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Abstract
In this article, the Khamsa genre is examined in detail with its various forms, imagery, and 

plot structures within Persian and Turkic literatures. Works of this type written by different 
authors have been compared. The Khamsa, a five-part work, has been analyzed in terms of 
writing traditions and the similarities and differences of the events within them. The attitude 
of Alisher Navoi toward this genre, which originally formed in Persian literature, and his 
perspective on the Khamsa written as a response, are expressed. The role of images and plots 
in the content of the works, along with the characteristics of the artistic genre, are studied. 
The article also discusses the tradition of Khamsa writing and the authors who continued this 
tradition across Azerbaijan, Iran, and Türkiye. After the tradition emerged, certain rules were 
established for its continuation, and all writers of the Khamsa were expected to adhere to 
these rules. In other words, an examination was conducted to determine whether the system 
of subjects and images, as well as the main meaning and content, were preserved, or if works 
written contrary to the original content were produced, thereby establishing the rules of Khamsa 
writing. Furthermore, the works comprising the five-part epics were analyzed and researched 
theoretically, and the historical development of writing five-part compositions in literature was 
explored. While the cast of characters remained consistent across all epics, the subjects and 
events differed according to the literary and artistic nuances of Persian and Turkish literatures. 
This examination was conducted by comparing works of this type from the two nations and 
analyzing their similarities and differences.
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Öz
Bu makalede “Hamse” türü, Fars ve Türk edebiyatlarındaki çeşitli biçimleri, imge ve olay 

örgüsü yönleriyle ayrıntılı olarak ele alınmıştır. Farklı yazarlar tarafından kaleme alınmış bu 
türdeki eserler karşılaştırılmıştır. Beş bölümden oluşan bir eser olan Hamse; yazma gelenekleri, 
olayların benzerlikleri ve farklılıkları bakımından analiz edilmiştir. Aslen Fars edebiyatında 
oluşan bu türe karşı Ali Şîr Nevâî’nin tutumu ve bir yanıt olarak yazılmış “Hamse” şiiri 
hakkındaki görüşü ifade edilmiştir. Eserin içeriğinde imgelerin ve olay örgülerinin rolü ile 
sanatsal türün özellikleri incelenmiştir. Makalede ayrıca “Hamse” yazma geleneği ve bu 
geleneği Azerbaycan, İran ve Türkiye genelinde sürdüren yazarlar ele alınmıştır. Gelenek ortaya 
çıktıktan sonra onu devam ettirebilmek için bazı kurallar oluşturulmuştur. “Hamse”nin bütün 
yazarlarının bu kurallara uyması gerekmiştir. Yani eserin içindeki konu ve imgeler sistemi, 
asıl anlam ve içeriğin korunup korunmadığı veya asıl içeriğe aykırı şekilde yazılmış eserlerin 
bulunup bulunmadığı incelenmiş ve “Hamse” yazım kuralları belirlenmiştir. Ayrıca beş kitaptan 
oluşan destanda yer alan eserlerin teorik olarak da incelenmesi ve araştırması yapılmıştır. 
Edebiyatta beş kitaptan oluşan bir eserin yazım tarihi de ele alınmıştır. Tüm destanlarda şahıs 
kadrosu korunmuş ancak Fars ve Türk edebiyatlarının edebî ve sanat yönlerine göre konu ve 
olaylar farklılık göstermiştir. Bu inceleme, iki milletin bu tür eserlerinin karşılaştırılması ve 
aralarındaki benzerlik ile farklılıkların incelenmesi yoluyla gerçekleştirilmiştir.

Anahtar kelimeler: Hamse, olay örgüsü, Fars edebiyatı, Türk edebiyatı, ideal insan.

