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Abstract. In ashiq art, classification issues have become the main subject
of many scientific studies as a very broad and important research object.
As a syncretic art field, the study of ashiq art, which includes both poetic
and musical genres, was carried out by scholars of such fields as philology,
folklore, theater, and history. In these studies, the classification problem was
solved according to different criteria depending on the field of science to
which the research belongs and the object being studied.

The solution to the classification issue in ashiq art was mainly carried
out by philologists and musicologists. In Azerbaijani musicology, the
problem of the classification of ashiq songs has always been solved based
on the criteria contained in the composer and musicologist, U. Hajibeyli’s
scientific articles. A wide and comprehensive study of this topic was
conducted also in A. Eldarova and T. Mammadov’s research articles, and
already consolidated genre division and characterization emerged. As it is
known, the classification of ashiq songs requires an approach based on the
basic principles of ethnomusicology, in addition to genre characteristics. In
the A. Eldarova’s researches, this approach is observed in the connection
of songs with poetic content, in the context of the creativity of individual
ashigs, and in the grouping of genres based on regional characteristics.

Key words: Ashiq art, folk music, variation in love songs, poetic text,
instrumental performance.

Introduction. The basic principle of ethnomusicology requires an
approach to the musical phenomenon within its context. This approach is of
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great importance in the classification of ashiq songs and especially in solving
the problem of variability. The creation of ashiq songs has ancient roots like
the art itself and is closely related to the history of the people. However, it is
impossible to determine the exact date of creation of these songs, considering
that the chance of the music art to be engraved is only related to the near
future.In this matter, of course, historical facts and poetic materials can help.
The creation of them, and especially by whom, is another side of the story,
and again based on inaccurate information. As a result, it can be said that it
is impossible to determine when and by whom (with the exception of the
XIX-XX centuries) the creation of ashiq songs. Although every piece of
information given in the poetic content of the song, especially the name of
the ashiq on the seals, is important information for musicologist research, it is
also possible for another ashiq to create music for that poetic text. As a result,
it is difficult to say whether the song performed was created by the ashiq
mentioned in the text or not.

The interpretation of the main material. Classification of ashiq songs
by regional criteria contains more accurate information. Thus, one of the main
goals is to determine the repertoire of songs| specific to that environment in the
researches studying ashiq environments, and as a result, it allows to determine
the diversity of the genre as well. In these studies, it is also necessary to mention
the manifestation of inter-environmental relations in the songs’ repertoire. So,
Divani, Garayli, Tacnis, etc., which are considered classic ashiq songswhile it is
typical for all environments, songs such as Saritel, Jalili, Sharili are considered
common repertoire for geographically neighboring places (Borchali, Gazakh,
Gadabey, Tovuz, Goycha).Genres such as Shashangi, Peshrov, and Shikaste are
characteristic of the local repertoire, which is characteristic only for the Shirvan
environment. As it can be seen, consideration of the regional factor in the song
classification is not only important, but even this factor requires a revision of
the existing song list.In addition to the regional repertoire, the fact that the same
songs is known by several names also calls into question the idea that the ashiq
music is composed of “72” songs. S. Pirsultanli defines this number as 80 in his
article published in “Literature and Art” newspaper in 1973 [9, p. 6]. It should
be noted that the issue of the number and options of ashiq songs have been
repeatedly raised in the articles of the folklorist and the causes of the problem
have been highlighted. Based on this, we can say that the study of this issue in
literary folklore studies is rare, and here the approach of musicology is very
important.
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It should not be forgotten the role of other factors, along with the
regional characteristics of the music, in determining the number, type,
and genre of the ashiq music.One of these factors is related to its name.
Often, the emergence of several songs’ variants, as well as the fact that
the same song has different names depending on the environment, is
also related to this factor. Here, the oral aspect, which is important in
the development of ashiq music, should be taken into account. Thus, the
fact that the same song is sung based on the poetic text of different ashigs
and sounded in different environments. It is also a fact arising from the
mobile nature of ashiq art, that the songs taken from the language of ashiqs
who demonstrated their art by traveling around different villages, later
become popular in that environment and become local.This situation is
observed mostly in neighboring environments. For example, Ganjabasar,
Goycha and Borchali (historically this range also included Darelayaz
and Karabakh environments) have many similar songs in their repertoire
of ashiq environments. Some of these songs have the same name, some
don’t.However, we would like to dwell a bit on the issue of identity here.
It is known that the issue of variation in ashiq performance manifests
itself in a broad and narrow sense. Variability in a broad sense is explained
by the reasons that create diversity that we mentioned at the beginning.
Among these reasons are regional differences which is arising from the
individual creative style of different ashigs, the name factor, etc. takes
place. For example, regional variation can be cited as an example of
beautifying music. In the narrow sense, the issue of variant is the variants
arising in connection with the performance style of song, which in one
way or another is related to the reasons we listed above. For example,
during the performance of “Jalili” song by Goyg¢e, Tovuz and Borchali’s
ashiq, the performance variants express the characteristic features of
both the environment and the individual style of the ashiq. The same
opinion can be said about “Saritel” song.Another type of variation can
be said about “Dubeyti” song. It is known that the types of “Dubeyti”
related to the name of different ashiqs known as: Imran Dubeytisi,
Zulfugar Dubeytisi, Mirza Dubeytisi, Azafli Dubeytisi.As S. Pirsultanli
mentioned, all these variants are examples of Dubeyti song performed by
different ashigs. The differences here arise in terms of the ashiq’s voice,
capabilities, musical talent, the poetic text he uses, etc. However, in the
above-mentioned gozallama tunes, variation is manifested not only in
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the regional characteristics of the tune, but also in its musical and poetic
content. It is known that in each of the ashigs’ environments, unique
gozallamas are read. In addition, there are gozallamas in an environment
both related to the name of the environment and created by the master
ashiqgs who live there. For example, in addition to Shirvan Gozallama,
there are also Shakir Gozallama and Bilal Gozallama in this area. Dubeyti
songs performed in Ganjabasar Gozallama can also be modified from this
aspect. As it can be seen, the problem of variantness of ashiq’s songs is
related to its content, regional affiliation and performance specificity, and
here the approach based on the invariant-variant principle should be based
on a number of criteria. Among these criteria, there are also structural
features of ashiq songs referring to saz musical notes, which have recently
been characterized by the application of new analysis methods.

