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One of the grandest literary monuments of Azeri people is dastan “Kitabi-Dede Gorgud”.
“Dastan” has been investigated from different aspects. These investigations will probably be
carried out further. One of the problems necessary to investigate is the issue of dastan “Kitabi-
Dede Gorgud”'s influence on the written literature and the way writers and poets benefited
from this grand monument.

The name of the first musical instrument of the Turkish people is yet met in dastan
“Kitabi-Dede Gorgud”. As we know the oldest musical instrument of the Turkish as well as
Azeri people was gopuz. The word gopuz is also met in XI century literary monument
“Divanu-lughatit-turk” by Mahmud Kashgarli reached us as a written source (1, 335-336). M.
Kashgarli's information draws our attention from two points of view. On one hand this proves
dastan “Kitabi-Dede Gorgud™'s antiquity, from the other hand shows popularity of gopuz as
musical instrument from ancient times. In spite of the differences between gopuz and saz
musical instrument, gopuz is the initial form of saz. In spite of the existence of some articles
and notes both about gopuz and saz in Azerbaijan folklore studies, there hasn't been written
any comprehensive and apt work about these ancient musical instruments. Unlike us, Turkish
turks widely described the origin and stages of development of gopuz-saz. From this point of
view the researches of Abdulgadir Inan, Fuad Koprulu, Bahaddin Ogal and others are
noteworthy. Even some non-Turk investigators (e.g. V.V.Radlov, K.A.Vertkov, etc.) expres-
sed their valuable views about gopuz. But previously mentioned and non-mentioned these in-
vestigators talking of Uzbek, Kirghiz, Kazakh, Turkmen gopuz-saz, for some reason either
gave little information or didnt mention at all Azerbaijani Turks, directly connected with
gopuz-saz. In our opinion, it is based on the fact that dastan “Kitabi-Dede Gorgud”, Nizami,
Nasimi and our other poets, a number of our literary-cultural monuments were either referred
to other people or were not investigated properly.

Even nowadays one can meet contradictory thoughts and views on which century gopuz
gave its place to saz, when saz was formed and used as a musical instrument. Some
investigators don't even think saz a successor of gopuz and think they are totally different
musical instruments (1,88). Some investigators refers the date of usage of saz as a musical
instrument in Azerbaijan to after XV century and connect it in the written literature with the
name of Shah Ismail Khatai (2, 116).

But in our opinion, if attentively examine the works of many authors living long before
Khatai, one can obviously see which century and way saz was used. Taking into consideration
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that dastan “Kitabi-Dede Gorgud” covers period preceeding XII century, then gopuz fulfilled
its function mostly before that time and in the following stage saz prevailed gopuz on the
territory of Azerbaijan. Most likely entreaty of saz over gopuz was connected on one hand
with the extension of its strings and membranes. The extension of saz's strings and
membranes also widened its possibilities and range as a musical instrument. So, low voiced
and few stringed gopuz changed into many stringed and at the same time loud voiced saz.

Beginning with XII century the word saz began to be used both as the term generally
given to musical instruments and as nowadays™ saz — a musical instrument. The fact of usage
of saz as a musical instrument is found in ancient legends and stories. But taking into account
the possibility of formation of legends and stories in the following centuries we shall mostly
appeal to the written sources.