Introduction
The use of historical and religious figures in classical Eastern poetry and the 

Islamic literary tradition in general is considered not merely an aesthetic concern, but 
a series of archetypal symbols that ensure the transmission of collective consciousness 
and cultural memory. In this context, the Khamsa tradition represents a compilation of 
five masnavis, and its scientific study is essential for understanding the transformation 
of epic and lyrical narratives. The works of Alisher Navoi, one of the most prominent 
figures of the 15th century, served as a model for both lyrical and epic genres across 
a broad geography, extending well beyond Central Asia to the Ottoman domain 
(Ruzmanova, 2023, 95-96). The Khamsa was first utilized in Persian literature by 
Nizami Ganjavi under the title Penc Genc (The Five Treasures) and later served as a 
model for subsequent poets (Arslan, 2007, 307). An analysis of the Khamsa genre in 
the Persian literary tradition shows that after Nizami Ganjavi, the tradition continued 
with poets such as Amir Khosrow Dehlavi and Khaju Kirmani. While Persian Khamsa 
writing gained thematic diversity during the transition from the court to the public, it 
occasionally lost its prestige due to the influence of writers without artistic proficiency 
in certain periods (Kaska, 2020, 878-879). In Turkish literature, however, the tradition 
acquired a local and national identity.

The establishment of the Khamsa tradition in the Anatolian sphere and classical 
Turkish literature was made possible through nazires (poetic responses) written to 
Nizami’s works and original compositions (Kazan Nas, 2023, 742). Navoi’s Khamsa 
arrangement is not merely a literary transfer, but constitutes an original poetic response 
through its character building and compositional structure. This is highlighted by 
Guliyev: “Alisher Navoi’s interaction with Nizami is not a derived imitation, but 
a conscious poetic reconfiguration that reflects the socio-political realities and 
intellectual climate of the Timurid period.” (Guliyev, 2026, 3-4).

Navoi is widely recognized as the founder of the Chagatai language and literary 
tradition, and some researchers refer to Chagatai as the “Language of Navoi”. To 
understand the genesis of this language, we must examine the historical and political 
origins of the term “Chagatai”. The name originates from Chagatai Khan, the second 
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son of Genghis Khan. When Genghis Khan divided the Mongol Empire among 
his sons, he assigned Chagatai the following territories: the region of Transoxiana 
(excluding Khwarazm), Semirechye (the Ili Valley), the Pamir region including 
Kabul and Ghazni, Eastern Turkestan, and Dzungaria. The khanate that bore his name 
the “Chagatai Ulus” was formally established during the era of his grandson, Qara 
Hülagü. Consequently, the term “Chagatai” or “Chagatai Turkic” initially designated 
the language of the nomadic Turks within the Chagatai Ulus and was later applied to 
the official state language of the Chagatai Khanate (Eckman, 1958, 115).

The Chagatai language reached its most mature form through the works of Alisher 
Navoi, serving not just as a standard literary medium, but as a vehicle for a linguistic 
awakening. Köktekin emphasizes that Alisher Navoi utilized Chagatai to defend the 
superiority of Turkic over Persian (Köktekin, 2002, 117-121). Agah Sırrı Levend 
states that Alisher Navoi’s works represent the most mature period of the Central 
Asian literary language and rank among the cornerstones of Turkish literary history 
(Levend, 1978, 127).

In the same vein, the thematic innovations in Alisher Navoi’s lyrical poetry, 
particularly in the ghazal genre, reveal his mastery of the language and the capabilities 
of the genre. According to Ruzmanova’s findings, the poet transcended the boundaries 
of traditional forms to develop new themes and structures: “Navoi created ghazals 
with new themes and structures by utilizing the different possibilities of this genre, 
and by creatively using traditional features in lyrical poetry, he presented a special 
example and teaching for future generations.” (Ruzmanova, 2023, 104).

In works where cultural memory and aesthetic contemplation are conveyed in 
such a unifying language, human cognition also bears great significance. In recent 
interdisciplinary research, Alisher Navoi is regarded not only as a master of words, but 
also as a metaphorical architect of mentality who shaped the human thought system 
and the perception of the world. Yılmaz explains the cognitive background of this 
situation as follows: “Rational and cognitive processes find their highest example in 
the works of great thinkers like Alisher Navoi; it is observed that the poet symbolizes 
his profound philosophical ideas and internal conflicts regarding human life and 
spirituality through metaphors.” (Yılmaz, 2025, 313).

