of civic passion.

If in Baba Tahir we see mainly one central line - the theme of love - and often find
the poet’s philosophical and social ideas as conclusions drawn from that theme, in
Lahuti we encounter more varied and richer subjects and motifs.
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Alongside his love-themed songs, he also wrote dozens of dubeytis with clear
social and political content.

Lahuti saw the happy future and bright days of the Iranian people in the
proletarian revolution. Called “the first and the greatest proletarian poet of Iran”
(Parviz) (Lahuti, 1954: 3), he turned his pen into a bayonet and his fiery lines into a
powerful weapon, calling his like-minded comrades to fight for this ideal and urging
them toward a bright future.

Even after coming to the Soviet Union, he dedicated dozens of fine poems to the
fighters on the path freedom and to his like-minded compatriots in Iran.

This dubeyti, written in the style of Baba Tahir, is also one of Lahuti's addresses to
the freedom supporters thrown into prisons and to Iranian revolutionaries.

Giade Ja 3 ol 2L adien

Cana 03 5 (Ol b 2ge

w8 L35 01 A 3 G

.(Lahuti, 1957: 97) <xue Ja 3 (i) 5 aadl 31 254

The memory of Iran is always in our hearts.

Hope for our friend’s victory lives in our hearts.

We remember those who are in prison;

We are free ourselves, yet the prison is in our hearts.

As we can see, although the style here is very close to Baba Tahir, the theme is new
and modern.

Like Baba Tahir, Lahuti simplifies the language of poetry and brings it down to the
level of everyday speech. However, unlike Baba Tahir, he does this not by writing in
dialect, but by keeping within the norms of the literary language.

Although Lahuti brings certain expressions and poetic devices from Baba Tahir's
poetry into his own, he approaches them as an innovator, paying careful attention to
creating a unity of classical heritage and modernity.

One of Lahuti's greatest achievements is that, after Baba Tahir he brought the
dubeyti, which had existed for centuries as a folk poetry genre - into written literature,
especially giving a boost to the wider use of this form in Tajik literature. It should also
be noted that Lahuti's dubeytis make up only a very small part of his overall work.

In Tajik literature the dubeyti genre has taken a new path of development over the
past half-century.

Tajik poets, who widely used this folk genre in literature and created beautiful
songs, in a way, owe their achievements to Baba Tahir’s legacy.

It was Lahuti who built the artistic bridge between today's Tajik literature and
Baba Tahir's dubeytis.

The report at the 6t Congress of Tajik writers noted that “many of our poets from
the middle and younger generations, such as Ubayd Rajab, Kutbi, Mastan... have created
rubai and dubeytis in the style of Khayyam and Baba Tahir. As a result, we now have
many beautiful rubai and dubeytis (Kanoat, 1971: 100).

In modern Tajik poetry, among the artists who skillfully continued the traditions
of Baba Tahir's poetry and created dozens of beautiful dubeytis, Mohammadjan Rahimi
stands out in particular.

52



Baki Dévlat Universitetinin Sarqgsiinasliq jurnali, Ne1, 2026

Most of the nearly 750 rubai and dubeytis he began writing in the 1960s and
published in 1965 (See: Rahimi, 1956) were as rightly noted by Tajik scholar Nazira
Karametullayeva created under the influence of Baba Tahir (Karamatullaeva, 1972: 22).

A number of M. Rahimi's dubeytis are written as responses (naziras) to Baba
Tahir's quatrains.

Niqaro, bextar, az man osikat kist?

Aqar bosad, biqu, ki nomi u ¢ist?

Dar in vodii qul, bar tu, ba in xad

Ba cuz in dilsuda, dilboxta nest! (Rahimi, 1964: 123)

O beloved, who is a better lover than me?

If there is anyone, tell me — what is their name?
In this valley of roses, no one is so devoted to you
With a heart as bound to yours as mine.

In a long series of Baba Tahir's dubeytis, the lover speaks of his passion, saying it
burns even more intensely than the month in the fire of the nightingale's lament.

He claims that even Majnun and Farhad could not match him in loyalty to his
promise or in enduring the pain of love.

M. Rahimi's above dubeyti is closely aligned with Baba Tahir's poems of this kind.

To prove this point, it is enough to give one example of a Baba Tahir dubeyti:

S AL e Lala g) )58

ook b Gl 248 R

SR s 0 0> Sl S

.(Baba Tahir, 1333: 34) »_l 3 <) B0 Jils 5e 2

My beloved, my world revolves around you,

For how many lovers are there in the world?

Where is there anyone burning like me?

Even though in your garden, there are, thousands of nightingales like me.

M. Rahimi's love for Baba Tahir's legacy often draws him to the charm of his
predecessor's sweet style.

Even new ideas or expressions related to modern life are conveyed in the form
and style of Baba Tahir's thought.

This, of course, comes from M. Rahimi reading Baba Tahir extensively and making
his poetic heritage his own.

Baba Tahir is like an architect who created a new style.

All the architects who came after him, no matter how many designs they drew in
that style, always repeated some elements or traces of his original work.