Ideas about the origin of ashiq poem with reference to saz musical
notes are often found in folklore studies. The opinions of S. Pirsultanli
are interesting in this regard: “A kind of muscial note poem represents the
root music, or it can be said: the music note represents the form, the root
content. From the internal connection (with the help of strings) between
the veil (the syllabic weight of the poem) and the root (motive) which is
the content, the musical harmony of any type of poetry is obtained” [9, p.
6]. The folklorist researcher shows the root factor here and emphasizes the
music role in the creation of poetic forms that refer to the music chords.
That is, for example, the form of divan poetry, according to the scientist,
was created together with its musical content. This idea is actually a fact
that reveals the connection of Ashiq creativity with folklore genres. Thus,
the creation of folklore genres — bayatis, lullabies, caresses — in which the
poetic text is sung, took place precisely in the form. It is no coincidence
that bayati as a poetic genre was addressed both in the works of ashiq and
in written literature, and the related ashigsongs and mughams also revealed
the musical-poetic essence of the genre.This kind of creation of ashiq songs
is a true idea. However, when examining the creative style of ashigs (master
ashigs; poet ashigs; performing ashiqgs), the emergence of certain groups
also reveals the fact of independent moods and poetic texts creation. This
grouping was also carried out in A. Eldarova’s monograph “Azerbaijani
Ashiq Art”, and creative criteria of each group were indicated [3, p.18].
Thus, the poetic text, the veils and the roots of the saz can play a key role in
solving the problem of variation, in addition to creating its species diversity
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in the creation of them. For example, on the basis of the Divani poetry form,
the types “Bash Divani” and “Ayag Divani” were created, which refer to the
head and foot parts of the saz. However, here it is necessary to pay attention
to the concepts of type and variant, so that although the poetic text of the
songs listed belongs to the same genre, their musical content is different.
We can come to the conclusion that the main aspect that generalizes these
songs is that their poetic content is divan and their names are related to
the saz musical notes. It is interesting that, while the poetic genre of both
songs is the same, the musical content has different characters: “When the
Majlis divan is played, its melody is filled with deep sadness, and when the
Meydan divan is played, an exuberant joy and happiness associated with
heroism is heard” [9, p. 13].