The place of spreading of gopuz-saz among Turkish peoples is considered territories of
ancient Oguzs settling. They tuned and praised their most ancient songs, goshmas and
geraylis up strings of gopuz-saz. Thus, as previously mentioned, the development of gopuz,
extension of its strings and membranes gradually gave its place to saz. The formation “of saz
widely spread among Anadolu peoples since XI1-XIV centuries” (3, 108) in Azerbaijan dates
back XI-XII centuries. “XI-XVI centuries Oguz branch of Turkish literature led a bit different
way. In XI-XIII centuries “Oguz Turkmen” literature was separated from unioguz literature.
The continuation of this literature is Azerbaijani and Anadolu ashug literature beginning from
tasavvuf” (3, 70). Naturally, the development and possibilities of saz in XI-XII centuries
prevailed gopuz. That's why different features between poetic samples in Dede Gorgud's
boys and poetic parts from our dastans formed in the following centuries are obviously seen.
“Ozan poems were formed and developed by gopuz, ashug poems by saz. Maybe “Kitabi-
Dede Gorgud™'s poems seen unformed from first sight, gives such effect because of matching
up demands of gopuz. Gopuz songs  form fitted those poems™ division and rhythm. It is
possible to nominate this hypothesis because the majority of ashug poems fits saz songs” (4,
12).

If we take into consideration that it is possible to meet initial folk poetic forms samples in
the work “Divani-lugatit-turk” by M.Kashgarli and goshmas, geraylis and other poetic fors
were widely spread in XIII century, then these samples were also performed in the period of
Khagani and Nizami.

Sometimes the word saz used in Khagani and Nizami's creation was presented as the
name given to a general musical instrument and “beginning from XVI century saz was shown
as a musical instrument belonging to ashugs™ (2, 117). But if we attentively study Nizami's
creation, we could meet a number of explanations on the formation and development of
gopuz-saz. Of course, they drive our attention as written source. Once professor M.Hakimov
also touched these issues: “Nizami's following words:

...Once hid in a jar,

Searched these seven jars™ sound.

really point to the connection of saz and its seven membranes with the sound of a jar, which is
also actual nowadays. It obviously shows that in Nizami's time saz had five strings (?!), seven
membranes” (5, 219). But the poet himself used not five but three strings. In Nizami's time
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five strings were not so reasonable because gopuz had two strings, in transition phase one
more string was added and it reached three ones. From poet’s creation it is obvious that at that
time gopuz had already changed into three stringed saz:

Barbad sang dastan on three stringed saz
Made drunk while being awake (6, 276).

Most likely three stringed saz used by Nizami also preserved its old name in our dastans
in the following centuries. If we have a look at any dastan, regardless of strings™ quantity, we
can see that there three stringed saz made holy drives our attention with their sensitivity and
heartiness. In Nizami's creation saz is presented as a musical instrument conquering the hearts
and bringing people joy:

Singer, don't draw your hand off saz,
Because this work can't be without it.

To anybody whom saz helps,

Joy will find the way to his heart (7, 562).

We don't condemnate that in Nizami's creation all saz phrases mean their today's
meaning. But at the end we shall see that in Nizami's time gopuz at the same time already
proved itself as saz. Because saz used by Nizami differs from the other sazs. Maybe this
comes from Nizami's intelligence and farsightedness. Because as the great German poet said,
Firdowsi wrote for the past, Anvari for the present, Nizami for the future. Anyway, in
Nizami's creation saz of Azeri Turks differs from the other sazs (musical instruments). This is
one of the features of Nizami's greatness.

The sources show that even in Nizami's time the tradition of ashug poetry, playing saz,
writing poems was widely spread. In the poet’s works the value given to saz and poems draws
our attention. Nizami's deep knowledge of saz poetry, at the same time his usage of saz in
different meanings also proves this fact:

See my [heart’s] fire, tune your saz,

Maybe | shall sleep sweetly under your voice (8, 596).
Or:

Listen to this pearly saz,

See what tells its sound (8, 137).

If Nizami treats saz in such way, i.e. from different point of view in XII century, it means
that ashug poetry, folk poetic forms were also widely spread at that time.

In Nizami Ganjavi's time saz was not in its initial stage, it had been famous as advanced
musical instrument containing pain, joy and sorrow of “wide masses” (M.Qorkiy).

In spite of the fact that in Nizami's time all musical instruments were called saz, Nizami
as if knowingly writes that after Nakisa played saz, Barbad played setar:
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Nakisa chun zad in efsane ru saz
Setare Barbad berdashat avaz (9, 433).