[f Muhammadjan Rahimi says:

Man, on occultation osiki qul,
Tu on naxli quli osuftokokul (Rahimi, 1964: 122), -
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I am confused, love-struck slave;
You are the tall palm, the beloved who drives me mad.

Then in Baba Tahir's Divan we can easily find the classical model for these lines:

ianly 5 S ) S5
.(Baba Tahir, 1333: 11) 5 08 &2 5 0,3 5 ) e

You are sweeter than sugar, more fragrant than jasmine;
You are a fiery body, more ancient and enduring than time.

When we compare the coupletys we have quoted from this poet - our “classical
modern” - we clearly see the marks of Baba Tahir in Muhamad Jan Rahimi's lines.

Takhmis is very common in classical Persian poetry.

For example, Rudaki writes:

b 3 Olse s 55
.(Mirzoev, 1968: 100) =& 1) oL e b 2L

The scent of the Muliyan stream is coming;
The memory of the kind beloved is coming.

It is well known fact that dozens of qasidas were created by making takhmis on
these lines (Mirzoev, 1968: 271-272).

M.Rahimi also turns to this old poetic tradition. By taking sometimes a single line,
sometimes a full couplet from Baba Tahir and expanding it through Takhmis, he creates
new dubeytis. The dubeyti:

Rubobam az du zulfat tor dora,

Navoxoi dili bemor dora.

Zi suzi isku az asuftaxoli,

Pareson xarfo biser dora (Rahimi, 1956: 17).

The strings of my rubab are your double braids;
It has melodies about my sick heart.

From the fire of my tears and my distress,

It has many sad stories.

Takes its source from the following tender and well-known dubeyti by Baba Tahir,
which has long been on everyone's lips.
M. Rahimi has made a takhmis of the first line of Baba Tahir's dubeyti.

) DB as gl g

aloa dla al ) () e 4n

GO 5ok e LbaS

.(Baba Tahir, 1333: 16) sl (o el as 8 1 5a
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Your double braids are the strings of my rubab.
What do you want from me in my sad state?
Since you do not keep me company,

Why do you come into my dreams every night?

M. Rahimi's use of Baba Tahir's heritage is not limited only to love-themed
deubitis.

The Tajik poet has also written dozens of interesting dubeytis about today's lively,
pressing life, and in many of them the closeness to Baba Tahir’s style and poetics can be
clearly felt.

Remaning faithful to the traditions of classical poetry, M. Rahimi has also enriched
the dubeyti with modern themese and has managed to bring a fresh spirit and new
vitality to this genre.

fAke darbédile az mo caxongard,
Ba xar mulki caxon tasrif ovard.
Cu bud komusi nafbi kull xaétas
Varo xondand milbénxo buzurgmard (Rahimi, 1964: 120).

From among us, a brave-hearted cosmonaut
Ttraveled to every country of the world.
Because his life was a symbol of service to all,
Millions called him a hero.

Rahimi's quatrains, along with the recent patient and persistent collection of Tajik
folk dubeytis and the creation of poems that resonate with modern life, should be seen
as a positive development.

All of this shows that on one hand, the dubeyti is a living genre that can speak
across all times, and on the other hand, these quatrains open up new possibilities for
tracing the continuation of Baba Tahir’s traditions.

3. The influence of Baba Tahir's heritage on the literature of
neighboring peoples

What has been said above Baba Tahir's poetic heritage - its artistic qualities and
social-philosophical ideas influencing the literature of different peoples in different
periods - further broadens our understanding of the poet’s fame and status in Eastern
poetry.

The poetic culture that Baba Tahir brought to the dubiety genre is so strong and
modern that it has not lost its significance even today.

The stage he opened in the history of artistic thought did not remain confined to
the national culture. By contributing to the development of Persian-language literature,
he also helped advance cultural cooperation and solidarity among these peoples.

The influence of Baba Tahir's heritage on the literature of neighboring peoples -
and the fact that the traditions of Baba Tahir's poetry have survived for centuries in
Tajik, Afghan, Hindi and Azerbaijani literature - inevitably shows that his impact on his
own native literature is even deeper and more multifaceted.
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It is an undeniable fact that many dubiety poets appeared in Iranian literature
after Baba Tahir. However, unfortunately, only a small number of these followers -
mostly from relatively recent periods of the 18th-19th centuries and our own century —
are known to us.

The names of Baba Tahirs followers - such as Mehdi, Ibn Latif, Seyid Mahya,
Zulfiqar, Sabir, Najma, Heydar, Abulfath Basteki, Akbar Sahra-ye Baghi, Bichare, Sarafi
Petu, Dussi Gelledari, and Qafil Firuzabadi - are known, but only very little information
about them available.

The dubiety’s - the result of these village poet's feelings and thoughts - have
joined the vast sea called the Persian folk dubeytis. Today, it is very difficult to
determine who created which dubeyti, because poets rarely include their pen names in
their verses. For example, Baba Tahir's name appears in only three or four of his
dubieties.

In some folk dubeytis, the names Bagir and Mahya appears as the authors. These
are the few poems that we can confidently accept as belonging to these poets.

