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Abstract:

In this article, Ali-Shir Nava’i’s tazkira Majalis Al-Nafa'is is analyzed as the foundation of
Uzbek tazkira writing, and the literary-historical significance of the work is highlighted. In each
of'the eight artistic “meetings” (majlis) presented in the work, the poets’ creative talents, literary-
aesthetic views, and poetic mastery are examined from a poetological perspective. Although the
work provides evaluations of 459 individuals including poets, poetry enthusiasts, and scholars
the central figure remains the author himself, and the primary theme is the destiny of poetry
and the poet. Ali-Shir Nava’i emphasizes the role of poetry and the poet within society, drawing
profound attention to this issue. The multifaceted personality and spiritual portrait of the author
are perfectly embodied in Majalis Al-Nafa’is. In evaluating the works of his predecessors and
contemporaries, Ali-Shir Nava’i emerges as a literary researcher, a critic, a benevolent mentor,
and a patron providing both material and spiritual support to poets.

As the first tazkira in Turkic literature, this work has left profound traces on the Ottoman
tazkira tradition. Sehi Bey, the author of the first Ottoman tazkira, modeled his work Hest
Behigst after Ali-Shir Nava’i and described him as Sultan Hiiseyin Baykara’s “soul mate and
musahib.” Indeed, it is known that in the 16th century, a total of 42 naziras (parallel poems)
were composed by prominent figures, including Fuzili (50), Ahmed Pasa (34), Kemalpasazade
(34), Lamii Celebi (21), Necati (20), Cafer Celebi (16), Katibi (10), Muhibbi (8), Karamanl
Nizami (8), Onem (8), Ulvi (8), Avni (6), Baki (6), Usitli (6), Hayali Bey (5), Nazmi (4),
Cem Sultan (4), Asik Celebi (4), Basiri (4), Seyh Yuhanna (4), Adalet (3), Sehi (2), Taci-zade
Yahya (2), Dogu Sur(ri (2), Mesih (2), Adni (1), Fedayi (1), and Kemal (1). In this context, the
poetological research of these poets’ works is of vital importance for understanding Ali-Shir
Nava’i’s influence on the style and artistic expression within the Ottoman sphere.
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Ozet:

Bu makalede, Ali Sir Nevai'nin Mecdilisii'n-Neféis tezkiresi, Ozbek tezkireciliginin
temeli olarak ele alimmakta ve eserin edebi-tarihi dnemi aydinlatilmaktadir. Eserde yer alan
sekiz sanatsal meclisin her birinde sairlerin yetenek diinyasi, edebi-estetik goriisleri ve poetik
ustalig1 poetolojik acidan incelenmistir. Sairler, siir meraklilar1 ve bilim insanlarmdan olusan
459 kisi hakkinda degerlendirmeler yapilmasina ragmen; eserin asil kahramani yazari kendisi,
temel meselesi ise siirin ve sairin kaderidir. Nevai, siirin ve sairin toplumdaki yerini ele alarak
bu konuya dikkat ¢ekmektedir. Yazarin ¢ok yonlil kisiligi ve manevi portresi, Mecalisii'n-
Nefais eserinde kusursuz bir sekilde yansitilmistir. Seleflerinin ve ¢agdaslarinin eserlerini
degerlendirirken Nevai; bir edebiyat arastirmacisi, elestirmen, sefkatli bir usta ve sairlere
maddi-manevi destek saglayan bir koruyucu olarak karsimiza ¢ikmaktadir. Tiirk edebiyatinin
ilk tezkiresi olan bu eser, Osmanl tezkire gelenegi iizerinde biiyiik izler birakmustir. ilk
Osmanli tezkire yazar1 Sehi Bey, kendi eseri Hest Behist’i kaleme alirken Nevai’yi 6rnek almig
ve onu Sultan Hiiseyin Baykara’nin “ruh esi ve musahibi” olarak nitelendirmistir. Nitekim
16. ylizyilda Fuzili (50), Ahmed Pasa (34), Kemalpasazade (34), Lamii Celebi (21), Necati
(20), Cafer Celebi (16), Katibi (10), Muhibbi (8), Karamanli Nizami (8), Onem (8), Ulvi
(8), Avni (6), Baki (6), Usili (6), Hayali Bey (5), Nazmi (4), Cem Sultan (4), Asik Celebi
(4), Basiri (4), Seyh Yuhanna (4), Adalet (3), Sehi (2), Taci-zade Yahya (2), Dogu Sur(ri (2),
Mesth (2), Adni (1), Fedayi (1) ve Kemal (1) gibi isimler tarafindan toplamda 42 nazire kaleme
alindigr bilinmektedir. Bu baglamda sairlerin eserlerinin poetolojik agidan arastirilmasi, Al
Sir Nevai’nin iislup ve sanatsal ifade bakimidan Osmanli sahasindaki etkisini anlamak adina
hayati 6nem tagimaktadir.

Anahtar kelimeler: Tezkire, siir bilimi, edebi elestiri, sair ve siir, sanatsal ifade.

Introduction

The artistic and historical legacy of Ali-Shir Nava’i’s Majalis al-Nafd'is represents
a watershed moment in the literary evolution of 15th and 16th-century Central Asia.
As the foundational monument of the Uzbek tazkira tradition, this work transcends
mere biographical listing; it serves as a multifaceted socio-political mirror, reflecting
the intricate hierarchy of Timurid society and the dynamic interactions between
various social classes. By documenting the creative lives of 459 poets and scholars,
Nava’i provides not only an inventory of literary talent but also a profound analysis
of the relationship between the creator and the state. This historical environment,
characterized by the close bonds between Nava’i and figures such as Sultan Husayn
Bayqara and Abdurrahman Jami, highlights a period where literary patronage and
intellectual mentorship were central to political legitimacy and social cohesion.

From a linguistic perspective, Majalis al-Nafa'is offers a rich repository for
analyzing the structural aesthetics of 15th-century prose. The work’s composition
reflects a sophisticated interplay between form and meaning, echoing the theoretical
frameworks later established in modern phraseology by scholars like Otto Jespersen
and Frank Robert Palmer. By treating idiomatic and poetic expressions as unified
semantic units, Nava’i’s prose demonstrates a refined formal flexibility that balances
conventionalized usage with innovative artistic expression. Despite the work’s
paramount importance in laying the groundwork for subsequent Turkic anthologies,
its specific poetological qualities and the harmony between its structural framework
and content remain fertile ground for deeper scholarly inquiry.

The global resonance of Nava’i’s corpus is underscored by its rapid dissemination
and influence across linguistic boundaries, evidenced by three distinct Persian
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translations appearing as early as the 16th century. Furthermore, Majalis al-Nafa'is
exerted a decisive influence on the Ottoman fazkira tradition, serving as the primary
structural model for Sehi Bey’s Hesht Behisht (1538). By bridging the literary
traditions of Samarkand and Istanbul, Nava’i established an enduring criteria for
evaluating artistic merit, prosody, and the role of the intellectual. This study seeks
to re-evaluate the structural organization of Majalis al-Nafa'is, with a particular
focus on the Samarkand artists featured within its pages, thereby illuminating how
Nava’i’s unique methodology transformed the tazkira from a biographical record into
a comprehensive literary monument.

The Tradition of Tezkire-Writing

The biographical record-writing, which took shape within the common cultural
basin of Islamic civilization, formed the foundation of the Ottoman biographical
tradition as a form of “reminder” and “commemoration”. The tradition of composing
tezkire in Turkic literature commenced under the guidance of Nava’i in the Chagatay
realm during the late 15th century; this tradition became institutionalized and
evolved into a deeply rooted genre in the Anatolian field from the beginning of the
16th century (Sungurhan, 2012, 71-72). Majalis al-Nafa’is, considered the first and
most distinguished example of this tradition, is not merely a biographical work but
a foundational text that established a decisive authority over the common literary
language of the Central Asian Turkic world between the 15th and 19th centuries
(Kusoglu, 2020, 292).

Beyond being anthologies containing the life stories of poets and samples of their
poetry, tezkires are records of cultural memory that document the mental world and
the sociology of art of the period in which they were written. As observed in the
example of Masha ‘ir al-Shu ‘ara authored by Ashiq Chelebi, divan literature was not
a discipline confined solely to courtly and madrasa circles, but rather a collective
aesthetic understanding that permeated all layers of society (Gokyay, 1970, 46-48).
While processing biographical information, zezkire authors meticulously analyzed the
poets’ linguistic competence, stylistic originality, and mastery of various art forms
(such as calligraphy, music, chess, and painting), thereby presenting multi-faceted
portraits of artists (Canim, 2016, 114).