Variability means interesting features in gozallama songs. It is known
that gozallama songs are associated both with the names of individual ashiqs
and with different environments. The common aspect that unites these
weathers is primarily related to their image-emotional content. Gozallama
— as the name suggests, is devoted to the praise of beauty. Ashigs sing the
praises of beautiful women and the nature of the homeland on this song.
Variation in these moods can be seen in the perception of poetic texts and in
the manifestation of ambient performance traditions. It should be noted that
gozallama songs are also known by several names. For example, “Karam
Gozallama” — “Ahmadi Karami”; “Old Gozallama” — “Aran Gozallama”,
“Shamkir Gozallama”; “Abbas Gozallama” — “Shirvan injury”; “Goycha
Gozallama” — “Yungul sharili”; “Cutting Gozallama” — “Mirzajani” etc.
[9, p. 7]. It should be noted that in the list given by A. Eldarova regarding
the names of the love songs, these songs are mentioned separately, and as a
result, giving the same song with several names has a direct impact on the
issue of quantity [7, p. 625]. The main issue is that “Old Gozallama” and
“Aran Gozallama” are not variants, but are exactly the same song, and such
facts cause a considerable discrepancy between the names of saz songs and
the actual number. A striking example of variation in love tunes is related
to tunes known by different names but with the same or similar musical
content. Having shown a large number of such examples above, let’s dwell
more on the airs “Ayag Jalili” and “Susanbari” (the name of this song is
mentioned as “Susanpari” in the list given by A. Eldarova) [7, p. 627].
“Jalili” songs are believed to have been created by Ashiq Jalil, a brilliant
representative of Deraleaz ashiq milieu, who lived in the 19" century [2, p.
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16]. There are types of this song such as “Orta Jalili” and “Ayag Jalili”. As
the name of “Orta Jalili” tune indicates, it is played in the middle root and
is very popular in the Ashiq repertoire. These tunes currently occupy a large
place in the repertoire of Ganjabasar, Borchali ashigs. While conducting
research on Jalili songs, we witnessed an interesting case, as folklorist
scientist, researcher, deep connoisseur of ashiq art, E. Mammadli said
that the song of “Ayag Jalili” and “Susanbari” song are the same. When
investigating this issue, we noticed that both tunes are based on almost the
same musical content. During the analysis, we came to the conclusion that
the songs are variants of each other, based on the sheet music of the songs
and the performance of different ashigs.

The sheet music of “Jalili” song is included in T. Mammadov’s book
“Azerbaijan ashiq creativity” [7, p. 393], and the sheet music of “Susanbari”
air is in N.Bagirov’s book “Azerbaijan ashiq songs™ [1, p. 49]. T. Mammadov
wrote the version of this song played in the middle root (Middle Jalili).
We would like to share some of our results by taking a look at the audio-
video recordings of the song. In general, when searching for weather video
recordings, we saw both names appear in the examples we found. Examples
include the performances of master artists such as Ashiq Imran, Ashiq
Shamshir, Ashiq Kamandar, Ashiq Elbrus Kalbajarli, Ashiq Ramin Garayeyv,
Ashiq Gulab Khindimammad oglu and other Ashigs. In some of these videos,
the weather is shown by both names, in some it is called Susanbari, and in
some it is called Ayag Jalili. According to Ashiq Elbrus, there are generally
four names for this song: Ganjabasar ashigs call this air “Ayag Jalili”, Agbaba
ashigs call this air “Sulduzu”, Borchali ashigs call it “Susanbari”, and Goycha
ashigs call this air “Najafi”. As you can see, two of these options are related
to the name of master ashigs. In the repertoire of Agbaba ashigs, this song is
known as “Sulduzu” because it is related to the Sulduz ashiq environment
of Southern Azerbaijan. It should be noted that this song is also called
“Baskhanim” due to its poetic text. Thus, “Ayag Jalili” is a tune popularized
in ashiq environments located in the west of Azerbaijan, and its recognition
by different names in different environments is actually a sign of its antiquity.
So, the melody of this song probably comes from the deep layers of folk
art, was adopted by modern ashigs and performed under different names in
different regions.

The question of the relationship between the ashiq art and other types
of folk music creativity has been highlighted in a number of musicological
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studies. In particular, the study of the Shirvan environment, where ashiq and
mugham art developed in close contact, is evident in recent studies related
to ashiq studies. However, the art of ashiq also came into contact with
instrumental performance and dance music and was born and developed
under conditions of mutual influence. For this reason, the different nature
of ashiq songs (recitative-declamatory, song, dance songs) originates from
folklore.

It should be noted that in many cases the performance of a certain song
with a different name in each region depends on its performer. For example,
the tune “Govhari” is also called “Mirzajani”’, which name was given to it
after it was performed more beautifully by Ashiq Mirza. Another example
is related to the performance characteristics of songs. For example, “Agir
Sharili” and “Yungul Sharili”, “Yurd yeri” and “Old yurd yeri” songs are
named only due to the difference in tempo. However, the difference in Sharili
songs is also characteristic of the musical content. In general, it is observed
in other examples that the ashiq songs are also named in connection with
the performance feature. For example, the song “Tarsa gerayli” was named
due to the direction of movement of the fingers when it was played on the
instrument.