Among Baba Tahir's followers, the relatively famous one was Fayiz. His full name
was Zahir Muhammad Ali Karbalayi. Fayiz was born in 1249/50 AH in Qazdiroz, in
southern Iran. From a young age, he was known as a beautiful singer called “Shavra”. He
died in Dasht in 1329 AH. Dozens of sweet legends have been told about Fayiz.

Dozens of sweet legends have been told about Fayiz. In one of these legends, it is
said that a fairy, in the form of a white dove, flew to Fayiz and offered him her loyalty.
This secret was supposed to remain hidden, but Fayiz could not keep it. The fairy flew
away, and Fayiz left his village, constantly searching for her and singing dubieties.

It is known that in Iran there are many such legends about Baba Tahir as well.
People always love and cherish an artist they admire. At the beginning of our century,
A.V. Romaskevich wrote that Fayiz's poems are loved very much in southern Persia, as
well as among the Turks (Romaskevich, 1915: 370).

Cunliale (g5 G Yo 8 4

Crlid p K s Ko a4

FIRETERTP S SV RE

(Romaskevich, 1915: 331) .ol bl 81 0y (S5 8 4

Not every moon sits in the sky,

Not every stone and clay is a pearl.

Not everyone who recites poetry is Fayiz,

Not everyone who speaks Turkish is Afrasiyab.

This dubeyti shows that he was a professional dubeyti poet and probably wrote
many poems. In the few Fayiz poems that are available, the closeness to Baba Tahir's
style is immediately noticeable.

Baba Tahir's line:

.(Baba Tahir, 1333: 77) 4§ alli | a4l w8 45

Not every place has a lamenting heart.
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Baba Tahir’s line, in a way, served as a model for Fayiz's lines. The exact order of
words and this kind of line structure are characteristics of Baba Tahir's language.

Although Fayiz benefited from Baba Tahir's emotional language and his skill in
creating vivid, artistic images, he did not merely imitate him. He created beautiful,
original poems.

Fayiz brings to his dubeytis the feelings that are main features of Baba Tahir's
poetry - deep care, tenderness, and respect for the beloved - in the style of his
predecessor. However, he also tries to approach the subject in an innovative way. He
expresses his ideas with brighter colors, new comparisons, and completely different
structures and expressions.

Baba Tahir, who considers his eyes a palace for his beloved, writes:

e b Jile S an 5 gl )
.(Baba Tahir, 1333:3)<uly o1& 30 Jl& cpl

I am afraid that you might step unknowingly,
My eyelashes, like thorns, would prick your feet.

If Baba Tahir said that, Fayiz, with no less sincerity would say:

D AS s 5 a0l s

Dl A Sl S Gaslsl

gy S Gl aa du)

.(Romaskevich, 1915: 331) Jb 7 » iy ad 5 4S

0 morning bird, do not sing, for I fear your voice
Will awaken my beloved from sleep

From wings cast a veils over her face,

So that no dev falls upon my beloved face

The rhyme system in Fayiz's dubeytis the frequent repetitions, strong
exaggerations, sensitivity, and emotional intensity bring him very close to Baba Tahir.
Dubeyti poets like Dussi Gelledari and Mahpuri Lari have also added many nazire
dubeytis to Baba Tahir's works. Since we do not have written sources, making
comparisons seems impossible.

Baba Tahir's dubeyti: )

LS 2l 33 4 lelisa

et sl 5 m e
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.(Baba Tahir, 1333:9) _IS 2 4& (sali aliciia b ae

Three troubles came to Muslims at once:
Loneliness, captivity and the grief of the beloved.
Loneliness and captivity are easy, alas!

The grief of the beloved is difficult - how can one bear it?

The following humorous dubeyti was written to resemble Baba Tahir's dubeyti:
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Db SO 4 sl 2 A laiglas
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.(Romaskevich, 1915: 333) Sl 5 Kl 2 ai g3 a3 54

0 god, you has granted us 3 misfortunes at once:

A sidelined donkey, wicked wife, and a creditor.

O lord, provide a remedy for the wicked wife,

As for the sideline donkey and the usuror, I will find my own solution.

It is certain that one of the dubeyti poets mentioned above added it, but it is now
difficult to say which one is the true author.

One of the followers of Baba Tahir dubeyti school was Bagir Sahra-ye Baghi, who
lived and wrote in the second half of the 19th century. We know very little about his life,
and only a few of his poems are available. Bagir first had a small farm, and then became
a shepherd and later a dervish. He was captured and brought to Shiraz to be recruited
as a soldier, became a rifleman for one of the Dasht khans, and died in a battle with a
neighboring khan.

At his last breath, he recited his final dubeyti:

1:)1.@.} u}.\miﬁzé 4< BN
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The news came that spring has come to your land,

The ground is full of blood, and tulips remain.

The news was delivered to his old mother

That Bagir was killed, and his corpse lies on the ground.

Even in Bagir's final dubeyti, the traces of Baba Tahir's style are easy to see. The
structure of the first line and the rhymes come from Baba Tahir:

o ke 5 il ey 5 Sl e
(ZhukovsKy: 4). s, 54Y 53éu 57 5w S

It is spring, it is spring, and it is spring,
The red and white flowers and tulips remain.