In the Anatolian field, tazkira-writing flourished with Sehi Bey’s Hesht-Behisht
1538. Although Sehi Bey modeled his work on a careful study of Jami’s Baharistan,
Dawlatshah’s Tadhkirat al-Shu‘ara, and Nava’i’s Majalis al-Nafa’is, it is incorrect
to characterize these activities in the Anatolian field as mere “imitation.” On the
contrary, this orientation was the result of an original synthesis born out of the
necessity to consolidate the poetic accumulation and its creators that had developed in
Anatolia until the 16th century, saving them from oblivion. In this inaugural example,
which includes 229 poets, the biographies were kept brief, and the poetic talents were
subjected to a general evaluation (Sungurhan, 2012, 71-75).

The primary methodological and critical transformation of the genre occurred
with Latifi. He not only provided ease of use by arranging poets in alphabetical
order but also elevated the genre to the level of modern biography by systematizing
biographies under twelve different headings, ranging from temperament to non-poetic
talents (Canim, 2016, 117). The concepts such as “garib” (extraordinary), “acib”
(wondrous), or “taze” (fresh) employed by authors when describing a poet were not
randomly selected adjectives; rather, they were technical terms reflecting the literary
value judgments and the quest for originality of that period (Aydin, 2019, 31). This
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terminological richness elevates the tezkire writer from the position of a biographer to
that of a “literary critic.”

Tezkires are not static structures as they first emerged from the author’s pen, but
“living organisms” that evolved through the interventions of readers and rivals. In-
depth studies on the Kayseri Rasid Efendi manuscript demonstrate that tezkires were
monitored and expanded by the intellectual readers of the period through “derkenars”
(marginalia) (Sahin, 2020, 164). This dynamic structure also brought about sharp
polemics among authors. For instance, Latifi’s work was mockingly labeled as
“Kastamonu-name” by his colleagues, based on the allegation that he favored poets
from Kastamonu (Canim, 2016, 114). Conversely, the approaches of fezkire writers
toward one another generally maintain a constructive tone; merit, education, and
social environment are accepted as the fundamental criteria for evaluation (Yigiterol,
2022, 1176). In conclusion, the tradition of fazkira-writing is a vast corpus where
biography, history, and literary theory intersect, documenting the aesthetic continuity
of the Turkic world. These works carry the multi-dimensional portrait of the Classical
Period individual to the present day by recording not only the literary aspects of poets
but also their “non-poetic skills” such as calligraphy, music, and painting.

Ali-Shir Nava’i’s work Majalis Al-Nafa'is is of paramount importance as an artistic
and historical expression of the creative figures of its time. The work profoundly
reflects the historical environment of Central Asia during the 15th and 16th centuries,
encompassing various social classes and the socio-political lifestyle of the period.
Understanding these multifaceted socio-political relations is essential for specialists
across all disciplines, as social groups and global society are fundamentally shaped by
such interactions. Through Majalis Al-Nafa'is, one can not only gain insight into these
relations and their formative stages but also observe how such processes influenced
the broader development of literature.

In linguistic and philosophical terms, the relationship between phraseology and
dialectics can be conceptualized as an interplay between form and meaning. The
foundations of phraseology were laid by linguists such as Alexander Potebnya and
Filipp Fortunatov starting from the second half of the 19th century, and further
developed by European researchers like Otto Jespersen and Charles Bally. In this
context, it is argued that the pioneering studies in the early 20th century on idioms
consist of the views put forward by the Danish linguist Otto Jespersen. Jespersen
defines idioms as “free and difficult to grasp” entities. Frank Robert Palmer, in his
work titled Semantics, states that idioms should be considered as single units without
being decomposed into their constituents, both from a functional and a semantic
perspective. Furthermore, he points out that idioms, as fixed or semi-fixed structures,
display certain limitations regarding their formal and semantic flexibility. These
limitations may restrict their occurrence in some tense or aspectual forms, depending
on the internal composition and conventionalized usage patterns of the idiom (Y1lmaz,
2025, 484).

This theoretical framework is particularly relevant when analyzing the structural
aesthetics of Ali-Shir Nava’i’s prose and the poetic examples he curates. Although
Majalis Al-Nafa'is laid the foundation for the Uzbek tazkira tradition and has been
studied by numerous scholars, its specific artistic qualities and structural aesthetics
have remained relatively under-researched. The relevance of this study lies in its
comprehensive approach to the tazkira, examining it as a unified whole focusing on
its structural composition, the harmony between form and content, and its overarching
artistic merit.

696 SAYIN8/ YAZ - HAZIRAN 2026 TURK KULTURU VE HACI BEKTAS VELI ARASTIRMA DERGISI



ARTICLE

The primary aim of this research is to analyze the composition of Majalis Al-
Nafd’is in terms of its structural framework and to provide detailed information
regarding the Samarkand poets featured within it. To achieve this, the following tasks
have been established:

- To demonstrate the position of Majalis Al-Nafd’is within the broader tradition of
tazkira writing;

- To examine the tazkiras composed prior to Majalis Al-Nafa'is and highlight their
distinctive features;

- To establish the work as the foundational pillar of the Uzbek tazkira through an
analysis of its structural organization;

- To present key conclusions derived from scholarly research conducted on the
work;

- To evaluate the activities of Samarkand artists and the artistic qualities of their
works as portrayed in Majalis Al-Nafa'is.

By creating Majalis Al-Nafa 'is, Ali-Shir Nava’i erected a unique literary monument
to his era and its creators. The work contains invaluable information regarding the
lives and legacies of poets writing in both Turkic (Uzbek) and Persian languages,
offering critical insights into their artistic achievements, shortcomings, and personal
characteristics. The global significance of Ali-Shir Nava’i’s corpus is evidenced by
its translation into numerous languages; notably, Majalis Al-Nafa'is was translated
into Persian three times as early as the 16th century by Fakhri bin Sultan Muhammad
Amiri, Muhammad Qazvini, and Shohali Abduali Nishopuri.

Nava’i regarded many preceding writers and great thinkers as his mentors. Figures
such as the Sufi and statesman Sayyid Hasan Ardasher (1415-1489), Abdurrahman
Jami (1414-1492), Darvesh Mansur (1406—-1456), and Khoja Yusuf Burhan were
among his direct teachers. Ali-Shir Nava’i himself acknowledges Maulana Yahya
Sebak as his mentor in the study of the art of prosody (aruz), mediated by Darvesh
Mansur. He notes in Majalis Al-Nafa'is: “This poor man is a student of Mawlana in
the art of prosody” (Nava’i, Majalis Al-Nafa'is: p. 128). Furthermore, he maintained
close ties with Sultan Husayn Bayqara, Abdurrahman Jami, Pahlavon Muhammad (d.
1493), and Amir Nizamiddin Ahmad Suhayli (1441-1502). Nava’i also mentored a
wide array of artists, including poets such as Badriddin Hilali, Abdullah Hatifi (1454—
1521), Khoja Kamaluddin Asafi (1449-1517), and Kamaluddin Binai (1453-1512);
scientists like Sayyid Raziuddin; renowned artists such as Kamaluddin Behzod and
Khoja Mirak Naqqosh; calligraphers like Mawlana Zayniddin Mahmud; and master
musicians including Shahquli G’ijjaki and Husayn Udi.

Ali-Shir Nava’i’s Majalis Al-Nafais is of significant importance as the first tazkira
in Turkic literature and has exerted a profound influence on the Ottoman Turkish tazkira
tradition. Sehi Bey (d. 1548-49), the author of the first Ottoman tazkira, modeled his
work after Majalis Al-Nafa'is, alongside Jami’s Baharistan and Dawlatshah’s Tazkirat
ush-Shuara (works that Nava’i himself took as models). Sehi Bey’s anthology, Hesht
Behisht, was completed in 1538 and presented to Kanuni Sultan Suleyman. While
describing Nava’i in this work, Sehi Bey draws attention to the fact that Sultan Husayn
Bayqara was his “vizier, companion and soul mate,” noting that Nava’i composed an
anthology including the leading figures, distinguished people, and poets of the period
due to his position (Goniil, 1978, 77).
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In addition, Ali-Shir Nava’i’s works—based on literary-critical views, adherence
to tradition, and the philosophy of artistic creation—influenced the works of Ottoman
poets through these biographies. In the 16th century, numerous poets composed a total
of 42 naziras (parallel poems) inspired by his legacy, including Fuzuli (50), Ahmed
Pasha (34), Kemalpashazade (34), Lamii Chelebi (21), Nejati (20), Jafer Chelebi
(16), Katibi (10), Muhibbi (8), Karamanli Nizami (8), Onem (8), Ulvi (8), Avni (6),
Baki (6), Usuli (6), Hayali Bey (5), Nazmi (4), Cem Sultan (4), Ashik Chelebi (4),
Basiri (4), Sh. Yuhanna (4), Adalet (3), Sehi (2), T. Yahya (2), Dogu Sururi (2), Mesih
(2), Adni (1), Fedayi (1), and Kemal (1). Therefore, poetological research into the
works of these poets is a crucial subject in the context of Ali-Shir Nava’i, representing
key areas of literary influence regarding perspective, style, and innovation in artistic
expression.