Within this framework, both the masnavis and the divans of Alisher Navoi are 
accepted as a universal and national heritage that shapes the worldview of humanity 
and unifies aesthetic, didactic, and metaphysical orientations. The works convey the 
cultural heritage of the Eastern poetic tradition while expressing a didactic and moral 
value.

Method of research
It is known that in professional dictionaries, the concept of “khamsa” is derived 

from the Arabic word “hamsun” - “five counts” and means “five”, that is, “wholeness 
consisting of five parts”. As a literary term, “Khamsa” is a single work that includes five 
epics. In world literature, there was a tradition of creating a series of works consisting 
of five parts, the first example of which is the ancient Indian epic “Panchatantra”. This 
work, which is famous among the Persian and Turkic peoples as Kalila and Dimna, 
has five main plots, which in turn cover many other plots. However, from the point 
of view of era and time, social environment, literary laws and creative possibilities, 
“Khamsa” remains an important literary, spiritual and educational source for all times.

The first person to write “Khamsa” in Eastern literature is the great poet Nizami 
Ganjavi. Between 1170 and 1204, he created five epics one by one. As noted by our 
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experts, the epics of Nizami were written over a long period of time. He himself did not 
call these masnavis by a common name. After the poet’s death, they were combined 
into a single collection, called Panj Ganj (Five Treasures), and later became known 
as “Khamsa”. In Turkic literature, Alisher Navoi (1483–1485) provided the perfect 
response to this tradition.

By analyzing the transmission and transformation of these plots across Indian, 
Persian, and Turkic literatures, this study employs a comparative literature method 
to examine the thematic and structural interactions (intertextuality) between these 
masterpieces. This approach allows researchers to trace how mythological and 
historical subjects evolve across cultures while retaining their core ethical and 
educational value.

Tradition of writing “Khamsa”
There are general laws of the Khamsa tradition that apply to each epic: it consists 

of five independent masnavi-epics; the first epic consists of twenty chapters of socio-
philosophical content and appendix-narratives devoted to various topics without 
having a single plot; the second epic is devoted to the love of Khusrav and Shirin; 
the third epic is related to the love of Laila and Majnun; the fourth epic is about King 
Bahram; and there are requirements to write the fifth epic about Iskandar Zulkarnain.

Each epic in a Khamsa is written in a specific system of aruz meter; the beginning 
of the first epic starts with the “Basmala” chapter (the first verse of the Holy Qur’an 
begins with “Bismillahir Rahmanir Rahim”). In the fourth epic (for example, Sab’ai 
Sayyar), the existence of seven independent stories besides the main plot was accepted 
as part of the structural rules of the tradition. Later, works that covered such unique 
aspects and met the same requirements appeared as a creative response to this great 
tradition.

In the course of the development of the Khamsa tradition, the attitude toward 
these rules is manifested at different levels. Many poets who continued this tradition, 
which lasted until the 19th century, are recorded in scientific and literary sources. 
They had different reactions to the traditions of Nizami Ganjavi and Khusrav Dehlavi 
depending on their knowledge levels, aesthetic styles, worldviews, periods, and social 
environments. While some of them achieved a certain degree of success and were able 
to create works that took a worthy place in the development of epic poetry, some of 
them focused only on the form and arrangement of the epics in the Khamsa without 
being connected in terms of ideas and content, remaining far from compositional 
integrity and consisting of a simple collection of epics. For this reason, these epics 
did not gain as much fame as the Khamsa and Khamsatain (two hamsas) of Nizami 
Ganjavi and Amir Khusrav Dehlavi. Alisher Navoi described these characteristics by 
successfully synthesizing structural adherence with innovative philosophical depth:

Koʻp kishi ham qildi tatabbu’ havas,
Sarvu gul oʻtrusigʻa kelturdi xas. 
(A lot of people did control too.
Someone brought like the cypress lover dry grass.)
It is known that the “Khamsa” genre is distinguished by its colorful plot matter, 

which covers various topics and is ideologically and artistically mature. As the first 
creator of Khamsa, Nizami Ganjavi brought certain scattered and historical-traditional 
plots into a single system, and in the works of khamsa writers created after him, this 
tradition improved in all aspects. Alisher Navoi’s Khamsa is not only the greatest 