As we can see, Bagir even used the rhyming words in a way that matches spoken
language, just like Baba Tahir did (According to literary language rules, it should have
been baharast instead of s & [bahare], and <)) ¥ [laleh-zarast instead] of s ) 41¥
[laleh-zare]).

The second couplet of Bagir's dubeytis is also from Baba Tahir. The style and
poetic language of the great classic can be seen in almost all of Bagir's poems. Baba
Tahir often speaks in his dubeytis about his endless sorrows and boundless grief. The
poet class on lovers to take a scale and weigh their sorrows.
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He believes that no one’s sorrow can be as great as his own. When creating
dubeytis with this theme, Baba Tahir uses strong exaggerations and comparisons to
show the magnitude of his grief. It is not accidental that Bagir, whose life was full of
hardships, also speaks of his own sorrows in hid dubeytis.

But what interests us more in that Bagir's sorrowful dubeytis, the similarity to
Baba Tahir's style is even more obvious.

Db aiS Lot BaS oy )i il

Jul e 5 )l 5 et
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.(Romaskevich, 1915: 341) _b 2 3Ly S a

Bring camel so that I might load my sadness to him
The sorrow of the beloved, of home and of wealth
One hundred and fifty camels could not carry it.

The sorrow of a single day for Bagir could not borne.

In this dubeyti, there isn't a single word, phrase or idea that we cannot also find in
Baba Tahir. The Persian language is rich, and a poet’s imagination knows no bounds.
Yet, it is surprising and very interesting that whether it is the dozens of dubeytis written
by famous poets or the thousands created by unknown folk authors, they never go
beyond the words, ideas, and artistic expressions of Baba Tahir. His dubeytis are like
little satelittes orbiting steadily around the planet of his poetic world.

The connection of Baghir dubeytis to Baba Tahir's heritage is especially clear from
this perspective. Another follower of Baba Tahir, Mahya, attracts attention with her
sincerity and the clarity of her ideas. If we believe what this dubeyti's poet says in a
known quatrain, then her poetic heritage was rich.

a8 5 oa R 2l 5 sla A
AP REQA JCN JE QP RPLE
.(Humayuni, 1348: 16) zu s3 slaly 5 aagh 5 Gl SO

Come, poor poet Mahya,

Your words are gems and treasures.

Your pleasant words, I swear in God’s name,
One thousand ninehundred fiftyfive times to ten.

(That is Mahyas poems are so numereous that their quantity can be expressed with a
number like this: 1.900, 505,555,555,555 - RH)

Mahya, influenced by Baba Tahir's dubeytis, wrote her poems not in literary
Persian but in everyday spoken language. What brings Mayha closer to Baba Tahir is the
tenderness in her poems.

We especially note this point. After all, one of the most striking features of Baba
Tahir's dubeytis is their tenderness and lifelessness. In the following dubeyti by Mahya,
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which we give as an example, the spirit of Baba Tahir is clearly present from this point
of view:
Gy 4l S Lo K sle 8 gl 2
ol o G o5 25l 3o
G 3 L 48 2y K 4
.(Humayuni, 1348: N2 75) S| e )b a8S 5k (e 45

In this scorching heat, I carry a load on my shoulder,
Sweat came and washed my whole body.

Everyone says that Mahya killed the porter,

But it did not kill the porter; the porter killed me.

We know some followers of Baba Tahir only by a few of their dubeytis. For
example, two dubeytis are known from folk poets whose pen names appear in their
poems: Mohammad (Humayuni, 1348: Ne 34) and Hussein (Humayuni, 1348: Ne 86).

Mehdi, an interesting dubeyti poet of the last century, was similar. He wrote many
poems for his beloved Nisa. Most of these poems drew their inspiration from dubeytis in
the spirit of Baba Tahir.

1) S e 23Sy gl
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May god forbed falling in love with the golden haired girl

And seeing that Christian beauty go to the bath with coquette charm.
Make candles and camphour from Mehdis body,

And ignite the bath with his fire.

In this dubeyti, Mehdi's “curse” and his tender desire, like a candle wanting to
make its beloved shine more brightly, are very close to Baba Tahir's style.

Among the followers of Baba Tahir who wrote dubeytid, there were also many
women. Iranian folklorist Sadig Humayuni writes:

“Interestingly, many of them had beloveds who also responded with passionate
love songs. These poems, which reflect their daily lives and desires, were written by
forgotten, unknown, and sorrowful poets who were very sincere” (Humayuni, 1348:
12).

Iranian dubeyti poets not only kept alive the traditions of Baba Tahir's poetry but
also preserved his dubeytis, helping them survive to the present day. When we say that
“the people’s memory has carried Baba Tahir's poems through the test of centuries to
the twentieth century”, we should first think of these dubeyti poets.

4. The ocean of Iranian folk poetry
The work of Baba Tahir's followers who wrote dubeytis greatly helped enrich

Iranian folklore, the Persian language, and its dialects. Like streams of different sizes
that come from the spring of Baba Tahir, the works of these poets have become part of
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the ocean of Iranian folk poetry. That is why, today, talking about Iranian folk dubeytis
also means talking about these poets and about Baba Tahir.