Tazkira is recognized as one of the primary literary genres in medieval Persian
and Turkic languages, providing essential data on the lives and works of poets. These
collections are generally categorized as historical or contemporary based on their
chronological scope. Historical-modern tazkiras, such as Avfi’s Lubob ul-albab or
Dawlatshah Samarkandi’s Tazkirat ush-Shuara, cover poets across several centuries.
In contrast, contemporary tazkiras, such as Ali-Shir Nava’i’s Majalis Al-Nafa'is or
Mutribi’s Tazkirat ush-Shuara, focus on the creators who were contemporaries of the
author.

Poets are organized within a tazkira based on various criteria, such as year of birth,
dynasty, geography, creative affiliation, or alphabetically. Information about each poet
is presented in a dedicated entry known as a figra. These entries describe the poet’s
name, pseudonym (takhallus), place of origin, works, and characteristics of their
nature, often accompanied by poetic examples. Within the history of Uzbek literary
studies, Ali-Shir Nava’i’s Majalis Al-Nafa is stands as the first exemplar of the tazkira
genre (Salaev & Gurbaniozov, 2010, 241).

The term tazkira was utilized in Arabic and Persian contexts for more than just
biographical records of poets; it also encompassed biographies of scientists and
statesmen. For instance, hagiographic works like Fariduddin Attar’s Tazkirat ul-
Awliya and Muhammad Siddiq Rushdi’s Tazkirat al-Awliya Turki fall under this
broader definition. Baturkhan Valikhojhaev, in his monograph History of Uzbek
Literary Studies, defines the genre as follows: “Tazkira is derived from the Arabic
word dhikr, meaning ‘memories’ or ‘remembrance.’ From this perspective, a tazkira
is a work that records events of a certain period or the author’s experiences, alongside
biographical information of famous individuals” (Valikhojhaev, 1993, 30). In a broad
sense, tazkiras can address history, philosophy, and art, as seen in works like Ghulam
Muhammad Dehlavi’s Tazkirai Khirinavison or Sadr Zia’s Tazkirai Qumaqa. Attar’s
Tazkirat ul-Awliya, specifically, is a hagiographic collection including the biographies
of 72 early shaykhs and 20 later Sufis, organized based on spiritual significance rather
than a strict chronological system.

Tazkira: (inform, notify; biography; memory, recall; memoir) 1 copy. Brief
information about writers and poets, examples of their works are given, a book, an
anthology written in the spirit of memory about events and persons in the field of
history, mysticism, art in general. Navoi § tazkir - Majolis.. was a new type of tazkira
an anthology.

Tazkirachi: is a person who writes a tazkirah. This fact shows that Navoi had a
positive influence on the literature of the Turkic peoples. (An explanatory dictionary
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of the Uzbek language. Volume III. 2007: p. 640)

Tazkirachilik: Tazkira writing is a cornerstone of medieval literary activity.
The Uzbek literature of the Middle Ages is significantly characterized by various
sophisticated genres, including the tradition of khamsalik (the writing of a “Khamsa”)
and tazkiranavislik (tazkira writing) (Husainov, 641). Prominent examples of this
genre in a broad sense include Tazkirat ul-Awliya by Fariduddin Attar, Tazkirai
Mugimkhani by Muhammad Yusuf, Tazkirai Khattoton by Rudaki, and Tazkirai
Awliyoyi Turki by Rushdi. In a narrower sense, a tazkira is a specialized collection
of biographical information regarding the lives and creative legacies of poets,
supplemented by selected examples of their poetry. These works provide multifaceted
data on artists who flourished across several centuries or within a specific era. In terms
of their chronological and participant scope, tazkiras are categorized into historical-
modern and contemporary types. Historical-modern tazkiras encompass poets who
lived and created over a span of several centuries, as exemplified by Awfi’s Lubob ul-
albab and Dawlatshah Samarkandi’s Tazkirat ush-Shuara. Conversely, contemporary
tazkiras focus primarily on the author’s own contemporaries, such as Ali-Shir
Nava’i’s Majalis Al-Nafa'is and Mutribi’s Tazkirat ush-Shuara. In certain instances,
information is presented in a bilingual format to reflect the multilingual nature of the
literary environment (Fazliy, 2018, 16). The literary and aesthetic styles of tazkira
authors vary significantly depending on their specific literary school or direction.
The earliest extant tazkira in Eastern literary studies was composed by Abu Mansur
al-Tha’alibi (Yatimat al-dahr), while in Uzbek literature, this foundational role was
fulfilled by Ali-Shir Nava’i. Ultimately, tazkiras remain of paramount importance for
the systematic study and reconstruction of literary history.

Findings

The sultan of poetry, the possessor of unparalleled talent, who made a worthy
contribution to Uzbek classical literature with his work, his holiness Mir Ali-Shir
Nava’i, who has left us a legacy for the younger generation, is worth reading and
learning. It is both a debt and a duty for each of us. His name and legacy are as
immortal as the names and legacies of great world artists such as Homer and Dante,
Rudaki and Firdausi, Nizami and Shota Rustaveli, Saadi and Jami, Shakespeare and
Balzac, Pushkin and Tolstoy, Rabindranath Tagore, and Lu Sin. In the preface of the
book Majalis Al-Nafa'is, which demonstrates Ali-Shir Nava’i’s work as a literary
scholar, it is stated regarding the composition and title of the work: “and the complex
was named Majalis Al-Nafa’is” (Nava’i, 1997, 2). The poets in the tazkira are divided
into majlis (sessions/parts) as follows: 46 in the 1st majlis, 91 in the 2nd majlis, 175 in
the 3rd majlis, 72 in the 4th majlis, 21 in the 5th majlis, 31 in the 6th majlis, 7 in the
7th majlis, and the 8th majlis contains 22 entries related to Sultan Husayn Bayqara.

Before Ali-Shir Nava’i and during his time, many tazkiras dedicated to poets
were created in Arabic and Persian-Tajik languages, such as al-Tha’alibi’s Yatimat
al-dahr and Dawlatshah’s Tazkirat ush-Shuara. Therefore, it is natural to ask how the
tazkira created by Ali-Shir Nava’i differs from others. This question can be answered
as follows:

1-All tazkiras prior to Ali-Shir Nava’i were written in Arabic or Persian-Tajik,
primarily providing information about the figures of Arabic or Persian-Tajik poetry.
Ali-Shir Nava’i’s Majalis Al-Nafa’is was written in the Turkic-Uzbek language
and includes poets who created in both Turkic-Uzbek and Persian-Tajik languages,
reflecting the rich literary environment of the 15th century. In the work, the
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biographical information is in Uzbek, while the original language of the cited poems
(Turkic or Persian) is preserved exactly. In this respect, Majalis Al-Nafa'is is a vital
source for 15th-century regional poetry. Consequently, this work was translated into
Persian four times between the 16th and 18th centuries by Fakhri Hirati, Muhammad
Qazvini, Shah Ali, and Abulbaqi Sharif Razavi.

2-In Ali-Shir Nava’i’s Majalis Al-Nafd'is, the criteria for organizing poets,
providing biographical data, selecting examples, and evaluating them differ from other
tazkiras. Specifically, in the first three sessions, poets are placed based on whether the
author met them personally or communicated with them. Furthermore, he cites a stanza
or two as the quintessential example of their craft. If he had personal communication
with the poets, he also conveys his subjective or creative attitude toward them; yet the
information remains distinguished by its truthfulness and impartiality.

3-In Majalis Al-Nafd’is, two traditions of Eastern literary studies are visible:
one is the formal writing of a tazkira, and the other is the provision of commentary
on the poems of certain poets. While writing commentaries on poets like Hafiz and
Rumi was an established practice in Arabic and Persian-Tajik literary studies, this
experience was not present in Turkic-Uzbek literary studies in the period before Ali-
Shir Nava’i. In order to fill this gap in Turkish literary studies, Alisher Navoi will
post his commentary on Hossein Boyqaro’s poetry at the eighth meeting of “Majolis
un-nafois” Tazkiras. As a result, “Majolis un-nafois” embodies both the tradition of
tazkirah and the tradition of writing commentary, and it also brings out the distinctive
feature of “Majolis un-nafois” from other tazkiras. At the same time, Alisher Navoi
started the tradition of writing comments on poets’ poems in Turkish-Uzbek literary
studies. Alisher Navoi intended to continue this tradition by writing a commentary on
Shah Gharib Mirza’s divan, but it seems that this intention did not materialize.