The emergence of name differences according to the poetic text used
during the performance of the song is also present as one of the facts affecting
the quantity. For example, “Koroglu Mukhammasi” is actually a version of
“Baghdad dubeyt” song performed on the basis of a poetic text related to this
saga. Here, only the poetic text changes, while the musical content of the air
remains the same, and from the point of view of musicology, it is somewhat
controversial to use the word variant here. The issue here is related to the
proximity of poetic genres. As the folklorist scholar E. Mammadli also noted,
since the poetic structure of mukhammas and garayli genres is based on eight
and sixteen syllables, it is possible to play dubeyt song on mukhammas, and
the connection with the image of Koroglu is that the poetic content is related
to the epic.

Certain small differences that may arise in the performance of Ashiq
airs may be related to the change of the place of accents in the melody
due to the text change, the establishment of the word-music relationship.
Such examples include “Kazakh sabzesi” and “Gilenar” (poetic text),
“Bashkhanim” and “Susanbari”, “Zulfugar dubeyti” and “Azafli dubeyti”,
etc. can be shown. The musical content of “Imran Dubeyti” song is
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somewhat different. “Daglar” is sung on the garayli with a row, and it
differs from “Azafl1 dubeyti” by its slightly faster tempo, 3/4 meter size
and different rhythmic structure. “Imran dubeyti” is given in the book of
T. Mammadov as “Dubeyti” [7, p. 316] and “Bas dubeyti” (“Diibeyti”)
[8, p. 24] written by J. Mehdipur, a brilliant representative of South
Azerbaijan Ashiq art. We can note that it resonates with the example he
mentioned. In both examples, the musical content of the song is consistent
with Ashiq Imran’s performance, and in J. Mehdipur’s notation, the poetic
text (“Mountains” with the radifil gerayl) also coincides. The difference
is first of all in the variation of instrumental interludes between verses, as
well as in the transitions between verses. For example, the third verse of
the first stanza is sung once by Ashiq Imran, and the fourth verse is sung
after the instrumental transition. In J. Mehdipur, this verse is given twice
in vocal-instrumental form.

Example 1. C. Mehdipour. Musical mods of ashiqgs. “Bash Dubeyti”
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In T. Mammadov’s notation, there is no instrumental break between the
third verse and the fourth verse, but here each verse is given only once vocal-
instrumentally.
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Example 2. T. Mammadov. “Azerbaijani love creativity”. “Dubeity”.
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These differences can be considered as variants arising from the individual
performance style of each ashiq. It is known that in the art of performance, each new
performance of the same music creates a new version of interpretation. If we take
into account the orality factor in the ashiq art, each new performance also turns into
anew version. Of course, this cannot be applied to all performances. New versions
are musical samples born from the individual creative potential of master artists,
which are loved by the people and need to be played many times, and as a result,
they live in the repertoire of other lovers and become famous. “Imran Dubeyti”
song is one such example. It is this fact that determines the creation of versions of
songs that are connected with the name of master ashigs and get a license for life.

Conclusion.Thus, the visible picture once again proves that the study of ashiq
songs not only opens up new perspectives, but also enables the identification of
existing gaps. In particular, these gaps appear during the examination of the
available information on the names of the ashiq spells and reveal that there are
many controversial points. As a result, musicological research on ashiq music is
misguided, drawing conclusions based on inaccurate factual sources or information.
It is possible to get the correct position among the names and variants of ashiq tunes
by examining the available information about the tunes, as well as by analyzing
the musical content and making a comparison based on these criteria. Because,
despite being recorded later than other types of folk creativity, the art of music has
an important aspect that does not fit into any distortion and precisely preserves the
ethnic national thinking in the most stable way. From this point of view, it is possible
to reveal every field of folk music, including the origin, initial example, and variant
character of the ashiq songs, precisely by analyzing the musical language.

11



Vol. 18 Ne3  ISSN 2310-5399  Incasonat vo madaniyyat problemlori / Problems of Arts and Culture / TIpo6aeMbI HCKYCCTBa 1 KyJILTYpbl

REFERENCES:

Bagirov N.H. Azarbaycan klassik asiq havalari. — Trabzon, 2011.
Daraloyoazli ustad Asiq Calil. — Baki, 2018.

Eldarova ©.M. Azarbaycan asiq sonati. — Baki, 1986.

Imamverdiyev 1.C. Azorbaycan asiq senotinin saciyyovi xiisusiyyotlori
(Qarb bolgosi iizra). — Baki, 2004.

Korimli A.K Tovuz asiq moktobinin saz havalari. // «Azorbaycan
musiqisi:tarix vo miiasir dovr» toplusu. — Baki, 1994.