Before Baba Tahir, dubeyti appears in Persian-language written literature in the
works of poets like Mahmud Varragh, Shahid Balkhi and Bandar Razi. However, at that
time, this genre was mostly popular in folklore. Dubeyti first entered written literature
widely through Baba Tahir's pen.

At the end of the 19t century and the beginning of the 20t century, Qubar
Hamedani, a fellow townsman of Baba Tahir, brought dubeyti back into written
literature.

Agahuseyn Revazi Qubar Hamedani (1265-1322/1848-1904) was an artist who
wrote in the spirit of Baba Tahir and captured his style. Although Qubar’s Divan is small,
with about 800 couplets, most of his poems are very pleasing both in form and in
meaning.

Qubar did not only write dubeytis; he also wrote ghazals and worked in other
genres.

The comparisons he made to Baba Tahir's quatrains are artistically strong. Qubar
did not just borrow the form, vocabulary, main ideas, and images from Baba Tahir - he
also wrote in the Hamadan dialect. That is why some of his dubeytis are very similar to
Baba Tahir's.

S 4l g 4 Q\.uﬂd\}( CJA\SJS
dﬁéﬁydie\dy '&\Jﬁ

CSela Gnda S8 S

.(Hamedani: 323) s 43535 Jaals (paia as

Your face shines like a bright tulip,

You have burned my heart like a mountain tulip.

Just think of my fruitless heart,

You have so much experience.

This dubeyti by Qubar is close to the following song by Baba Tahir in both
meaning and form:
G A a8 5
G AL Ja cpl ) e 4
i () ol il o] 1 ya
.(Zhukovsky: 226) s ¥ 5 el J248 5
Your heart is free from longing,
So why would you feel grief for my joyless heart?
My sighs are like fire, O oppressor,
While your heart is made of iron and steel.

In Qubar’s dubeyti, we often see dialect-based sound changes like —43a)ail — 45 5l
¢ 43l 5 8l — 43y 3 (kindled, burned, ignited).

u-\_).lﬁj‘)ﬁ\uu\c)@;ury‘)};
.(ZhukovsKy: 236) (5 4350 aillay Ciadie )

Your face is the brightest like the sun,
The arrow of your love has pierced my soul the most.
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In general, Qubar's dubeyti is more like a quotation from Baba Tahir's quatrains
than a response to them. This is because in Qubar's dubeyti we see nothing new besides
borrowings from Baba Tabhir.

Carpet weavers usually take the colors and patterns used by famous artists and
work with them. In the same way, Qubar takes Baba Tahir's known colors and patterns
and builds his dubeytis on them. To prove this point, it is enough to give one dubeyti
from each poet.

Baba Tahir in 11t century:

MM\}).%JJG}L&A_S\_\UA}?
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There is no moth as burned-hearted as me,
In the world, there is no madman like me.
All snakes and ants have a home,

But I, the madman, have no ruins at all.

If he Baba Tahir said this, then a little more than eight centuries later, Qubar wrote
like this:
RA psple (2 GhAAn
G A Oy o3 B Oy |
allas 0 Ala 43T pias
.(Hamedani: 323) ¢rah 5l ol il 48

I wish there were a ruin in that world,

So that I could have a home there likes an owl.
In this world, I have not seen a place

Where water could even give a name to the mud.

There is already a response. In this quatrain, we can heart the poet's resentful
sighs about his life and daily struggles. Since the similarity in thought and expression
with Baba Tahir is obvious, no further analysis is needed.

It is known that Baba Tahir wrote all four of his known ghazals in the hazej-e
mosaddas-e mahfuz meter, that is, in the dubeyti meter.

Qubar was so strongly influenced by Baba Tahir that he also wrote most of his
ghazals in the dubeyti meter.

One of the qubars ghazals begin with this lines:

ALAS A o ldgand
.(Hamedani: 224) Jeals 433 gl 5 2k a8y A

I carried much loyalty and patience in my heart,
But nothing came of all that I endured.

Qubar drew impulse for that ghazal from these lines of Baba Tahir famous dubeyti
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sl Do s gala ) 5
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Even now, from the green slopes of Alvand,
The echo of Baba Tahir'’s love can be heard.

The Iranian researcher Hoseyn Hamasyan begins the lyrical introduction of his
book, published under the title “Kulliyat-i Baba Tahir”, with these lines.

But Baba Tahir's voice does not rise only from around Alvand. The echo of it can
be heard in the poems of many modern Iranian poets.

An interesting example of the echo of Baba Tahir's dubeytis can be found in the
poetry of Firudin Tavalloli (1917-1985).

In Firudin Tavalloli's poem “Karun”, written in the hazej-e mosaddas-e mahfuz
meter under the influence of Baba Tahir, an evening scene is described. A young boy is
rowing a boat while sitting with the girl he loves. The boy loves her tenderly, but she is
indifferent to him; her heart belongs to someone else.

Throughout the poem, dubeytis of Baba Tahir are included to march the young
boy's feelings and emotions.
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As the wind blew, the sound spread

Slowly everywhere, like the scent of flowers.