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

ARTICLE

777

achievement of the poet’s work and the history of Uzbek literature, but also a great 
event in the history of world literature. In the form of this epic, we see the great poetic 
ability of the nation in the field of epic writing. It is known that the past folklore is 
primarily characterized by the development of epics and the diversity of folk epics. 
According to experts, folk poets memorized more than forty epics in the past.

Alisher Navoi was not far from these examples of folklore. For example, a chapter 
in the fourth epic of Khamsa began with an introduction typical of Uzbek fairy tales: 
Bor-u yoʻq-chun duoki bildi, - dedi, Dedi: “Bir bor edi-yu, bir yoʻq edi...”. (He knew 
the prayer because he was not there, he said. He said: “Once there was, and once there 
was not...”)

This is an example of Alisher Navoi’s closeness to folklore, and that he used 
this source in the process of creating Khamsa. Navoi’s Khamsa is a phenomenon 
belonging to written literature. It is known that the creation of the epic was more 
influenced by written literature and written sources than by folk art. Alisher Navoi, 
who commented on the works of the writer Ahmad Yugnaki’s Hibat al-haqa’iq, 
Khorezmi’s Muhabbatnama, Kitabi Dede Korkut, Latafatnama, and other written 
works, knew not only the achievements of his own native literature, but also the 
literature of all Turkic nations. The poet’s recollection of the legend of Alanqua in the 
epic Sab’ai Sayyar refers to the Mongols and also shows his knowledge of legends 
and stories among Altai peoples. However, it was not enough for Navoi to know the 
literature of his own and other Turkic groups and work with national literary traditions 
for the creation of a work like Khamsa. Considering that academician N. I. Konrad 
assessed Alisher Navoi not only as the founder of Uzbek literature, but also as a figure 
who belongs to the big world.

Alisher Navoi during the preparation and writing process of Khamsa especially 
studied the epic traditions of Persian-Tajik and Azerbaijani literature, such as 
Abulqasim Firdawsi, Sanai Ghaznavi, Sheikh Sa’di, Farid al-Din Attar, Arif Ardabili, 
Khaju Kirmani, and Ashraf. He read the works of his representatives in depth. Navoi 
gave special attention to the Khamsa of Nizami Ganjavi and Amir Khosrow Dehlavi, 
one of the great epic poets. Because the poet was very pleased with the traditions they 
created, the methods and ways they used in epic writing. Alisher Navoi saw that in 
the works of these two contemporaries, life, existence, and the diversity in them are 
more widely and deeply expressed than in the works of others. Navoi could not get 
enough of reading the Khamsa of the great masters, he never got tired of reading them. 
The poet described this situation figuratively in Khamsa as follows: “One who seeks 
the treasure of meaning must open the five doors of this treasure-house; for these five 
jewels are the foundation of wisdom and the ornament of the spirit:

Chu mashgʻul boʻldum tamoshasigʻa,
Oʻtub vodi-yu togʻ-u daryosigʻa.
Yorimchuq koʻrub sayr tark etmadim,
Yori qolmadikim, anga yetmadim.
Qayu goʻshakim, nozir oʻldum dame,
Nazargʻa edi jilvagar olame.
(I was busy watching,
Went to valley also mountain and river.
I didn’t leave to see for a walk,
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She didn’t stay, I didn’t achieve.
Everywhere, I always came on time,
To looked at shining world).
The idea of creating a new Khamsa was supported by Alisher Navoi’s great 

contemporary, Abdurrahman Jami. He also started to create a Khamsa in the Persian 
language shortly before Navoi. The Khamsa created by Nizami Ganjavi in Azerbaijan, 
Khusrav Dehlavi in India, and Abdurrahman Jami in Khurasan forms the international 
essence, tradition, and universal content of this genre. Alisher Navoi, a prominent 
representative of the Turkic nations, joined the ranks of khamsa writers in the 15th 
century and served the further development of the genre.