4-In Majalis Al-Nafa’is, Ali-Shir Nava’i provides, for the first time, systematic
information regarding Timur and Timurid poets, accompanied by examples of their
creative works. This constitutes extremely significant and rare historical data. Thus,
Ali-Shir Nava’i’s Majalis Al-Nafa’is distinguishes itself from preceding tazkiras
through these unique features. Its dedication to contemporaries established a structural
tradition that would prevail in the tazkiras composed between the 16th and 19th
centuries across Transoxiana, Khurasan, and Azerbaijan.

Ali-Shir Nava’i’s Majalis Al-Nafa'is consists of an introduction, eight meetings
(majlis), and a concluding section titled khilwat. The meetings within the work can be
categorized into three distinct groups:

The First Group: Comprising the first, second, and third meetings. Here, poets are
organized based on whether Ali-Shir Nava’i met them personally; a total of 311 poets
are discussed.

The Second Group: Including the fourth, fifth, and sixth meetings. These sections
focus on individuals associated with the world of letters, such as fazils and mirzadas,
as well as 125 virtuous and learned figures residing in regions beyond Khurasan.
The Third Group: Consisting of the seventh and eighth meetings. These chapters are
dedicated to Timur and the Timurid princes (23 individuals) who were engaged in
poetry and the arts.

The first session of Majalis Al-Nafd is opens with the mention (zikr) of Amir Qasim
Anwar, while its eighth chapter concludes with the mention of Sultan Husayn Bayqara.
In the khilwat section, the work culminates with narratives testifying to Sultan Husayn
Bayqara’s refined poetic talent, providing a regal closure to the anthology.
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Majalis Al-Nafais serves as an invaluable biographical source for Ali-Shir Nava’i
himself, detailing his interactions with mentors and contemporary poets such as
Abdurrahman Jami, Maulana Lutfi, Fazlullah Abulaisi, Mirzobek, Saifi Bukhari, and
Shaykhimbek Suhayli. As a vivid mirror of the multifaceted literary environment of
the 15th century, the work offers rare insights into literary movements, genre diversity,
and the unique qualities of individual poets. The scholarly critical text of Majalis Al-
Nafa’is was published in the Arabic alphabet by Suyima Ganieva, and the full text
appears in the 13th volume of the author’s collected works.

In conclusion, the prose works of Ali-Shir Nava’i are priceless monuments of
Turkic-Uzbek literature. These writings demonstrate the vast scope of his creative and
scientific heritage, proving that he enriched the cultural treasury of the Uzbek people
with unique masterpieces. Ali-Shir Nava’i was highly advanced in the systematic
organization of tazkira data and in advocating for high artistic and ideological
standards in literature. The most defining feature of his tazkira is the primary focus
on his contemporaries, a methodological shift that provided a living history of his era.

Shortly after its completion, Majalis AI-Nafa'is attracted significant attention from
poets, historians, and scholars across Eastern lands. Its translation into Persian three
times during the 16th century and its subsequent influence in Transoxiana, Iran, and
Turkey indicates the immense scholarly interest it generated and its role as a cross-
cultural literary bridge:

First Translation (1521-22): Composed in Herat by Fakhri bin Sultan Muhammad
Amiri, the court poet of Shah Tahmasp. Fakhri titled his translation Latoyifnama and
appended a ninth meeting containing information on 188 additional poets, the first part
of which he dedicated to Nava’i. He notably abbreviated the eighth meeting regarding
Sultan Husayn Bayqara, providing only two stanzas as examples.

Second Translation (1522-23): Completed in Istanbul by Muhammad Qazvini,
the court physician to Sultan Selim I and Sultan Suleiman I. Qazvini retained the
original title but referred to the sessions as “paradises.” He incorporated the eighth
assembly into the seventh and added a new “paradise” featuring classical poets and
the poetry of Sultan Selim and 150 court poets.

Third Translation (c. 1598): Executed by Shah Ali Abdulali during the reign
of Dinmuhammad in Nishapur. The only extant, though unfinished, copy of this
translation is preserved in the British Museum.

The value of the translations by Fakhri and Qazvini lies in their proactive approach;
while translating the work, they integrated supplementary information, narrations,
and anecdotes they had acquired or heard regarding each poet or creator.

Furthermore, records indicate that Majalis Al-Nafa 'is was published in Tashkent in
1336 Hijri (1917-1918 AD) by Muhammad Salim, compiled within a single volume
alongside works such as Hujjatul Kamilin, Boghi Eram, and Fazlut Tuzkor. The first
and second translations were later published together in a single book in 1945 by
Professor Ali Asqar Hikmat in Tehran. The work has also been translated into Russian
on several occasions.

Majalis Al-Nafa’is stands as a paramount document of 15th-century literary
life. This work not only illuminated the contemporary literary landscape but also
significantly fostered the development of the art of rhetoric. By introducing both the
literati and general readers to the creative activities, achievements, and shortcomings
of numerous writers, it remained a vital relic of 15th-century literary-critical views
for subsequent generations and exerted a transformative impact on the evolution
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of tazkira writing. At the end of the 16th and beginning of the 17th century, the
Azerbaijani literary critic Sadigbek, inspired by and utilizing Majalis Al-Nafa'is,
authored Tazkirayi Majmaul-Havos in Ali-Shir Nava’i’s native language, Uzbek. As
the foundational work of Uzbek tazkira writing, Majalis Al-Nafa'is paved the way
for numerous subsequent tazkiras, complexes, and bayaz collections in the Uzbek
language, serving as an enduring model.

In his book Majalis Al-Nafa'is (“Elegant Meetings”), Ali-Shir Nava’i provides
comprehensive information on the literati residing in Khurasan and Transoxiana during
the 15th century, as well as the refined individuals who shared their aesthetic tastes.
In the sixth meeting of Majalis Al-Nafa'is, Ali-Shir Nava’i reports on the eloquent
and virtuous men living and working outside of Khurasan. These figures hailed from
diverse regions, including Samarkand, Khorezm, Karshi, Badakhshan, Hisar, Qazvin,
Sova, Kirman, Turkman, Qum, Iraq, Shiraz, Lor, Yazd (Kayumov, 2014, 227).

The poetological research concerning the creators featured in the work can be
categorized into the following groups:

1. Autographic data
Comments on character-specificity

2.
3. Information about his creativity and literary-aesthetic views
4.  Author’s assessment

5.

An example of the poet’s work

Observations indicate that the depth of this information varies among the featured
artists. Notably, information regarding Samarkand-based artists is distributed across
various meetings. It is established that figures such as Khwaja Ismatullah, Maulana
Khayoli, Maulana Bisoti, Syed Ali Hashimi, Maulana Muhammad Olim, Maulana
Badakhshi, Khwaja Fazlullah Abulaysi, Maulana Uloi Shoshi, Harimi Qalandar,
Maulana Mir Qarshi, Maulana Jawhari, Maulana Khovari, Maulana Halvai, Maulana
Riyazi, Maulana Sakkoki, Mirza Haji Sogdi, Mirzobek, Syed Qutb Lakadang, Maulana
Safi, Ahmad Hajibek, Khoja Khurd, Abulbaraka, Khoja Khavand, Maulana Mo’mini,
Arif Farkati, and Maulana Nasiriddin are documented within the work. While some
lived and created in Samarkand, others were connected to this environment through
their education or travels. For instance, Khwaja Ismatullah, Maulana Khayoli,
Maulana Bisoti, Syed Ali Hashimi, Maulana Muhammad Olim, and Maulana
Badakhshi are found in the first assembly; Khwaja Fazlullah Abulaysi, Maulana Uloi
Shoshi, Harimi Qalandar, Maulana Mir Qarshi, Maulana Jawhari, Maulana Khovari,
Maulana Halvai, Maulana Riyazi, Maulana Sakkoki, Mirza Haji Sogdi, Mirzobek,
and Syed Qutb Lakadang appear in the third assembly; Maulana Safi in the fourth; and
Ahmad Hajibek in the sixth.

As a preeminent scholar, Ali-Shir Nava’i does more than analyze individual poets;
he addresses and resolves broader problems of literary theory and poetics. Ali-Shir
Nava’i focuses intensely on the relationship between form and content—the central
concerns of the era’s cultural life. He advocates for the unity of these elements,
opposing the elevation of form at the expense of content, while simultaneously
rejecting any disdain for form, which he views as a crucial hallmark of great art. In
characterizing a poet, he evaluates not only the ideological depth but also the artistic
skill, using these as the basis for defining the poet’s status. A careful study of his
thoughts reveals that Ali-Shir Nava’i viewed literature as an integral part of culture
that is unimaginable without artistic form. He asserts that a work lacks value if it does
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not maintain a leadership of idea within a perfect unity of form. As he expresses in
Hayrat ul-Abror:

“Nazmda ham asl anga ma 'ni durur,
Bo‘lsun aning surati har ne durur (Navoi, 1991, 51).