The young man was singing, wrapped in the sorrow of love,
Looking for a hand that would give him some affection:

You, who are not my delight, why are you a dagger to me?
You, who are not my beloved, why, are you by my side?
You, who are not a balm for my heart, are wound,

Why do you sprinkle salt on my wounded heart?

It was quiet, and in the darkness of evening,

The woman's face was the color of a water lily, like the night.
She was happy at the young man's pain, rejoicing.

Her head was with him, but her heart was with another.
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Time changes and everything in the world grows old because of these unstoppable
changes. Only human feelings do not.

Baba Tahir's dubeytis, written in the 11t century, may seem old because of their
language and style. But the beautiful human feelings expressed in those poems remain
modern for all times.

See how, at the end of Firudin Tavalalli's poem, the lines taken from Baba Tahir
perfectly express the thoughts and purpose of the modern poet:

i 30 5ol Al o) e
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The wind brought this news and passed,

“How wonderful it would be if love were mutual”.
The young man groaned, murmuring with regret:
“One-sided love is a headache”.

Rahi Muayyeri, a talented ghazal writer and admirer and follower of Hafez's
poetry, was also influenced by Baba Tahir's heritage. We consider it natural that Rahi, a
great master of lyrical poetry was affected by Baba Tahir. After all, when writing about
love and recalling Baba Tahir, it is hard not to learn from and use the classics who
created truly perfect poetic gems on this subject.

When we study the ghazals, mathnavis, gitas, and rubais included in Rahi's book
Saye-ye Omar, we can feel the warm influence of Baba Tahir. The following excerpts
from Rahi's poems “Bahar-e Ashiq” (The Creation of Woman) and “Khalfat-e Zat” (The
Lover's Spring) show that our view is correct.

o il Al )2 e
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Because you have a beloved, you are without sorrow;
If you do not have a beloved, you have no life.

And

...The spring of lovers is the face of their beloved,
Wherever a fresh flower blooms, there is spring.

Baba Tahir feels that his heart is intertwined with his beloved and cannot imagine
his soul apart from the lover. In the first couplet we took from Rahi, we can see the echo
of this idea from Baba Tahir. Notice that Rahi uses the words “jan” (soul) and “janan”
(beloved) together, just as Baba Tahir did (Baba Tahir, 1333: 6).
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The transition “and if” at the beginning of the second line is also typical of Baba
Tahir's dubeytis and is used very often.
The comparison we find in the second couplet from Rahi is even more interesting:

D505 ue Gl gl S e
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The spring for others is the Nowruz festival,
The spring for lovers is the face of their beloved.

As we can see, the difference is very small. The idea is almost the same. The first
line of Rahi's couplet is distinguished from the second line of Baba Tahir's couplet by
the word “roxsar”. In Persian, “roxsar” and “didar” have the same meaning (face). Rahi
also uses the technique or repetition, common in Baba Tahir's dubeytis to express ideas
more strongly and effectively. As an example, let us show another couplet from Rahi's
poem “Xilqat-e Zann" which is influenced by Baba Tahir from start to finish.

)0 sl g jlenals
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My heart is sick, my lips are silent, and my face is pale;
There is burning, and pain, and sorrow all together.

If an ordinary Afghan, an Iranian villager, can benefit from Baba Tahir's heritage
just as much as Rahi Muayyeri, a professional poet and famous master of lyric poetry, it
shows the unity of simplicity and greatness in the classic’s work and the timelessness of
his legacy. This proves once again that the artistic qualities of Baba Tahir's heritage
remain valuable today and can inspire the expression of modern thoughts and desires.

Baba Tahir has been known for centuries as a poet of love. However, love and the
skillful description of tender feelings are only one of the main themes of his lyric poetry.
Long before Omar Khayyam, Baba Tahir created fine examples of socially conscious
poetry in Persian literature marked by civic spirit and free thinking. Even love itself in
Baba Tahir's poetry often serves to express ideas filled with social and political
meaning.

In the 11th-century setting Baba Tahir's poetry took on a very serious and difficult
task. Both in form using the dubeyti genre, writing it in spoken dialect, and widely using
proverbs and sayings and in content speaking about the people's hopes and wishes,
expressing fierce protest against inequality, and rebelling against injustice his poetry
reached the hearts of the people for centuries and has never lost its relevance.

The poems of this thoughtful poet which praise noble ideas such as justice, social
equality, and humanism are still relevant today.

The philosophical depth of Baba Tahir's poems, which seem simple on the surface,
his connection with the “Ahl-e Haqq” order, and the existence of a valuable treatise like
Kalamat-e Qesar allow us to call him not only a poet but also a wise man and a
philosopher. The simplicity of Baba Tahir's poetic style led to legends that he was an
uneducated woodcutter who suddenly gained perfect knowledge through a miracle.
However, when his dubeytis are studied for their artistic features it becomes clear that
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the poet was deeply familiar with both the written literature of his time and folk poetry
traditions, and that he skillfully combined the best aspects of both in his work.