At the same time, the choice of the Khamsa genre for the epic indicated Navoi’s 
high aspirations in this field. Indeed, Khamsa provides an opportunity for extensive 
and in-depth learning of selected themes and images. The traditionality of some plots 
and images in Navoi’s epics did not prevent them from being original in every aspect, 
because in writing a Khamsa it is customary to adopt and develop certain plots and 
images from predecessors, and the works of Khusrav Dehlavi, Abdurrahman Jami, 
and others were not exempt from this practice. The Khamsa genre is distinguished 
first and foremost by its wealth of ideological and artistic directions. Alisher Navoi’s 
Khamsa consists of five epics, in which various life and literary problems, as well as 
an analysis of literary styles, are highlighted. In these works, history is interpreted 
alongside modernity, heroic ideas are paired with romantic ideals, and advice is 
intertwined with philosophy.

In his first epic, Hayrat ul-Abror, Navoi reflects on the socio-political, 
philosophical, and moral issues of his time and occasionally turns to history. In his 
second epic, Farhad and Shirin, he portrays his main character, Farhad, in the style of 
heroic epics, typical of fairy tales, and describes the narrative against the background 
of political and social problems. The character of Farhad expresses heroism, a love of 
craft, hard work, a thirst for knowledge, enthusiasm for art, and devotion. The plot of 
the third epic is based on the Arabic narratives about Layli and Majnun. In the Sab’ai 
Sayyar saga, various stories and adventures are told within seven climates. Iskandar 
the Great, the main character of the fifth and final saga, travels around the world. He 
addresses various issues important for humanity not within a single state, but on a 
global scale.

It is difficult to find any other genre in world literature that is more complex and 
comprehensive than the Khamsa of Nizami, Khusrav Dehlavi, Jami, and Navoi. 
Khamsa quickly gained a place in the hearts of readers due to the depth of its content, 
the messages that the themes and images portrayed, and its thematic variety, and it 
began to spread to other regions and countries. As Navoi noted, his Khamsa was 
recognized and celebrated by other nations shortly after its completion:

Ne atrokkim, ham ajam, ham arab,
Koʻrarlar bu ishni ajabdan ajab
(Neither the Turkices, nor a Ajam, nor an Arab,
People are amazed at this work.)
The geography of the Khamsa is exceptionally wide and multifaceted. It 

encompasses references to various regions and nations, including Transoxiana 
(Movarounnahr), Khurasan, China, Kashmir, Khotan, Mongolia, India, Ceylon 
(Sarandib), Yemen, Abyssinia, Egypt, Arabia, Sham, Iran, the Maghreb, Europe 
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(Farang), the Byzantine Empire (Rum), Greek, Russian, Caucasian, and the Kipchak 
steppe. Although the heroes of the Khamsa inhabit diverse parts of the world, they share 
profound connections, fostering love and resolving global challenges. For instance, 
Farhad loves the Armenian beauty Shirin, Bahram of Iran marries Dilaram of China, 
and Sa’d, an Egyptian, forsakes all his wealth for love and travels to Transoxiana.

Alisher Navoi addresses issues of humanity and love on a grand, international 
scale. This comprehensive exploration of social, philosophical, and moral issues 
has rendered the Khamsa a valuable treasure for people across the globe. Navoi’s 
experience as a statesman profoundly influenced his literary vision. For example, in 
one of the concluding chapters of Saddi Iskandari, he describes the construction of a 
great wall in Kirvan. When creatures known as Gog and Magog terrorize the region, 
Iskandar leads the defense, uniting people from all over the world to construct the 
wall. This collective endeavor prevents a major catastrophe, illustrating Navoi’s belief 
that humanity can overcome any hardship when united under the guidance of wise 
leadership.