- in his description of the poet Ali Ohiy in “Majolis” he emphasizes again on the
basis of factual information:

“Mawlano Ali Ohiy - Mashhaddindur. How many masnavis should I mention in
the cover of “Khamsa” so that it will be brought to the cover, it is impossible. He is
not famous for that. There is a verse in the equestrian book “Khayal va Visol”, but 1
have written it in the chapter of my poem:

She reki buvad zi nukta soda,
Monad hama umr yak savoda”. (Navoi, 1997, 9).

Translation: If a poem is devoid of subtle (good) meaning, it will remain a
blackness for the rest of its life.

In Majalis Al-Nafa'is, Ali-Shir Nava’i does not explicitly set out to perform
exhaustive artistic analyses of every work; indeed, the established tradition of tazkira
writing did not mandate such a requirement. Nevertheless, the profound literary and
critical insights embedded within the work serve to illuminate 15th-century literature
and the creative output of its numerous representatives.

As a reviewer, the author seeks to define the position of various poets within
fiction, evaluate their artistic creativity, and highlight the distinctive characteristics
of their works. At times, he reflects deeply on specific aspects of a writer’s creativity,
a particular work, or even a single fragment. In certain instances, he provides
biographical data without extensive commentary or chooses to relay the opinions of
third parties—an approach necessitated by a commitment to objective and truthful
literary documentation. It was practically impossible for Ali-Shir Nava’i to collect
and study the complete works of all 459 poets during his lifetime; indeed, he notes in
several passages that gathering information and samples of works for certain writers
was a task of immense difficulty.

A notable feature of Ali-Shir Nava’i’s work is his special encouragement of young
artists who had “recently emerged” (emdi paydo bo‘lg’an) or “newly entered the
field” (emdi arog’a kirgan). Many of these figures were students from diverse regions
studying in Herat. Regarding these burgeoning talents, Ali-Shir Nava’i writes that
for some, their “poetry has not yet achieved fame” (nazmi hanuz shuhrat tutmaydur),
while for others, he expresses the “hope that they will write even better” (umid ulkim,
yaxshiroq aytqay). Among such talents were Sayyid Abdulatif, Sa’d, Naziri, and
madrasa students like Mirasadullo, Bihishti, and Mirhusayn—many of whom studied
at Ali-Shir Nava’i’s own madrasa. Beyond guiding their creative trajectories, Ali-Shir
Nava’i acted as a patron, remaining mindful of their financial well-being. Furthermore,
Majalis Al-Nafais is remarkable for providing extensive information on poets writing
in the ancient Uzbek language, reflecting Ali-Shir Nava’i’s sociopolitical and literary
commitment to the development of Turkic letters.

Ali-Shir Nava’i resided in Samarkand between 1465 and 1469. During this
period, he initially faced financial hardships until he received the patronage of the
city’s governor, Ahmed Hajibek. Ali-Shir Nava’i’s deep respect for Ahmed Hajibek
is evident throughout the pages of Majalis Al-Nafa'is. For instance, regarding the
poet Mavlana Zamani, Ali-Shir Nava’i notes that the poet originally used the pen
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name “Vafai.” At Ali-Shir Nava’i’s request (faqir iltimosi bila), the poet changed it
to “Zamani.” This request was made for two reasons: firstly, as a servant of Sultan
Badiuzzamon Mirza, the name “Zamani” was more appropriate; and secondly, because
Ahmed Hajibek already used the pseudonym “Vafai” (Vafoiy) for his famous poetry
and diwan. Ali-Shir Nava’i deemed it unsuitable for another to share the same pen
name as such a great man (Nava’i, 1997, 54). He describes Ahmed Hajibek as a man
of “beautiful countenance, good morals, and refined character,” noting that he ruled
the Samarkand region for a time and was a great admirer of poetry (Nava’i, 1997, 85).

While in Samarkand, Ali-Shir Nava’i studied jurisprudence under the renowned
scholar Haja Fazlullah Abullais, a relationship depicted with significant affection in
the work. It is noteworthy that Ali-Shir Nava’i maintains a clear, analytical approach
toward each writer’s work, reaching definitive conclusions about their achievements
and flaws. As a master poet himself, he does not merely point out shortcomings but
often suggests corrections, paying equal attention to ideological content and artistic
craft.

In evaluating a poet’s personality and activity, Ali-Shir Nava’i particularly values
those engaged in sciences that benefit society and who possess comprehensive cultural
knowledge. Regarding the poet Binai, he remarks: “He possesses immense talent.
Initially, he occupied himself with his studies, where he showed great maturity... he
developed a love for calligraphy and mastered it in a short time. He then showed
an interest in musicology, classifying many works and even authoring a treatise
(risala) on the subject” (Nava’i, 1997, 41). Similarly, his entry on Khwaja Abdullah
Sadr reinforces this view, noting the subject’s uniqueness in the sciences of music
and calligraphy, as well as his mastery of the art of the essay (insha) (Nava’i, 1997,
78). In the tazkira, a wide space is reserved for creators who received this kind of
acclaim from Ali-Shir Nava’i; Maulana Salimi, Mir Atullah, Maulana Sharbati, Ustad
Qulmohamad, and others are among such figures.

It is well-established that Ali-Shir Nava’i briefly informs the reader about the
lives of the mentioned individuals in each meeting of Majalis Al-Nafa’is (‘“Elegant
Meetings”) before providing examples of their poems. However, he speaks cautiously
when evaluating their works, though he does not hesitate to express a firm opinion
regarding those he deems worthy of criticism (Kayumov, 2010, 361).

While in Samarkand, Ali-Shir Nava’ireceived numerous lessons from distinguished
scholars such as Sheikh Sadriddin Ravasi, Sheikh Kamal Turbati, Syed Hasan
Ardasher, Khoja Muhammad Astrabadi, Khoja Yusuf Burkhan, Abdurrahman Jami,
and Maulana Fasihiddin Sahib, all of whom possessed deep knowledge of Arabic,
religious, and scientific literature. However, the poet spent most of his time within the
circle of Abu Lais Fazlullah, a famous scholar of that era, and in his madrasa. Abu
Lais Fazlullah was regarded as the alamul ulama (scholar of scholars) of Samarkand.
Ali-Shir Nava’i effectively utilized his rich library, and two years of continuous study
at this madrasa allowed him to study the Arabic language, jurisprudence, the Qur’an,
hadiths, and Arabic literature in depth. It is evident that the knowledge Ali-Shir Nava’i
gained in Samarkand played a key role in refining his understanding of language,
Sharia law, and worldly sciences.

During this period, Ali-Shir Nava’i read extensively on poetry and literary theory,
memorizing the verses of both his predecessors and contemporaries. In Muhakamat ul-
Lughatayn, he provides the following insight: “During the days of my youth (shabab),
I memorized more than fifty thousand verses of the sweet and colorful poetry of the
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shuara—the magicians and charmers of verse—and I found solace and joy in their
beauty.”

Thus, while Ali-Shir Nava’i lived in Samarkand under the protection of the city’s
governor Ahmed Hajibek-Vafoi, he dedicated two years to studying Arabic, poetry,
and jurisprudence under the famous scholar Fazlullah Abulaysi Samarkandi. He
also benefited from the spiritual conversations of Khwaja Ahrori Vali (1404-1490),
the leader of the Nagshbandi order. He maintained close creative relationships with
figures such as Maulana Uloyi Shoshi, Darvesh Ahmad Samarkandi, Khoja Hurd,
Maulana Muhammad Olim, Maulana Soyili, Riyazi, Shaykh Suhaili, Mirzobek,
and Yusufshah Safai, gaining a great reputation through his active participation in
mushairas (poetry recitations). During his stay in Samarkand, he authored various
works, compiled Sabat ul-Abhur (a dictionary of Arabic words), finished a masnavi
for his mentor Syed Hasan Ardasher, and composed the ode Hilaliya.

A primary indicator of literary advancement is the expansion and detailed
development of diverse genres. In Majalis Al-Nafd'’is, Ali-Shir Nava’i provides
significant information about various literary genres and the poets who mastered them.
He paid particular attention to the epic genre, highlighting poets such as Abdurrahman
Jami, Shayhim Suhaili, Abdullah Khatifi, Khoja Hasan Hizrshah, Fasih Rumi, Khoja
Imad, and Zova Qazi. In the tazkira, representative verses from the masnavis of these
poets are meticulously cited.

Often, a critical evaluation is condensed into one or two sentences, identifying the
poet’s inspirations, their preferred genres (such as ghazal, qasida, or muamma), and
their technical skills. This definition is typically completed by citing a stanza, a rubai,
or a muamma as an example. The data in the tazkira indicates that the ghazal genre
was particularly widespread during this period.