Thus, there were differences between these musical instruments, when one of them
stopped, the other played.

Maybe, in some moments the word saz was used as the name given to the stringed
musical instruments, and this must be accepted naturally. As mentioned previously, stringed
musical instruments were very alike and exchanged one another in names. As well as other
musical instruments were called gopuz.

Musicologist S,Abdullayeva writes that in Nizami's poems we can meet about 40 musical
instruments, 14 of which are stringed (10, 17).

The interesting fact is that Nizami mentioning a number of musical instruments, did't
mention gopuz. Most likely in that century saz was more useful than gopuz, gopuz had
already given its place to saz. If not so, it was impossible that such a poet like Nizami who
mentioned more than 40 musical instruments, didn't mention gopuz. From the other hand, if
all musical instruments in Nizami's time were called saz, why does the poet present juft saz
and as separate musical instruments? N.Ganjavi's creation is such written monument that it is
possible to find a new feature every time while reading. From the poet’s works it is obvious
that in XII century some instruments were played both with mizrab and fingers. The poet
gives interesting information about saz making, its membranes, strings, handle and base,
which is the ancestor of today's saz. In our opinion, Nizami Ganjavi knew much knowledge
about gopuz, but as saz was popular in the poet’s in the poet’s time, he ascribed all he heard
about gopuz to saz. It is also interesting that along with saz the name juft saz was widely
spread in Azerbaijan in XII century. This musical instrument reminds favourite instruments of
our today's ashugs — armpit saz (11). Doesn’t the word juft saz resemble golcha gopuz in
dastan “Kitabi-Dede Gorgud”. Another interesting fact is that in spite of the fact we meet
gopuz in N.Ganjavi's creation, the word ozan is not met. A great scholar H.Arasli who has
seen this word for the first time notes that: “Nizami writes:

Navasaz khinagarani-shakarf
Ba ganuni-ovzan baavurda harf.
[A singer sang his

Beautiful songs like ozan].

The word ozan used by Nizami in modern language replaces ashug. This word is met in
Azerbaijani literature in dastans “Dede Gorgud” (12, 3).

Then a question arises. Why does Nizami use the word ashug? Then, the poet knowingly
replaced gopuz by saz. According to Nizami's description saz's handle was made of a hardly
found sandal tree, the base from common cheap pumpkin, strings from silk or guts. Nizami's
description reminds us legends connects with Dede Gorgud's gopuz making: “Dede Gorgud
wanted to make such a musical instrument that he could play all melodies. But he suffered in
finding a tree for a musical instrument but everything was in vain. Once walking in the forest
in search of the tree, he met devils. They asked him to show them musical instrument made
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by him. Dede Gorgud pretended leaving the forest but hid and secretly heard their talk. Devils
were talking about him: “Dede Gorgud will not be able to make gopuz because he doesn't
know that gopuz can't be made of any tree. He must make the handle of lokh-jid tree broken
by wild boar, tighten camel skin up it, prepare strings from the tail of loudly neighing mare,
after that fix them over dry pumpkin prop and then spread sasit-kuray glue over strings.
Gopuz can be made only in that way (13, 552-554).

Probably Nizami closely knew this legend about Dede Gorgud. He was the man inventing
and teaching ozans to play gopuz-saz. In Nizami's description “Master thinking day and
night” — i.e. Dede Gorgud wants to make such gopuz-saz that nobody can make it and which
will differ from other musical instruments.

...He performed such melody on saz
That nobody else couldn't play it (7, 481-482).

As seen, this gopuz-saz couldn't be made by everybody, only Aflatun — Dede Gorgud
could invent it and nobody could play it besides him.