The Khamsa consistently champions the ideals of love and humanity. According 
to Navoi, love unites individuals, purifies the soul, and elevates the individual to the 
level of a true human being (inson-i kâmil). The epics Farhad and Shirin and Layli 
and Majnun are central to this theme. Academician N. I. Konrad compared these epics 
to the greatest masterpieces of the European Renaissance, while Academician V. M. 
Zhirmunsky identified the humanistic ideals of the Renaissance within the character 
of Farhad. Scholars such as Konrad, Zhirmunsky, and E. E. Bertels compared Layli 
and Majnun to the European tales of Tristan and Isolde and Shakespeare’s Romeo 
and Juliet. Regarding these similarities, E. E. Bertels wrote that nothing concerning 
humanity was alien to the poet. Navoi depicted the inner pain and noble aspirations of 
true lovers through unparalleled poetic pathos.

When discussing the epic poetry of the Islamic East, the Khamsa remains the 
rarest and highest achievement. It represents a long tradition of literary development 
across Persian and Turkic cultures, expressing universal values through vibrant plots. 
A highly important aspect of this literary monument is its creative revitalization of 
shared myths and legends among Arab, Persian, and Turkic peoples. Farhad and 
Shirin is distinguished by its historical depth and realism, with a plot that reflects a 
rich tradition of artistic and aesthetic development in Eastern literature.

The Image of Farhad
The image of Farhad is one of the most prominent and enduring motifs in both 

the oral and written literature of the East, particularly within the Turkic tradition. 
In ancient mythological views and folklore, the character is often associated with 
the “mountain” motif. Consequently, in works dedicated to the Farhad and Shirin 
narrative, the mountain episode is intrinsically linked to his persona. In these epics 
and stories, Farhad’s deeds in the mountains are depicted as surpassing those of 
traditional legendary heroes. According to historical accounts, the image of Farhad 
was referenced in Bal’ami’s Tarikh-i Tabari and Abu Dulaf’s travelogues. In classical 
Eastern literature, Farhad’s image was developed on a broad epic scale first by Nizami 
Ganjavi in his Khusrav and Shirin (part of Panj Ganj). The narrative’s popularity 
spread across the East, and in the 14th century, it was translated into Turkic by 
Qutb. Qutb’s Khusrav and Shirin serves as a linguistic monument created under the 
influence of Khusrav Dehlavi’s work, a contribution recognized by literary critic 
Natan Mallayev.
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Khusrav Dehlavi popularized the image of Farhad further by introducing specific 
modifications in his epic Shirin and Khusrav. This demonstrates how the tradition of 
nazire (poetic response) applies to the story of Farhad. The introduction of Farhad’s 
image into fiction is connected to the history of ancient kingdoms and the descriptions 
found in Shahnama chronicles. Therefore, classical literature features interpretations 
derived from Persian-Turkic royal chronicles and the history of the Ajam kings.

Alisher Navoi’s works, such as Tarihi Muluki Ajam and Saddi Iskandari, reflect 
this tradition. The image of Farhad evolved in conjunction with the epic depiction 
of the Sassanid king Khusrav Parvez. Abulqasim Firdawsi’s Shahnama served as an 
early artistic interpretation of the kings, influencing both subsequent epics and the 
tradition of khamsa writing. Literary critic S. Tohirov observed that Persian-Turkic 
epics and the writers of the khamsa were directly influenced by Firdawsi, noting that 
three major plots in the tradition (Khusrav and Shirin, Haft Peykar/Sab’ai Sayyar, and 
Iskandarnama) originated there.

While legendary views regarding the figures of Khusrav, Shirin, and Farhad exist 
in both oral and written literature, scholars consider Firdawsi’s epic to be an essential 
foundation. However, the exact emergence of Farhad’s character in fiction is the 
result of a long historical process. Literary critic S. Erkinov notes that the character 
underwent complex artistic development before reaching Navoi, evolving from 
associations with ancient deities such as Mitra and Ardvisura, as well as the patron of 
builders and stonemasons, before transitioning into traditional legend.