Qaniyev S.H. Sirvan asiqlart. I cild. — Baki, 2007.

Mommadov T.A. Azarbaycan asiq yaradiciligi. — Baki, 2011.

Mehdipour Ch. Musical modes of ashigs. 1 cild. — Tabriz, 2020.
Pirsultanli S.P. Ozan-as1q sonatinin nozori moasalalori. — Baki, 2002.

A

A

Nails Rohimboayli (4zarbaycan)

ASIQ HAVACATININ KLASSIFIKASIYASI

VO VARIANTLILIQ PROBLEMININ HOLLINO DAIR

Asiq sonatindo klassifikasiya mosalolori olduqca genis vo miihiim
todqgiqat obyekti kimi bir ¢ox elmi arasdirmalarin asas movzusuna cev-
rilmigdir. Sinkretik sonat sahasi kimi 6zlindo hom poetik, hom do musiqi
janrlarini ehtiva edon asiq sonatinin arasdirlmasi filologiya, folklor, teatr,
tarix kimi elm saholorinin alimlori toraofindon aparilmisdir. Bu arasdirmalar-
da klassifikasiya problemi todqigatin aid oldugu elm sahasindon vo todqiq
edilon obyektdon asili olaraq miixtslif meyarlar tizro holl edilmisdir. Klas-
sifikasiya mosalosinin holli asiq sonatindo osas etibarilo filoloq vo musi-
qistinas alimlor torafindon aparilmisdir.Etnomusiqisiinasligin asas prinsipi
musiqi hadisasing aid oldugu miihit daxilindo yanasma tolob edir. Bu yanas-
ma asiq havalarinin klassifikasiyasinda vo xiisusils variantliliq probleminin
hoallindo miihiim shomiyyst kasb edir.

As1q havalarinin yaranmasi soanatin 6zl kimi qadim kdklors dayanir
vo bilavasito xalqin tarixi ilo six baghdir.Asiq havalarinin regional me-
yarlar iizro klassifikasiyas1 daha doqiq informasiyani 6ziindo ehtiva edir.
Belo ki, asiq miihitlorini 0yronon aragdirmalarda homin miihite xas olan
hava repertuarinin da tosbit edilmaosi osas mogsadlordon biridir vo natico
etibarilo janr rongarangliyini do miisyyanlasdirmoyo imkan verir. Bu aras-
dirmalarda homg¢inin miihitlorarast olagolorin hava repertuarinda 6ziinii
gostormosini do geyd etmok lazimdir. Belo ki, klassik asiq havalar1 hesab
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edilon Divani, Gorayli, Tocnis va s. biitlin miihitlor {i¢lin xarakterik oldu-
gu halda, Saritel, Colili, Sorili kimi havalar cografi baximdan qonsu olan
miihitlor {iclin (Borgali, Qazax, Godoboy, Tovuz, Goy¢o) miistorok reper-
tuar hesab edilir.

Asi1q havalariin adlari, variantlar1 arasinda diizgiin movqeyin oldo
edilmosi ise havalar haqqinda movcud informasiyani arasdirmaqla yana-
s1, musiqi mozmununun tohlili vo miigayisonin mohz bu meyarlar iizorino
qurulmasi ilo do olde etmok miimkiindiir. Ciinki, xalq yaradiciliginin diger
novlorino nisboton daha gec yaziya alinmasina baxmayaraq, musiqi sonati
he¢ bir tohrifo sigmayan vo mohz etnik milli tofokkiirii 6zlindo on sabit
sokilda qoruyub saxlayan miihiim cohato malikdir. Bu baximdan xalq mu-
siqisinin hor bir sahasini, o ciimlodon, asiq havalarinin da mongoyini, ilkin
nlimunasini, variantlagma xarakterini mohz musiqi dilinin tohlili ils tizo ¢1-
xarmaq mimkiindiir.

Acar sozlor: asiq sonati, xalq musiqisi, havacatlarin variantliligi, poetik
motn, instrumental ifaciliq.