The connections between Baba Tahir's dubeytis and folk poetry are so close and
rich that anyone who wants to study the state of oral folk poetry in Iran, and in the
Persian speaking literary world as a whole, in the 10t-11t centuries can turn to the
poet’s legacy as one of the most valuable sources.

Conclusion

When we look at 11th-century Iranian poetry from today's perspective and
compare Baba Tahir's legacy with the works of other masters of the world, we sea poet-
innovator who stands out for his artistic thinking and writing style.

It was exactly Baba Tahir's original creative style that later influenced many
artists and inspired them to write and create in the spirit of Baba Tahir.

When we put forward the idea of the living traditions of Baba Tahir's poetry, we
mean his influence on the folk poetry of the Afghan, Tajik and Iranian peoples, on
Iranian dubeyti poets, and even poets of the 20-th-21st centuries. Of course, the wave of
this influence goes far beyond the examples mentioned.

This issue, which is important from the perspective of cultural connections
between peoples and the mutual development of their poetry, can of course be further
explored through new research and discoveries.

The famous Orientalist E. Braun called Baba Tahir the second master of the rubai
genre after Khayyam. This statement needs a small correction. Baba Tahir did not write
rubais; he wrote dubeytis and in the history of Persian literature, he is the greatest
master of this very form of poetry the dubeyti.

For nearly 1.000 years among thousands of poets who wrote dubeytis,
maintaining his position as the foremost, and remaining a motivating example and
model school for new generations of creators, is the strongest proof of Baba Tahir Uryan
of Hamadan's artistic mastery.
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Klassik farsdilli poetik irsin yasamagq va érnak olmagq giicii
RAFAEL HUSEYNOV™

Xiilasa

XI asrin miitafakkir sairi Baba Tahirin irsi 9 asr arzinda farsdilli seirin inkisafina tasir
gostaran miinbit yaradiciliglardan olmusdur. K6hnalmayan bu adabi irs har yeni zamana uygun-
lasa bilmak, impulsa cevrilmak cevikliyini asrlar boyu ayani sakilda géstarmisdir. Iranda onun
diibeytilarindan he¢ olmazsa bir negasini azbar bilmayan adam tapmaq ¢atindir. Baba Tahirin
hacmca mahdud olan, sayi taqriban 300-1a 400 arasinda olan diibeytilari ona fars-tacik adabiyyati
tarixinda 6ztinamaxsus yeni bir sanat yolunun yaradicist kimi séhrat tapmaqda mane ola
bilmamigdir. Sufizmin an parlaq tamsilcilarindan olmus Baba Tahir qalaminda diibeyti ela yiiksak
poetik zirvaya ucalmigdir ki, ondan sonra doqquz asr boyunca diibeyti qosan, ya diibeyti vazninda
seirlor yazanlarin aksariyyati mashur klassikin sanat cazibasindan ¢ixa bilmamigslar. Baba Tahirin
poeziyaya gotirdiyi sadalik, musiqilik, canli xalq dilindan genis istifada bir ¢ox sanatkarlar
tarafindan taqdir edilmis va hamin yazi iislubu davam etdirilmisdir. Sairin folklor va klassik fars
poeziyasi ananalari lizarinda formalasmis adabi irsi ham 6ziindansonraki ddvrlarin poeziyasina,
ham onlarca sairin yaradiciligina, ham da sifahi xalq adabiyyatina qiivvatli tasir géstarmisdir. Baba
Tahir iislubunun takca fars va tacik poeziyasina deyil, bir cox Irandilli xalglarin da sifahi va yazil
adabiyyatina tasiri boyiik olmusdur. Hind, afqan, Azarbaycan va Iranla qongsu bir sira xalglarin
adabiyyatinda da Baba Tahir tasirinin izlori miisahida edilmakdadir. Baba Tahir seirinin yazilis
tarzindaki sadalik onun guya savadsiz odungcu olmasi haqda ravayatlarin yaranmasina sabab
olmugsdur. Lakin diibeytilari badii xiisusiyyatlarina gdra arasdirarkan aydinlasir ki, sair ham
dovriiniin yazilt adabiyyatinin, hom da folklor seirinin ananalarina darindan balad olmus va
yaradiciliginda onlarin an miisbat taraflarini sintez etmigdir.

XI asrin Iran poeziyasina bugiindan nazar salarkan, Baba Tahir irsini basqa séz ustadlarinin
yaradiciligi ilo miiqayisa edarkan badii tafakkiirti, yazi tarzi ila zamanina géra novator sairi
gortiriik. Xalqlar arasindaki madani alaqalar, poeziyalarin qarsiligh inkisafi néqteyi-nazarindan
Baba Tahir farsdilli klassik poeziyanin an iistiin tamsilgilari sirasindadir.

Acar sozlar: farsdilli poeziya, diibeyti, sufizm, folklor seiri, anana, xalq sairlari,
adabiyyatlararasi alaqa.