From the poet’s description it is obvious that the scholar tightening skin up the empty
pumpkin made sounds of seven jars. This shows that in Nizami's time saz either had seven
membranes or Nizami according to his intelligence wished this in accordance with the days of
the week. As known from dastan “Kitabi-Dede Gorgud”, musical instrument gopuz developed
much in Azerbaijan in the Middle Ages, differ from saz in Nizami's time at all. It is also
interesting that according to Nizami's description saz unlike gopuz was played with mizrab:
“mizrab was beaten first slowly, then loudly” (7, 482).

Even beginning with XIV century Oguz by origin historian Abubakr ibn Abdullah ibn
Aybek-ad-Davadari in his work “a pearl from the life of famous people” written in Arabic in
Egypt, talking about heroic dastans of ancient Turks, “Oguzname”s and other issues, notes
that Turks have a very famous book called “Oguzname”. Here their primitive life, first rulers
are describes. It's a pity that original of this work hasn't reached us... The fact is that in
Harun ar-Rashid’s time this “Oguzname” was translated into Arabic language. If so, this work
translated into Arabic in VIII century couldn't be translated from folklore — oral literature. It
means that then particular parts of dastan “Dede Gorgud” existed (14, 17). If we take this
reality into consideration, probably Nizami Ganjavi was acquainted not only with
“Oguzname”s and legends and stories from “Kitabi-Dede Gorgud” but also with the written
sources on this theme.

While reading N.Ganjavi's poems we can meet both similarities of plot, figures, legends,
stories, etc. between the poet's works and dastan “Kitabi-Dede Gorgud” and a number of
Turkish phrases, which aren't used in colloquial language but kept their initial form in
folklore and “Kitabi-Dede Gorgud™'s boys. Dastan “Dede Gorgud™'s spirit is especially felt in
Nizami's creation. It shows that the poet knew if not all but some boys of dastan “Dede
Gorgud”. A great scholar, academician H.Arasli investigating both dastan “Dede Gorgud” and
Nizami's creation saw this fact 70 years ago. In his article under title “Folk words, phrases
and proverbs according to Nizami writes: “Majority of Azerbaijani words in Nizami's
language we see in dastans “Dede Gorgud”, which is natural. A number of motives connected
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with dastans “Dede Gorgud” in Nizami's poems shows that the poet listened to these dastans
willingly (12, 3).

In reality N.Ganjavi's usage of Turkish expressions and knowledge of “Dede Gorgud”
dastan is not new thought. But if “Dede Gorgud” dastan is valuable from the point of view of
study the period preceeded XII century, the study of Nizami's creation is also important from
the point of view of study that century’s social-political, cultural-moral, ethical-esthetic, etc.
values. The depth and versatility of thought richness of meaning and contents in the poet’s
works give us opportunity to tell this. Sometimes we have to refer to different foreign
investigators’ works in order to study our past. We even repeat those investigators’ wrong
views. But the people having such an ancient monument as “Dede Gorgud”, poets like Nizami
and Nasimi while studying their past would better refer firstly to the written sources, i.e. their
own art and poets.

N.Ganjavi's works contain many issues on our past and because of reaching us, play the
role of a source. The poet gave second life to many legends and stories and eternized them in
his works. In Nizami's works motives and traces of monuments “Kitabi-Dede Gorgud”,
“Oguzname” must be searched firstly in his figures. The poet used the previous sources while
describing saz. He appraises gopuz-saz invention as a fruit of intelligence and comes to a
conclusion that “The master who invented saz” surprised most of people with his intelligence.

According to a legend, Dede Gorgud extended his life with gopuz, for a long time didn’t
let death come nearer. Sitting on the carpet on the water he played gopuz and sang. He didn't
sleep for a whole week, neither at night nor in daytime, struggles... The people rightly
connected this struggle with music and music force.

In our opinion, Nizami Ganjavi's knowledge of legends and stories of Dede Gorgud
helped him in skillful using of myths, legends Aflatun’s making the musical instrument in his
work “Iskandarname”. To more exact, the poet showed here Aflatun as a prototype of Dede
Gorgud. In connection with this issue professor M.Hakimov writes: “Nizami linked for some
reason the invention of a musical instrument — saz, widely spread in his time with the name of
Aflatun (5,218).