The masters of the muamma (literary riddles) mentioned in Majalis Al-Nafa'is
include Sharafiddin Ali Yazdi, Fazlullah Abulaysi, Muhammad Muammayi,
Muhammad Nematabadi, Yusufshah Badii, Sayfi, Mirhusayn Muammayi, Shayhzodai
Ansari, Arghun, and Muhammad Omili. When describing these poets, Ali-Shir
Nava’i almost always highlights their ability to articulate and solve complex riddles,
frequently citing examples of their mastery.

The data within the tazkira demonstrates that Ali-Shir Nava’i was deeply concerned
with the development of all literary genres of his time. However, it should be noted
that he did not aim to provide an exhaustive account of the ideological content of the
entire literature of the era. As stated in the preface, his primary intention was to bring
the poets together to serve as “a focus for everyone’s unceasing passion” for the art
of speech.

The title of the “Sixth Session”, as noted, is: “Xurosondin o zga mamolik fuzalo
va zurafosi zikridakim, bu asrda holo bordurlar va har qaysi oz xo rdi holig'a ko ‘ra
shiringuftor” va sohibdevon va ash'ordurlar”. After that, the following sentence

is presented in the form of an appendix: “Ul jumladin Samargand ahlig‘a shuru’

qilali”(Navoi, 1997, 85).

It is well-established that the term “art” derives from the Arabic root sun’ (+==iz),
which fundamentally signifies “to create” or “to fashion.” According to the Annotated
Dictionary of the Language of Ali-Shir Nava’i’s Works, the word “art” (san’at) is
interpreted within the context of Ali-Shir Nava’i’s corpus as craft, profession, mastery,
and skill. Furthermore, it appears in various lexical and grammatical forms referring
to the creator, such as artist or artisan (san ‘atkor).

TURKISH CULTURE AND HACI BEKTAS VELI RESEARCH QUARTERLY SUMMER - JUNE 2026 / ISSUE 118

705



706

MAKALE

While Ali-Shir Nava’i is traditionally revered as the “sultan of the ghazal estate,”
he was equally the khagan of the prose realms (prose mamolik). In the works of
Eastern literary masters, there are approximately 120 recognized types of artistic
devices (literary arts) utilized in both prose and verse. These arts are systematically
divided into three primary categories:

1. Lafziy;
2. Ma’naviy,
3. Mushtarak.

The science of Eastern poetry has traditionally developed in three fundamental
directions: the science of prosody (/Im-i Ariiz), the science of literary embellishment
({lm-i Badi), and the science of rthyme (/Im-i Qafiya). Ilm-i Ariz is dedicated to
regulating the weight and meter of the poem, ensuring rhythmic consistency. /lm-i
Badi (the science of art) provides the theoretical framework and means for creating
poetic imagery and aesthetic resonance. Lastly, the science of rhyme focuses on the
phonetic harmony and structure at the conclusion of poetic lines.

The second designation for /lm-i Badi is Badayi’ al-Sanayi’, which translates to
the “fine arts” of literature. As previously noted, the term “art” (san’af) is derived
from the Arabic root sun’, meaning “to create,” and signifies the deliberate act of
artistic fashioning. There are numerous methodologies for creating literary art, which
are primarily categorized into two groups: spiritual arts (ma ‘naviy), which pertain to
the depth of meaning, and verbal arts (/afziy), which relate to formal and phonetic
structure.

In Ali-Shir Nava’i’s work Majalis AI-Nafa'is, these artistic devices are widely and
expertly employed. One of the most prominent verbal arts found within the text is
tarst’. This art involves a structural symmetry where the words in the first hemistich
(misra) and the words in the second hemistich are perfectly harmonious, balanced,
and rhyming with one another. In the second meeting of Majalis Al-Nafa'is, Ali-Shir
Nava’i discusses the poet Darvesh Mansur of Sabzavar as an exemplary figure in the
application of farsi’.

Ali-Shir Nava’i’s utilization of tarsi’ and other phonetic devices in his prose serves
a dual purpose: it demonstrates his own creative mastery while providing a formal
structure that complements the high aesthetic quality of the poets he critiques. By
integrating these arts, Ali-Shir Nava’i elevates the tazkira from a mere biographical
catalog to a work of high literature in its own right: “Ikki aruz tasnif qildi va masnu’
qasida aytibdurkim, matlai budurkim... Tarse’ san’ati pokiza voge’ bo ‘lubdur”:

Bas davidam dar havoi vasli yor,

Kas nadidam oshnoi asli kor. (Navoi, 1997, 21).

Navoi describes the poet Riyazi and cites a verse from his work as an example:
Sitoraist duri go‘shi on hilol abru,

Zi ruyi husn ba hurshid mezanad pahlu. (Navoi, 1997, 32).

In order to connect the verses in this verse, emphasizing the need for the connector
-ki, Navoi offers the following option:

Zi ruyi husn duri go‘shi on hilol abru,
Sitoraistki, bo moh mezanad pahlu. (Navoi, 1997, 32).

There is no doubt that in the version proposed by Navoi, the simile in the poem is
similar to the truth, except that the verses of the verse are interconnected. In Riyazi’s
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version, the star is depicted next to the sun, and in Navoi’s version, the star is depicted
next to the moon. But Riyazi does not accept this critical correction, Navoi writes:
“Insof yuzidin kerakki, musallam tutsa erdi, jadal bunyod qildi, faqir soqit bo‘ldum.
O‘z yoronlari talashtilar ham qabul gilmaydi”. (Navoi, 1997, 32). This attitude of
a mathematician toward impartial and useful criticism can also be explained by the
inherent arrogance and conceit of his character. In any case, Ali-Shir Nava’i begins
his account of Riyazi by identifying him as an “arrogant yet competent person.” Such
information indicates that Ali-Shir Nava’i perceives a fundamental commonality and
connection between the personality of the creator and the nature of the works they
produce.

The art of tard-i aks (chiasmus/conversion) is a poetic device that involves the
repetition of words or phrases in reverse order. It consists of taking two elements from
the first line of a poem and interchanging their positions in the subsequent line. As
a result of this structured repetition, these words or phrases are not only emphasized
but their meaning is also renewed, thereby enhancing the overall depth and content
of the verse. In the second session of Majalis Al-Nafd'is, Ali-Shir Nava’i describes
Mirzobek as follows and quotes a verse in which this specific art is expertly utilized:
“...Tab’va fahm va otaru tutarda bu ikki mulk yigitlari orasida saromadi zamona bu
nav’ta riflardin mustag ‘niy. Bu matla’ aningdurkim:

Ko ‘zung ne balo qaro bo ‘lubtur,
Kim jonga qaro balo bo ‘lubtur (Navoi, 1997, 37).

“Zulqgafiyataindur and his rhymes are tardy, but it is a poor man’s duty to answer.
If only this kind of thing had passed into his language more frequently, but he would
not have cared for it. I finished this rug and completed it in his memorial divan”
(Nava’i, 1997, 37). In this verse, the phrase bala-yi kara (the calamity of the work)
and its inverted counterpart are repeated, illustrating the formal complexity Ali-Shir
Nava’i admired.

A careful observer of the literary process and an incomparable connoisseur of
poetic theory, Ali-Shir Nava’i describes in the Majalis Al-Nafa'is sessions the various
literary types, genres, and artistic visual tools used by poets. We have highlighted only
the primary examples of these devices here.

Amir Qasim Anwar (Shah Qasim Anwar Tabrezi; 1346, Tabriz — 1433, Jam) was
a figure of immense linguistic breadth, possessing a command of Arabic, Greek,
Persian, and Turkish. He spent most of his life in Herat and also resided in Samarkand.
His complete works, published in Tehran in 1959, include a collection of ghazals, the
masnavi titled Anis ul-Ashigin (Friends of Lovers), Tawajjuhnama (a work concerning
the seekers of Allah), Wagiai Herat (Events of Herat), Risolai Vujud (a treatise on
existence), Makotib (Letters), and Savolu Javob. Qasim Anwar is celebrated as a major
representative of Sufi literature, following the tradition of Jalaluddin Rumi, while also
addressing socio-political and moral issues. Ali-Shir Nava’i provides extensive details
regarding this poet in his work Nasayim AI-Muhabbat.

Regarding Khwaja Ismatullah, the following verse is cited:
Dil kabobest k-az u sho‘r barenghtaand,
Vaz namakdoni Khalilash namake rekhtaand. (Nava’i, 1997, 6).

Content: The heart is a kabob, made saltier by those who caused a commotion, for
they have sprinkled salt upon the heart from the salt pan of Khalil (referring to a true
friend).
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In this verse, Ali-Shir Nava’i identifies the use of several poetic arts, including
rhyme, tashbih (metaphor/simile), iyham (amphibology), and ishtiqaq (etymological
derivation). For example, the rhymes are skillfully formed by the correspondence
between the words barenghtaand and rekhtaand.