** Akademik; Nizami Gancavi adina Milli Azarbaycan 9deabiyyati Muzeyi; rafaelhuseyn@yahoo.com; https://orcid.org/0009-
0001-4672-0519.
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Cusa #cu3Hecnoco6HoCcmMu u 06pa3yoeocmu
K/1accu4ecko20 nepcosA3bI4H020 N03Mu4ecko20 Hac1edus

PA®AIJIb I'YCEHHOB™

Pe3zrome

Hacaedue noama-muicaumens XI eeka baba Taxupa Ha npomsidceHUu dessimu cmosiemuti
ocmaeanocb 64az200amuoll nhoveoll, e/ausiewell HA pasgumue nepcosi3biYHOU no3dzuu. Imo
Heygssdawujee JumepamypHoe Hdciedue 8 meveHUe B8eKo8 HA2/A510HO 0eMOHCMpuposasio
2ubkocms, cnocobHocmb adanmupoeamuvcsl K Kaxcdoll HOB8Oll 3noxe U cmMAHOBUMbCA 0/151 Heé
meop4eckuMm umnyabcom. B Upane mpydHo Halimu uesnoseka, KOmopbwlll He 3HAA Gbl HAU3YCMb
xomsi 6bl HeCKo/IbKOo e2o dybelimu. Hebobuioll 06vem Hacsaeduss baba Taxupa - Kosu4ecmeo e2o
dy6etimu cocmasasiem npumepHo om 300 do 400 - He nomewas eMy cCHUCKaAMb caasy cozdamessi
CaMo6bIMHO20 Xy00HCECMBEHHO20 NYyMU 8 UCMopuu hepcudcko-madicukckoli aumepamypol. B
meopuecmse ba6a Taxupa, o0Ho20 u3 spuatiwiux npedcmasumeaetl cyduzma, dybetimu nodHsics
HA MAkyl BbICOKYI0 NOIMUYECKYH) 8epWlUHY, Ym0 8 meuyeHue nociedyrnwjux dessimu 8ekos
6016WUHCMBO MeX, Kmo c/aaza/ dybelimu uau nuca/a Cmuxu 8 3moM pasmepe, He Mo2/1U 8blliimu
U3-n00 Ma2u4eckozo0 8AUSHUS UCKYCCmMaed 3HaMeHUumozo kaaccuka. [lpusHecenmvle baba Taxupom
8 N033Ul NpPocmomd, My3blKAJAbHOCMb U WUPOKOE UCNO0/1b308AHUE HUBO20 HAPOOHO20 S13bIKA
ObLIU BbICOKO OYEHEHbl MHO2UMU MACMepamu C/A08d, KOmMopble NpoooaAXcuau 3mom Cmusb
nucbma. JlumepamypHoe Hacsaedue noama, cihopmuposasuieecss Ha mpaduyusix Poavkaopa u
Kaaccu4eckoll nepcudckoll noasuu, oka3an0 MOUWHoOe 8/AUSHUe KAK HA N033Uio nocaedyouux
nepuodos u meopuyecmeo decsimKko8 N03mMo8, mak u Hd YCMHOE HAPOJHOE M8oP4ecmao.

Cmusb baba Taxupa okazasn 02poMHoe 8AUsIHUE He MO/IbKO HA NepCcUdCKyI0 U MAdHCUKCKYHO
Nn033Ui0, HO U HA YCMHYK U NUCbMEHHYI0 AUMepamypy MHO2UX UPAHOA3bIYHbIX Hapodos. Ciedbl
eausHusi baba Taxupa Habawdaromcs 6 saumepamype  uHOUulickozo, ageaHCKozo,
asepbatidxcaHckozo u psida dpyaux cocedHux ¢ UpaHom Hapodos. [Ipocmoma cmuaa nucoma baba
Taxupa nopodusa sezetdbl 0 MOM, YMO OH SIKOObI Obl1 HE2PAMOMHbBIM dposocekom. OdHAKO npu
uccsedogaHuu xydoxicecmaeHHblX 0CO6eHHOCcmell e2o dybelimu CmaHO8UMCs SICHO, YMo no3m 6bl1
2/1y60K0 3HAKOM KAk ¢ mpaduyusimMu NUCbMEHHOU Jumepamypbl C80€20 8peMeHU, MAK U C
h0o1bKA0pHOTI N033Uel], CUHME3UPO8aAs 8 CBOEM MBOpYecmae Ux Ay4uiue CMOpPOHbHl.

B3upas Ha upaHckyr noasuto XI eeka uz ce2odHsAwWHe20 JHS U cpasHusas Hacsiedue baba
Taxupa ¢ meopyecmaom dpy2ux mMacmepos c/108d, Mbl 8UJUM NO3MA-HOBAMOpPA, onepedusuiezo
CB0€ 8peMsl N0 XyJd0XHeCm8eHHOMY MblIUAEHUK U MaHepe nucbMmad. C movKU 3peHusl KYAbmypHbIX
ceszell mexcdy HaApodamu U 63aumHoz0 pazsumusi nossull, baba Taxup exodum & uucao
svldarnujuxcs npedcmagume.ietl KAAcCCUYECKol Nepcosi3bI4HOl AUMepamypbl.

Karouesvie caoea: nepcosizblyHass noasus, dybelimu, cy@usm, PoabKJAOPHAS NO3I3US,
mpaduyusi, HapoOHble N03Mbl, MeXCAUMepamypHble c8s3U.
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