Its answer was simple. Firstly, in that time Dede Gorgud wasn't as popular as Aflatun.
From the second hand, Dede Gorgud's presence next to Iskandar wouldn't be real. Aflatun
was a historical personality and Nizami used Azerbaijani folklore to make his heroes more
figurative. We can also meet this fact in other characters. “He (N.Ganjavi — N.Kh.) not only
changed this or other character, a hero of folklore, event, plot, but also sometimes moved
characters as he wished. In other words, he strengthened other peoples” mythic characters and
formed new original ones” (15, 278).

As known, the Greeks didn't have saz, even the most famous musical instrument of that
period — ud belongs not to Greeks but Arabs. N.Ganjavi didn't differ these musical
instruments as he didn't write the history, because the poet aimed to create characters. That's
why he connected saz invention with the name of Aflatun. Maybe knowingly Nizami made
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saz holy, considered it above all musical instruments, because saz had distinctive
peculiarities. Only its master could play it. From the other hand there was magic in equally as
a saz described by Nizami. Actually Nizami's creation hasn't been investigated as required
from this point of view. Each word, character, description of the poet isn't monosemantic and
tells us many facts. His every word reminds us the history and makes a man think. Nizami's
views on saz are needed to investigate even nowadays.

In spite of the fact that Nizami wrote in Persian, he always thought in Turkish and tried to
create Turkish character. “It's not occasional that Persians while talking about Nizami and
Khagani's poems say: “buyi-turk miayad (Turkish smell comes)” (12, 3). It's also interesting
that Nizami connects saz playing exactly with Turks (Azerbaijanis), wishes that lovers

standing in front of each other sing “jangi”:

Let a Turkish with almond eyes play,

Let the hair fall over the strings.

When those strings touch gentle hands,

Let them break and mix with silky hair.
Let you tune a merry melody,

And let her answer you with jangi (7, 551).

The poet gives vast place to the music in all his poems. N.Ganjavi uplifts saz as a musical
instrument to the sky, wants to show its possibilities.

The poet in the light of his prism values music as if it came from the Heavens, as moral
food, life giving force, able to any miracles, giving people the most splendid feelings, relaxing
and beautiful. Nizami can’t think human intelligence apart from music. He believes and
makes his readers believe that clenched hearts and sad souls will achieve their dream with the
help of music. Naturally, saz is also worldly like poet’s works. But this saz's root comes from
gopuz, Oguzs and Dede Gorgud.
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NIZAMI GONCOVI YARADICILIGINDA “KITABI-DOD® QORQUD EPOSUNUN YERI
XULASO

“Kitabi-Dado Qorqud” dastanit moéhtogom bir abido kimi 6ziindon sonra yaranmis hom
sifahi, hom do yazili odobiyyatimiza 0z teosirini gostormisdir. Cox giiman ki, Nizami
Goncovinin do dastanin ayri-ayr1 boylarindan xobori olmusdur vo yeri goldikco osorlorindo
onlardan istifado etmisdir.

N.Gancovinin poemalarinda “Kitabi-Dado Qorqud” dastanindan golmo siijet, obraz,
ofsano, rovayot va s. oxsarliglarla borabar, bir ¢ox tiirk ifadslorine rast golmok olur ki, onlar
canli danisiq dilimizdon ¢ixsa da, xalq poeziyasinda vo eloco do “Kitabi-Dads Qorqud”
boylarinda 6z ilkin izlorini qoruyub saxlamisdir. Xiisusilo “Dado Qorqud” dastaninin ruhu
Nizami yaradiciliginda agiq-aydin hiss olunur.