Discussion and Results
The geography of the Khamsa is exceptionally wide and multifaceted, encompassing 

references to various regions and nations, including Transoxiana, Khurasan, China, 
Kashmir, Khotan, Mongolia, India, Ceylon, Yemen, Abyssinia, Egypt, Arabia, Sham, 
Iran, the Maghreb, Europe, the Byzantine Empire, Greek, Russian, Caucasian, 
and the Kipchak steppe. Although the heroes of the Khamsa inhabit diverse parts 
of the world, they share profound connections, fostering love and resolving global 
challenges. For instance, Farhad loves the Armenian beauty Shirin, Bahram of Iran 
marries Dilaram of China, and Sa’d, an Egyptian, forsakes all his wealth for love 
and travels to Transoxiana. The Khamsa created by Nizami Ganjavi in Azerbaijan, 
Khusrav Dehlavi in India, and Abdurrahman Jami in Khurasan forms the international 
essence, tradition, and universal content of this genre.

Alisher Navoi addresses issues of humanity and love on a grand, international 
scale. This comprehensive exploration of social, philosophical, and moral issues 
has rendered the Khamsa a valuable treasure for people across the globe. Navoi’s 
experience as a statesman profoundly influenced his literary vision. For example, in 
one of the concluding chapters of Saddi Iskandari, he describes the construction of a 
great wall in Kirvan. When creatures known as Gog and Magog terrorize the region, 
Iskandar leads the defense, uniting people from all over the world to construct the 
wall. This collective endeavor prevents a major catastrophe, illustrating Navoi’s belief 
that humanity can overcome any hardship when united under the guidance of wise 
leadership.

The Khamsa consistently champions the ideals of love and humanity. According 
to Navoi, love unites individuals, purifies the soul, and elevates the individual to the 
level of a true human being. The epics Farhad and Shirin and Layli and Majnun are 
central to this theme. Academician N. I. Konrad compared these epics to the greatest 
masterpieces of the European Renaissance, while Academician V. M. Zhirmunsky 
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identified the humanistic ideals of the Renaissance within the character of Farhad. 
Scholars such as Konrad, Zhirmunsky, and E. E. Bertels compared Layli and Majnun 
to the European tales of Tristan and Isolde and Shakespeare’s Romeo and Juliet. 
Regarding these similarities, E. E. Bertels wrote that nothing concerning humanity 
was alien to the poet.

When discussing the epic poetry of the Islamic East, the Khamsa remains the 
rarest and highest achievement. It represents a long tradition of literary development 
across Persian and Turkic cultures, expressing universal values through vibrant plots. 
A highly important aspect of this literary monument is its creative revitalization of 
shared myths and legends among Arab, Persian, and Turkic peoples. The narrative 
of Farhad and Shirin is distinguished by its historical depth and realism, with a plot 
that reflects a rich tradition of artistic and aesthetic development in Eastern literature, 
progressing from ancient mythological foundations to a symbol of absolute love.

The image of Shirin holds a central place among the artistic symbols that have 
played an important role in Alisher Navoi’s work, especially in his poetry. Her 
appearance and development in artistic creativity go back to long historical periods. 
She is one of the main characters of Amir Khusrav Dehlavi’s Khusrav and Shirin, 
Nizami Ganjavi’s Shirin and Khusrav, and Alisher Navoi’s Farhad and Shirin. At 
this point, it should be said that the title-compositional center plays the main role in 
the poetics of the work. In particular, in the works about Shirin, the title is chosen 
according to the essence of the work and the position occupied by this image, along 
with the truth of the interpretation. Alisher Navoi’s interpretation of the plot and 
image creation, based on the logic of the incommensurability of royalty and love, led 
to the choice of the title Farhad and Shirin, while Dehlavi focused on Shah Khusrav, 
and Ganjavi focused on Shirin.