Rhyme (from the Arabic for “to follow”) refers to the systematic use of
melodious, corresponding sounds within a poetic text. It plays a foundational role
in the intonation, rhythmic structure, syntactic unity, and clause structure of a poem.
Furthermore, rthyme serves to make poetic speech more melodious and effective,
significantly facilitating the memorization of the verses

Dil kabobest k-az u sho ‘r barangextaand,
Vaz namakdoni Xalilash namake rextaand. (Navoi, 1997, 6)

Rhyme and its types and structural structure are studied in a separate discipline
in Eastern poetics — “The Science of Rhyme”. This theory has great potential in
phonetically checking the composition of the rhyme. According to him, the rhyme
consists of the letter ravi (the lexical meaning of which is a rope for tying a load on
a camel, and the lexical meaning of which is the main element that makes up the
rhyme) - a sound. For example, in the words “barengkhtaand” — “rekhtaand” in the
given example, the d sound is rawi. According to the theory of rhyme, in addition to
the narrator, there are eight other elements in the rhyme, four of them - ridf, qahid,
tasis and zahr - come before the narrator, and four - wasl, khuruj, mazid and noyira
come after the narrator.

According to classical poetics, thymes are divided into two main groups -
mugqayyad (based on the harmony of the root) and absolute (harmony of words with
adverbs) rhymes.

Mugayyad rhyme consists of elements such as rawi, tasis, ridf, zahr, and
absolute rhyme includes elements such as wasl, khuruj, mazid, noyira. In relation
to the use of these elements, there are seven types of muqayyad rhyme (muqayyadi
mujarrad, muqayyadi muassas, ma’sisli and daxlli muqayyad, ridfi murakkadli
mugqayyad,qaydli muqayyad), and absolute thyme is 25 types. (mujarrad, ta sisli,
ta sisli and daxilli, ridfi asliyli,, ridfi mufradli, ridfi murakkab, qayd, xurjli, ta sis and
xurujli, tasis, daxil and xurujli, ridfi asliy and xurujli, ridfi murakkab and xurujli,
qayd and xurujli, mazidli, tasis and mazidli, tasis, daxil and mazidli, radfi asliy and
mazidli, qayd and mazidli, ridfi murakkab and mazidli, noyirali, ta sisli and noyirali,
ta sis, daxil and noyirali, gayd and noyirali, ridfi asliy va noyirali, ridfi murakkab and
noyirali).

It can be seen that the Eastern classical rthyme theory is a very perfect phonetic
system in terms of its character.

One of the arts used in the verse is iyham, which means doubt. It is a poetic art in
classical literature, based on the literal and figurative meanings of words:

Dil kabobest k-az u sho r barangextaand,
Vaz namakdoni Xalilash namake rextaand. (Navoi, 1997, 6)
The word “Khalilash” in the verse means a friend, a name of a person.

Ishtiqaq is the art of using rhyming words in verses. If we compare the defined
words in the given examples, the phenomenon of word formation is noticeable:

Dil kabobest k-az u sho r barangextaand,

Vaz namakdoni Xalilash namake rextaand. (Navoi, 1997, 6)
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Tashbih means to be likened to something. It is one of the most widely used
arts in Eastern literature. It compares things according to their real and figurative
relationships.

As can be seen from the highlighted words in the following stanzas, tashbihi
mugqayyad was used:

Dil kabobest k-az u sho r barangextaand,

Vaz namakdoni Xalilash namake rextaand. (Navoi, 1997, 6).

A type of simile consisting of only mushabbih and mushabbihun bih, in which
both tashbih mugayyad wajih tashbih and medial tashbih are omitted. The art of
Tashbih is used based on the following four juzv:

1. Mushabbih — what is compared is a concept.

2. Mushabbihin bih — whatever it looks like, that thing is a concept.

3. Vajhi shabih — aspect of relationship, simile, comparison between mushabbih
and mushabbihun bih.

4. Vositai tashbih — simile sign.

In the above poems, wajhi tashbih juzvi is not used. So, according to their
composition, tashbihi mujmal.

Another verse of Khoja Ismatullah is quoted, which clearly reflects the spiritual
art of exaggeration.

According to its definition in poetry, exaggeration is an Arabic word that means
enlargement, strengthening. It means the art of exaggerating and intensifying the state
or movement of an artistic image depicted in a literary work. The following verse
contains this art in the line “bahri begaronki, jahonest dar barash”:

In bahri begaronki, jahonest dar barash,
G ‘avvosi aqli kull nabarad pay ba gavharash. (Navoi, 1997, 6).

Content: This boundless sea contains the worlds. The divine intellect cannot
discern the gem from it.

In this place, the worst type of exaggeration is used. Ighraq' - (Arabic, to get
away with something) is a form of exaggeration widely used in poetry. A quality or
character, a condition, which is drawn in the pen is exaggerated to such an extent that
even if it is possible to imagine it, it does not completely correspond to the reality
of such an image. Igrog is also actively used in epic poetry. For example, in Alisher
Navoi’s epic “Farhad and Shirin”, the characteristics of Farhad: his hard work, both
mental and physical acceleration, extraordinary strength and intelligence, and the
description of him as a master of science and magic are described by this art. we can
say at derivative.

Maulana Khayoli:
Ey tiyri g ‘amatro dili ushshoq nishona,
Xalqge ba tu masul, tu g ‘oyib zi miyona. (Navoi, 1997, 6)

Content: Oh, the arrow of your pain is aimed at the hearts of lovers! The whole
nation is busy with you and you are gone.

1 Ighraq - the art of extreme exaggeration (it is often said by major literary experts that «thinking is
possible - action is impossible»).
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There are arts such as rthyme (sign-miyona), takrir (tu - sen), tanosib (sorrow,
language is ushshoq) in the verse.

The second stanza is a good story:

Gah mu takifi dayramu gah sokini masjid,

Ya 'neki, turo metalabam xona ba xona. (Navoi, 1997, 6)

Content: Sometimes I worship in a temple, sometimes I live in a mosque. That is,
I am looking for you from house to house.

In this verse, the art of takrir (gah - gah, room - room) is wonderfully expressed.

Tashxis? — (from the Arabic root “shakhs”, which means “personalization”) is one
of the widely used artistic image tools in our classical poetry. T. transfers the physical
and mental states unique to humans (thinking, thinking, speaking, being happy or
suffering, being sick, injured, competing, loving, jealous, etc.) to elements of nature,
creatures, objects and events in existence. the art of decay. In the following stanza,
such a situation is observed in the movement of the eye - the eye leads the heart in all
directions:

Dil shishavu chashmoni tu har go'sha barandash,
Mastand, mabodoki, banogah shikanandash. (Navoi, 1997, 7)

Tanosub?® — one of the poetic arts. In a verse, in general, in poetic clauses, it is
formed by using words that mean concepts that are close to each other in terms of
meaning. For example, the word “shisha” is meaningfully connected with the words
“mast” and “shikanand’ to create a complete concept, a complete expression and a
vivid image:

Maulana Badakhshi:

Ey zulfi shab misoli turo dar bar oftob,

Az shab ki did soyaki uftad bar oftob! . (Navoi, 1997, 11)

Content: Who has ever seen the sun (that is, the face of the beautiful) embraced by
a black wolf like night, and the night cast a shadow on the sun?!

Tajohuli orifona:* lexically means to know and not to know. This is how it is used
in verse for figurative expression: Az shab ki did soyaki uftad bar oftob!

Radif art:5 was manifested through the word “Sun”.

2 Tashxis (Arabic - personalization) is a type of artistic art of revitalization; the art of transferring human
characteristics to various objects, animals, birds, plants, etc. Tashxis is widely used both in oral speech
and in works of art. Tashxis serves to make the artistic image clearer, brighter. Uzbek folklore, classical
literature, and modern poetic and prose works contain beautiful examples of Tashkhis.

3 Tanosub is the art of using words in the stanzas of a poem to convey related and closely related
concepts. When we think about something, we see its signs and characteristics. For example, when we
talk about the sun, first of all, we think of'its rays, and when we think of a face, the eyes, eyebrows, lips,
and mouth that are directly related to it come to life in our imagination. We imagine a scene completely
with the help of these. It is the same in poetry. When describing an event, the poet uses words close to
it in terms of meaning, and this helps to describe it more vividly and more reliably.

4 Tajhouli orifona (Arabic: knowing without knowing) is one of the methods of simile in classical
poetry; the poet uses one or more similes in relation to that source (usually a friend, a lover) in order
to strengthen and exaggerate the source of the simile, but behaves like an ignorant person, pretends to
be ignorant, and asks others about the correctness of these similes. In fact, it is necessary for the poet
to make himself unknowable, and there are no flaws or mistakes in his similes; its real purpose is to
clearly embody the image of a person in front of a person’s eyes based on exaggerated descriptions and
similes.