“Dada Qorqud” dastan1 XII yiizilliys qodarki manzaroni dyronmok baximindan na qodar
doyorlidirss, Nizami yaradiciliginin todqiqi homin yiizilliyin ictimai-siyasi, madoni-monavi,
etik-estetik vo s. doyarlorini {izo ¢ixarmaq baximindan bir o qador shomiyyatlidir. Sairin
osarlorindaki fikir dorinliyi vo ¢oxbucaqlilifi, mona vo mozmun zonginliyi bunu séylomoys
imkan verir.

Nizaminin asarlorinds “Kitabi-Dado Qorqud”, “Oguznams” kimi abidslorin motivlorini,
izlorini birinci novbodo onun yaratdigi obrazlarda axtarmaq lazimdir. Sair sazi da tosvir
edonds 6ziinagodorki monbalordon bohrolonmisdir. O, qopuzun-sazin icad edilmasini aglin,
idrakin mahsulu kimi qiymatlondirir vo bu qonasts galir ki, “saz icad edon ustad” 6z idraki ilo
bir ¢oxlarin1t mat qoydu.

Nizaminin tosvir etdiyi sazin sasing, sehrino noinki insanlar, hotta heyvanlar belo bigano
qala bilmir, tosirlonir, xoshal olur, “husdan gedir”, “husa golir”. Sair 6z prizmasindan
yanasaraq musiqini ilahidon golmis vo hor ciiro mociizolors qadir olan, insanlara on xos
duygular asilayan, rahatliq gotiron, zovq oxsayan, monovi qida, hoyatverici bir qiivve kimi
giymotlondirmigdir. Nizami insan aglini, idrakim1 musiqidon konarda tosovviir etmir.
Nizaminin yaratdig1 sazin kokii qopuzdan kegir, Oguzlardan vo Dads Qorquddan kegir.

Bizo belo golir ki, Nizami “Iskondornama” asorindo Oflatunun ¢al: alotini diizoltmasini
tosvir edarkon Dads Qorqud hagqinda olan miflordon, ofsano vo rasvaystlordon moharotlo
bohrolonmisdir. Daha dogrusu, sair burada Oflatunu Dads Qorqudun prototipt kimi
gostormisdir. Bu deyilonlor do onu gostorir ki, “Kitabi-Dodo Qorqud” dastaninin ayri-ayri
boylari, hissalori, dastandaki bazi gohromanlar hagqinda olan ofsana vo rovayatlor sairo tanis
imis.

Acar sozlor: Nizami Goncavi, Dada Qorqud, saz, qopuz, ravayatlor, ofsanslor,
obrazlar
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Huszamu Xanausos
BbakuHckuii rocy1apcTBeHHbI YHUBEPCUTET
(A3zepoOaiigkan)