The problem is that, according to some opinions, the interpretation of Shirin’s 
image appears in the world of creativity before Farhad, and in the works created 
before Navoi, it is depicted in the ranks before the aspects of position. Literary critic 
S. Erkinov believes that Shirin is mentioned in ancient mythological views. Its roots 
go back to Ardvisura Anahita, the goddess of fertility and water in the Avesta. Khusrav 
Parvez’s wife Shirin appears in historical works not only in the form of Shirin, but 
also in the form of Sira. This is the reason why Ardvisura was called Sura, Sira before 
taking the form of Shirin. One of the reasons for this is that Shirin has been a supporter 
and hero of water throughout history. In this regard, considering that Farhad is an 
ancient god of the underworld and a patron of builders and stonemasons alongside 
other deities such as Mitra and Ardvisura, the episode of excavating a mountain and 
drawing water is primarily symbolic in lyrical interpretations. If it is meant to serve 
as a metaphorical expression, the artistic and mythical symbols of Farhad and Shirin 
have been the expression of the centuries-old dreams of humanity since ancient times. 
This shows that works dedicated to the story of Farhad were created in oral literature.

In particular, Alisher Navoi’s emphasis on the images of Ain ul-hayat and Bahr un-
najot in the plot of the epic appears to be no coincidence. As is the case in the world 
of creative traditions, the migration of a certain motif from mythology to folklore and 
from oral literature to written literature with various changes evokes an imagination 
that is characteristic of the expression of the same theme. Also, the interpretation 
of Shirin’s image in Firdawsi’s Shahnama, which was nourished by the legendary-
mythological views of sources such as the Avesta, reflected mythical symbols and 
also supports this opinion in a certain sense. It should be said that in Eastern classical 
literature, the characters of Shirin and the related characters of Khusrav and Farhad 
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are considered to be unique in their interpretations across Azerbaijan, Iran, and 
Türkiye. This can be seen in all matters, starting from the titles of the authors’ works 
to the plot lines and the expression of images. Sources describe Shirin as a Christian, 
Romanian, Armenian, Aramaic, and Persian lover according to her national and 
religious affiliation. Literary critic Sobirjon Tahirov also based on the sources: “The 
first information about the Iranian king Khusrau and his beloved queen (concubine) 
Shirin, can be found in the book History by the Byzantine historian Theophylact 
Simocatta.” He introduces Shirin as a Christian Romanian girl. An anonymous Syrian 
chronicle provides information about Khusrav and mentions that he had two wives: 
Shirin and Maryam from Romania.

Conclusion
Khamsa is a rare masterpiece of Eastern classical and Uzbek literature. Each 

plot within this tradition is distinguished by its legendary, historical, and diverse 
characters from different social strata. Khamsa represents a creative achievement rich 
in deep content, complex composition, and psychological depth. When researching 
the traveling plots and symbolic motifs within these epics, several distinct features 
emerge across the literary traditions of Azerbaijan, Iran, and Türkiye. The tradition 
defines the unique style and artistic skill of each creator; writing a response to these 
epics reflects the author’s skill, life experience, and broad worldview. Following in the 
footsteps of his predecessors, Alisher Navoi creates his five epics in Khamsa, making 
excellent use of traditional tales related to the heroes of the tradition.

The epic Farhad and Shirin, which forms a crucial part of Khamsa, underwent a 
profound transformation in Navoi’s hands. The poet updated the plot by elevating 
Farhad from an episodic or secondary character to the level of a legendary and main 
figure. Navoi’s interpretation reflects how the traveling legend of Layli and Majnun 
is utilized to explain complex romantic and philosophical thoughts. In these works, 
readers watch the heroes’ birth, growth, acquisition of knowledge, and development 
into spiritually mature individuals. They observe the characters’ struggles, their 
communication with society, and their attitudes toward parental and social duties.

The legends of Layli and Majnun, as well as the stories of King Bahram and 
Iskandar in Khamsa, differ from earlier versions. The plots are modified according to 
the artistic intention of the author to reflect humanistic ideals. Romantic and socio-
philosophical themes are illuminated through the spiritual growth of the heroes. In the 
epics about Farhad and Shirin, Layli and Majnun, and Iskandar, life-philosophical, 
socio-ethical, and educational issues are evaluated to address the pressing problems of 
the authors’ time. Thus, Khamsa stands as a vital and enduring treasure for all nations 
and peoples.
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