Haunsa Parumoeitam (Azep0Oaiiazkan)

KIIACCUDPUKALUA AITYT'CKUX HAIIEBOB 1

PEIHNEHUE ITPOBJIEMbI BAPUAIIMOHHOCTHU

Bomnpocsl knaccupukanuu B alryrcKOM HMCKYCCTBE CTalldi OCHOBHBIM
IIPEAMETOM MHOTHX HAy4YHBIX MCCIIEIOBAaHUM, TaK KaK SBISAETCS JOCTATO4-
HO IMPOKHUM U BAXKHBIM 00BLEKTOM HUCCIICJOBaAHMUAA. I/ISy‘ICHI/IeM Alryrckoro
UCKYCCTBAa, KAaK CHHKPETHUYECKOI 00JIaCTH B UCKYCCTBE, BKIIOUAIOLIETO KaK
MO3TUYECKHE, TaK U MYy3bIKaJbHbIE )KAHPBI, 3aHUMAJIKNCh y4YeHbIE (PUII0II0-
T, (OIBKIOPUCTHI, TEATPOBEAbI M UCTOPUKH. B 3THX uccienoBaHMsIX 3a-
Jlaya KiaacCU(pUKaLUKU pelaiach 1o pa3HbIM KpUTEPUSIM B 3aBUCHUMOCTH OT
TOM WM MHON 00JaCTU HAyKH, K KOTOPOM OTHOCHUTCSI HMCCIIEAOBAaHHE, U3-
ydaeMoro oobekra. Pemenuem Bonpoca kiaccupuKaluy B UCKYCCTBE ally-
TOB 3aHUMAJIUCh NIPEUMYIIECTBEHHO (UIIOIOrH U My3bIKOBeAbl. OCHOBHOM
MPUHIIUIT ’THOMY3BIKOJIOTUU TPEOYeT MOIX0/1a K MY3bIKaJIbHOMY SIBIICHUIO
B €r0 KOHTEKCTE. DTOT MOAXO UMeEeT O0JIbIIIOe 3HAYeHHE TPU KilaccupuKa-
MU BApUAHTOB.

Kak m caMo amryrckoe MCKyCCTBO, alllyTCKH€ HAIlleBbl UMEIOT JPEBHHE
KOPHU ¥ TECHO CBSI3aHbl ¢ uctopueit Hapoaa. Kiaccudukanus HaneBoB 1Mo
pEervoHaNbHBIM PU3HAKAM COJCPXKUT OoJiee TouHYI0 nH(popmanuio. Takum
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o0pa3zoM, B JJAHHBIX HCCJIEIOBAHMSIX, OJHOW M3 OCHOBHBIX 3a/1a4 SIBIISCT-
Cs OTIpE/IeNICHUE perepTyapa cnenuGpuIHbIX I JaHHOUAITYTCKOW Cpebl,
9TO, KaK CIEJACTBUE, MO3BOJIICT OMPEICTUTh X KaHPOBOE MHOTOOOpasue.
Onupasick Ha Hay4HbIE HCCIEIOBAaHUSA, HEOOXOIUMO TaKXKe YIMOMSHYThH O
MPOSIBIEHUH MEXKaHPOBBIX CBSI3€H B MCIOJHUTEIBCKOM penepTyape. Taxk,
JuBanu, I'epaitnu, TagKHUC U Ap., KOTOPBIE CUMTAKOTCS KJIACCUYECKUMU
AlIyICKUMM HAleBaMU, OHU SBJISIIOTCS COCTABHOM YACThIO AIYTCKOTO pe-
nepryapa, HE3aBUCHMO B Kakoi cpene oHH GopMupoBaiIuchk: CapuTensb,
Joxanunm, Hapunu. OHKU CYUTAIOTCS COBMECTHBIMM M UCITOJTHSIOTCSI BCEMHU
amryramu, reorpadudecku cocennux pernonoB (bopuanserl, ['azax, I'egabei,
Tosy3, I'eiiua).

TouHnoCTh Ha3BaHWI U BAPUAHTOB TE€X WM MHBIX AlllyTCKUXHAINIEBOB BbI-
SIBJISIETCS] TIPU M3YYEHUU TEOPETUUYECKOM aHAJIU3€ MEJOJUM, a TaAKXKe MY3bl-
KaJIbHOTO COZIepKaHus, TpU HEOOXOIUMOM CPaBHEHHH ATHX K€ KPUTEPHil.
HecMoTpst Ha TO, 94TO MCTOPHUST HOTOMHMCH OOpPA3IOB alTyrCKOTO MCKYCCTBA,
HaIeBbl, B CPABHEHUU C JPYTUMHU 00pa3liaMy HapOAHOTO MY3BIKAJILHOTO HC-
KyCCTBa, OTHOCSTCSI K 0o0Jiee MO3THEMY TEPHOAY, 3/IeCh UMEETCS Ba)KHBIM
ACTEKT, KOTOPHIH 3aKITto4aeT B cede Hanboiee yCTOWIMBOE COXpaHEHUE YTHH-
YECKOI0 HAIMOHAJIBHOTO MY3bIKAJIBHOTO MbIILICHH. C 3TOW TOYKHU 3pEHUS,
MMEHHO IyTE€M aHaJIu3a MY3bIKAJIbHOTO S3bIKa U TEOPETHYECKOrO aHaJIn3a,
MOXXKHO M3YYUTh KOKIyH 00JaCTh HApPOJHOTO MY3BIKAJIHHOTO TBOPYECTBA,
BKJIIOYAsi MCTOPHIO, IE€pPBOHAYAJIbHBIE OOpa3Ilbl, a TaKXKE BapUAHTHOCTh
alIyrCKUX HaIlleBOB.