MECTO 31IOCA «KUTABU-AEJE I'OPT'Y I» B TBOPYECTBE
HU3AMMU I''§HI7KEBHU

PE3IOME

Hacran «Kutabu-Zene opryn» sBisercss BeNUYECTBEHHBIM MaMSITHUKOM M OKa3all BIMSHUE Ha
BCIO MOCTIEAYIOUIYIO 32 HUM YCTHYIO U MUCBMEHHYIO JuTepaTypy. Bepostno, Huzamu ['ssHmxeBu ObLt
3HAKOM C OTIEJIbHBIMH O0SMHU-CKa3aHHUSIMH JTacTaHa U BOCTIOIH30BAJICS UMU B CBOMX MPOW3BEICHUSIX.
B mosmax H.I'semkeBn Hapsamy crokeramu, oOpasamu, NpenaHusMu B3AThiMH W3 «Kutabu-lleme
l'opryna», ecTb MHOXECTBO TIOPKCKMX H3pEUYEHUH, KOTOpBhIE MCYE3NH U3 Pa3rOBOPHOTO
azepOailkaHCKOTO SI3bIKa, HO COXPAaHWIIUCh B HAPOJTHOHN MOI3UH, a TaKKe B 0OSIX-CKa3aHUAX JIacTaHa
«Kurabu-/lene T'oprym». Crunp «Kurtabu-leme ['opryma» SCHO TpOCIEKHUBAeTCS B TBOPYECTBE
Hwuzamn. Hackompko «Kwurtabu-Iene [oprym» sBimsercs UEHHBIM HCTOYHHKOM [UIA HM3yUYSHHS
COIMATILHO-TIOJIMTUYCCKONW KHU3HU Hamero Hapoga a0 XI| Beka, HAcTONBKO BaXHO H3ydCHHE
TBOpuecTBa Hu3zamu 17 BBISIBIEHUS COLMANBHO-TIONIMTHYECKUX, KYJIbTYPHO-HPABCTBEHHBIX, ITHKO-
ACTETUYECKUX W TMPOYMX IeHHOCTel. | yOmHa MBICTM W MHOTOTPAHHOCTH IPOW3BENEHUH T0dTa,
CMBICTIOBOE W TeMaTWYecKoe OOraTcTBO MO3BOJISET IMPOJEMOHCTPHPOBATH 3TO. B mpom3BemeHusx
Huzamu motusbl «Kutabu-/lene I'oprynma», «Ory3Hame», B TEpBYIO ouepeib, CIelyeT HCKaTh B
CO37aHHBIX UM oOpa3ax. IloaT omucan cas, yepmas cBelE€HUS U3 MCTOYHHKOB, CYIIECTBYIOIIUX JIO
Hero. OH OIIEHMBaeT N300pETeHNE ToITy3a, ca3a, Kak MPOIYyKT YMCTBEHHOW JIEATEIHHOCTH YEIOBEKa U
MIPUXOJUT K BBIBOJY, YTO «YCTaJl, CMAaCTEPUBIIHN Ca3» yIWUBWI BCeX cBoeill Haxoakod. K 3Bykam
n3o0paxxenHoro Huzamu ca3a He MOTYT OCTaThCS PAaBHOAYIITHBIMHU HE TOJILKO JIFOJM, HO M )KHBOTHBIE.
Ca3 BrieyaTiisieT MX, OKa3bIBaeT IMOJIOKHUTEIbHOE BO3zekcTBHEe. OHM «yXOAST B OeCuyBCTBEHHOE
COCTOSTHHE» U «IIPUXOAST B ce0s». [103T CKkBO3b COOCTBEHHYIO MPU3MY OIIEHUBAET MY3BIKY KaK HEUTO
0OXKECTBEHHOE, KaK CIIOCOOHAas Ha BOJIIEOCTBO, napsimias IJIFOJAM CaMmble Jy4lllie YyBCTBA,
MIPUHOCHINAs MTOKOH, ychmaXkaarolas BKyC AyXOBHas MUINA, KU3HeHHas cuia. Huzamu ['stHmkeBu He
npezcTaBisieT cebe yenoBedeckuid pasym 0e3 mysbiku. Ca3, m3zoOpaxkeHHbld Huzamm, Geper cBoe
Hayayo B romyse, y ory3oB, y Jene I'opryna. Mel cuuraem, uro Huzamu ObUT 3HAKOM C JIETEHIIAMH H
npenanusmu o Jlene [oprynae. [losToMy OH MacTepcku BOCIIONB30BajICs STUMHI MH(DaMH, JIETeHIaMU |
npefaHusMu, nzo0paxas usrorosnenne AduatyHoM (IImaroHoM) cTpyHHOrOo WMHCTPYMEHTa B MOIME
«HckennepHame». A TOYHEe, BETUKHHA IMO3T CO3Jas 37ech oOpa3 AdaryHa kak mpototun Jleme
T'opryna. Bee BhImeckazanHoe yKas3pIBaeT Ha TO, UTO OT/EIbHBIC OOM-CKa3aHUs, OTPHIBKH, JICTCHIBI U
NpeaaHusl 0 HEKOTOPBIX TeposiX 1acTaHa ObLIIM W3BECTHBI ATOMY IIO3TY.
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