5 Radif (Persian:an ), lit. “order’) is a rule in Persian, Turkic, and Urdu poetry which states that, in the
form of poetry known as a ghazal, the second line of all the couplets (bayts or shers) must end with the
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Radif: (Arabic - riding, izma - trailing) is a word or combination of words that
is repeated exactly after the rhyme in classical poetry. Along with ensuring the
melodiousness and musicality of the poem, the radifs are directed to the goal of
emphasizing a specific idea put forward in the work, focusing the poet’s attention on
that idea. For example:

As it is known from the highlighted words in the following verse of Harimi
Qalandar, majoziy tashbih is used:

Necha yig ‘lay sham'dek hajringda, yorim, kechalar,
Ohkim kuydirdi dog i intizorim kechalar. (Navoi, 1997, 26)

Animating objects and events in nature in a work of art, as well as transferring
human characteristics to animals, birds, and inanimate objects is called tashxis:

In the first line of the verse, the imagery of “weeping like a candle” creates a
profound metaphorical resonance. The verse also incorporates several classical arts,
including nido (exclamation/address), radif (the repeating word or phrase following
the rhyme), and tanosib (congruity), as seen in the thematic link between the candle
(sham’) and the act of burning.

Regarding Maulana Khavari, Ali-Shir Nava’i cites:
Bozi-bozi maro bixohad kusht. (Nava’i, 1997, 31).

Content: Sometimes he strikes me with a stick, sometimes with his fist; he seeks
to kill me in a playful manner.

In this instance, the art of mukarrar (repetition) is utilized. This device, meaning
“repeatedly” or “one after another,” involves the deliberate use of doubled words or
phrases across both lines of a verse to emphasize a specific action or emotion.

Similarly, in the work of Maulana Sakkoki:
Ne nozu bu, ne shevadur, ey jodu ko ‘zluk, sho xshang,
Kabki dariy tovusda yo ‘q albatta bu raftor-u rang. (Nava’i, 1997, 34-35).

In this verse, Ali-Shir Nava’i identifies several poetic devices: exclamation (ey
jodu ko zluk), thyme (shokshang — raftor-u rang), tanosib (the thematic connection
between the kabki dari partridge, the peacock, and their colors/movements), and
takrir (repetition of “bu”).

Throughout Majalis Al-Nafa'is, Ali-Shir Nava’i provides significant insights into
various poets and the genres in which they achieved success. He paid considerable
attention to the epic genre, identifying key practitioners of the masnavi. His critical
evaluations are often concise sometimes only a sentence or two focusing on the poet’s
influences, their preferred genres (such as ghazal, gasida, or muamma), and their
technical skill. These definitions are typically supported by citing a stanza, a rubai, or
a muamma as an illustrative example.

Tazkira data suggests that the ghazal was the most widespread genre of the
period, though Ali-Shir Nava’i also documents lyrical forms like the gita, rubai,
and the Turkic fuyug. While types such as muamma (literary riddles) and maqlub
(palindromes/anagrams) are sometimes considered formalistic, their development
reflects the high value placed on artistic precision and technical sharpening during
that era. Ali-Shir Nava’i also records instances of historical chronograms (tarikh). His

same word. This repeating of common words is the radif of the ghazal. It is preceded by a qaafiyaa,
which is a repeating pattern of words.
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own prose in Majalis Al-Nafa 'is masterfully employs arts such as saj’ (rthymed prose),
tarst’, tajahil ul-arif (feigned ignorance), talmih (allusion), and tard-i aks.

As a preeminent scholar, Ali-Shir Nava’i addresses fundamental problems of
literary theory, particularly the relationship between form and content. He defends
the necessity of advanced form while warning against prioritizing it over ideological
depth. Although the tradition of tazkira writing did not strictly require exhaustive
artistic analysis, Ali-Shir Nava’i’s critical comments illuminate the 15th-century
literary landscape and the unique characteristics of its representatives. He evaluates
poets with honesty, sometimes offering his own insights and at other times relaying
the consensus of the literary community.

Ali-Shir Nava’i remains particularly attentive to both ideological content and
minor technical defects. He viewed literature as a legitimate reflection of life’s diverse
events, reacting with sensitivity to satire, irony, and humor. In his evaluations, he
especially honors those creators who engaged in sciences beneficial to society and
possessed a comprehensive cultural education. Furthermore, Ali-Shir Nava’i offered
special encouragement to young artists who were “recently emerged” (emdi paydo
bo‘lg’an) or “newly entered the field” (emdi arog’a kirgan), many of whom were
students in Herat. He nurtured these talents, even when their “poetry had not yet
achieved fame” (nazmi hanuz shuhrat tutmaydur). Finally, Majalis Al-Nafa’is remains
a critical record for poets who composed in the old Uzbek language, where Ali-Shir
Nava’i refers to masters of speech with respectful titles such as nadim (companion),
badihagoy (extemporaneous poet), goyanda (singer/reciter), or preacher, documenting
their unique performance skills.

Conclusion

The structural and artistic study of Ali-Shir Nava’i’s Majalis Al-Nafa'is leads to
the following scholarly conclusions: While several tazkiras existed prior to Ali-Shir
Nava’i’s work such as Lubab al-albab, Tazkirat ush-Shuara, and the seventh chapter of
Baharistan these were composed primarily in Persian-Tajik and often focused strictly
on biographical data. There was, therefore, a profound necessity for a tazkira in the
native Uzbek language. Majalis Al-Nafa'is emerged as a pioneering and invaluable
work, establishing the foundation for Uzbek tazkira writing. Its most significant
innovation was Ali-Shir Nava’i’s primary objective: documenting his contemporaries
and those aspiring to join the literary ranks. This approach deeply influenced the
subsequent development of the genre across other nations, as later authors began to
compose their works based on the specificities of their own eras.

One of the most defining features of Ali-Shir Nava’i’s tazkira is its role as a vital
history of both Uzbek and Tajik literature, providing concise yet essential information
on the life and creative output of each poet. Consequently, shortly after its completion,
Majalis Al-Nafa'is attracted the attention of poets, historians, and scholars throughout
the East. The fact that it was translated into Persian five times during the 16th century
alone testifies to the immense interest it generated in Transoxiana, Iran, and Turkey. At
the end of the 16th and beginning of the 17th century, the Azerbaijani critic Sadigbek,
inspired by this model, authored Tazkirayi Majma ul-Hawas in Ali-Shir Nava’i’s
native Uzbek language. Thus, Majalis Al-Nafa'is served as the archetype for numerous
subsequent complexes and bayaz collections. In Majalis Al-Nafa'is, Ali-Shir Nava’i
offers detailed insights into various literary genres and the poets who mastered them,
with a particular emphasis on the epic tradition. His critical evaluations, often distilled
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into one or two sentences, identify a poet’s inspirations, preferred genres (such as
ghazal, qasida, or muamma), and technical skill. These assessments are finalized with
illustrative examples, which indicate that the ghazal was the most widespread genre
of the period.

The tazkira encompasses a wide array of genres, including muamma (riddles),
tarikh (chronograms), masnavi, qasida, ghazal, and rubai. Satire and humor—
which Ali-Shir Nava’i categorizes as zarafat, hajv, mutoiba, hazil, or mazoh—are
also represented through the works of creators like Olim Said, Abdulla Astrobadi,
Jununi, Mazhar, Sayyid Ghiyasiddin, and Sheikh Suhaili. Furthermore, information
is provided on lyrical genres such as gita, rubai, and tuyug. While forms like the
muamma are sometimes viewed as purely structural, their flourishing evidence is the
high degree of artistic skill and formal precision achieved in that era.

The work contains numerous examples of poetic arts, including saj’, tarsi’, tajahil
ul-arif, talmih, and tard-i aks. The cited poems further illustrate the use of mubalagha
(hyperbole), ishtigaq, tashbih, tanasib, tansuq us-sifat, takrir, kafiya, radif, hajib,
tajnis, and tazad. As a preeminent scientist and scholar, Ali-Shir Nava’i did not merely
catalog poets but resolved fundamental problems of literary theory, particularly the
balance between form and content. He defended the necessity of advanced form
while warning against its preference over ideological depth. In Majalis Al-Nafd'is,
Ali-Shir Nava’i demonstrates profound respect for the masters of speech, referring
to them as nadim, badihagoy, guyanda, or preacher, while documenting their unique
performance skills. Ultimately, the work remains an indispensable record of 15th-
century literary production; for many poets included in its pages, Majalis Al-Nafa'is
provides the only surviving evidence of their existence and their creative legacy.
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