KurouyeBble €j10Ba: alryrckoe MCKYCCTBO, HApOAHAs My3bIKa, BApUAHT-
HOCTb HaIl€BOB, MOATUYECKUM TEKCT, UHCTPYMEHTAIbHOE UCIIOJHEHUE.
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AnHOTanus. B ananusupyemom marepuase, MOCBAIIEHHOM MHOIOBE-
KOBOMY IOITHYECKOMY Hacienuo Ousynu, NpearpuHsTa MONBITKA OCMBIC-
JICHUsT HAyYHOW 3HAYMMOCTH XYIOXXECTBEHHOTO TEKCTa, OO0YCIOBIEHHOTO
0COOEHHOCTBIO BOCTOYHOI'O MBILUIEHUS] U MHUPOBO33peHMs. B pesynbrare
IpeJyIaraeTcsi HOBbIM paKypc MCCIIEOBAHUSA MCTOKOB MO3TUYECKON MBICIIH
BocTtoka, coracyromuiicst ¢ BOCTpeOOBaHHBIM HAyYHBIMU PEaIUsIMHU TPAHC-
JUCLMILUIMHAPHBIM MOAXOAOM K U3y4aeMOMY MaTepHally.

KuroueBblie cioBa: rapMoHHs, TUHAMHUKA MBIIUICHUS, BEPTUKAIb, MY-
ram, HayKa-IIpeTBOPEHHUE.

BBenenue. TBopueckoe Hacnenue azepOaiiKaHCKOTO MbICIHUTENsT My-
xammena Ousynu (B moamuHHOCTH Myxammena noH CyrneliMana) — oJHa U3
BEpIINH Ooraroil 0ecCMEepTHBIMU UMEHAMHU BBICOKOM MO33UN MYCYIIbMaHCKO-
ro Bocroka. [Ipeayaraemseiii B JaHHOM COOOIICHUN «MY3BIKaJIbHBIN PaKypC»
3anaFHBa€MOﬁ TEMbI MMPEACTABIIACT ITOIBITKY IMOCHUJIIBHOT'O OCBCUICHUA Ha-
YYHOH 3HAYMMOCTU BBICOKOW MOITHYECKOW MBICIH Al MPOTHO3UPOBAHUS
OyIyIIHOCTH KYJNBTYPHl W 33JaHHOW KYJIBTYPHBIM Pa3BUTHEM OyIyIHOCTH
yenoBeuecTBa. llpexne, OfHAKO, MPOSICHIO BaYKHOCTh OCO3HAHUS paHHe-
TO TOJIKOBAHUs CJIOBa My3bIka. HbIHE MOHMMaeMOe KaK «HMCKYyCCTBO 3BYKO-
BOTO MBIIIJICHUSD) CIIOBO «MY3bIKa» B PaHHIOI MOPY Oo3Hadayio ['apMoHHIO
Bcenenckoro co3unanus - TBopenusi. IHpIMU crioBamMu, My3bIKa H3HAYaIb-
HO OCO3HAaBajach HE KaK MPOIYKT TBOPUECKOTO TOMCKA, & CAMOTBOPUYECKOE
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JIEHCTBO KaK BHYTPEHHE OLLYIIAeMOE IIPUTKEHUE BBICOKOM Mbliciau — M aen.
AKT poxaenust nen accouumponaics co Benbikoid CBera-Ceeta cTHHBI.
B 3TOM cMbICiIe MO3THYECKUE LIENEBPBI CPETHEBEKOBOIO MYCYJIBMAaHCKOTO
BocTtoka, npexae Bcero, MOryT pacCcMaTpuBaThCs Kak COBEPLIAEMOE PUTY-
albHOE JIEWCTBO BO3BBILIEHUS yMa 10 IPOPbIBa B OeCKpaiiHee CBETO-Iy4eBOe
0JIE U 03aPEHHOCTH VICTHHOM.

N3i0xeHne oCHOBHOTO MaTepuaJia. ICTUHOM 03apsinch H30paHHbBIC
yMbI, Takue kak Huzamu, Hacumu, ®usynu, Xaranu, Barud — u mHOXKe-
CTBO JIPYTMX M3BECTHBIX U aHOHHUMHBIX (MO0 MPUYMHE HEMPABOMEPHOCTHU
NpUNUCHIBaHUS cebe mapoBaHHOTO CBBINIE TYXOBHOTO OOTaTCTBa) UMEH.
Cosepiraemoe Kak akT €IMHEHUS, aKT Bepbl — Mo3THYECKOE HAcIeue Ha-
3BaHHBIX JIUTEPATypHBIX FEHUEB CpeHEBEKOBOTO BocToka npencrasiser,
110 CYTH, 1yYXOBHBII TEKCT. B 3HaueHUH TyXOBHOIO, MPEAIOIOKUTEIBHO,
MOXKET paccMaTpuBaThCs 000N MPOAYKT BHICOKOTO MO3TUYECKOTO TBOP-
YeCTBa, 3aTPAruBarONINi MOJCO3HAHNE, MPOOYKAAIOIMIHNA APEMITIONIYIO B
Ka)JIOM Y€JIOBEKE «KOCMHUYECKYIO MY3bIKY», CTUMYJIHUPYIOUIYIO K TOUCKY
U MPETBOPEHMIO UCTUHHOTO 3HaHus — 3HaHusa oT bora. MMesmiee mecTo
TATa KJIACCUKOB MPOLLIOT0, B TOM YHCI€ BeauKkoro Gusymu, K OBJIaJICHUIO
Hay4YHBIMHM 3HAHUSMH (B MPOTHUBOBEC UX IMO3JAHUM COPOJIHUYAM 3a4aCTYIO
HE HCIBITHIBAIOIINM TAaKO MOTPEOHOCTH) — CIIEICTBUE MOCTH)KEHUS YHH-
BEPCAJIIbHOTO 3aKOHAa, BBIHECEHHOI'O M3 CaMOT0 TBOPYECKOTO IpOLEC-
ca o3apeHHOCcTH Mpueeii — mporecca u3gaBHa 0003HA4aeMOT0 KOJOBBIMU
CJIOBAMHM - MyraM (Fr€OMeTpUUYECKU 3KBUBAJICHT KOHYC — JIy4) U My3bIKa
(reoMeTpuUeCcKUN IKBUBAJIICHT KPYT — LMKJ XU3HH). [I[pumedarenbHOCTh
JAHHOTO JIOOOMBITHOTO (paKTa HbIHE aKTyaJlU3UPYETCs BCTPEUHBIM MHTE-
pecom, niposiBiisieMbIM Ha pyoexe X X—XXI BB. CO CTOPOHBI IPEJCTABUTE-
Jeil pa3MUYHBIX 00JIacTei HayK, MPeX/ie BCEero (PM3NKOB, K YHUBEPCATbHO-
My IPUHLHUILY, 00BEIUHSIONEMY pa3iuuHbie cepsl 3HaHUA. BecroMHuM,
HarpuMep, Hay4HbIE AOCTIDKCHHSI B CO3MaHUU (UIOCO(PCKOW TEopuu —
CUHEPTeTUKH, NMPEJIOKEHHON HEMEUKUM (PU3MKOM-TEOPETUKOM, (QHUII0-
copom I'epmanom XakeHOM W Pa3BUTOW OENBTHHUCKUM (PU3UKOM, (puo-
copom — Unnweii [Ipuroxkunsim [1,2]. B oTHOmIEHHH caMOro BOCTOYHOTO
MPUHLIKIA [TO3HAHUS JIIOOOTBITHBIE UACU BBIIABUHYTHl aBCTPUMCKUM (U-
3ukoM @putbopom Kanpoii B mosyuuBiieit MUPOBYIO U3BECTHOCTh KHUTE
«/lao ¢usmnkny», cogepxamumM HayuyHO-(PUIOCOPCKUNA B3MIAL HA YCTPOU-
CTBO MHpa, 0OHAPYKUBAIOUIUM Mapajyied MeXAY PU3UKON U BOCTOUHON
¢dunocodueit. Mexay TeM Ha3BaHHBIE TPY/IbI 3aTPArUBAIOT UCKITIOUUTEIb-
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HO (uI0COPCKHE acCHeKThl BOCTOUHOIO YCTHOTO M MUCHMEHHOTO Hacle-
Iusi, B TO BpeMs Kak NMPUPOJa U OCOOEHHOCTh CaMOT0 PaHHEro albTep-
HAaTUBHOIO — BOJIHOBOI'O MBIIUIEHHS ITOKa IPEUMYIIECTBEHHO OCTAETCs
3a npejesaMu JOCTYIHOCTH PacCyJOYHOr0 yma, HACTPOCHHOIO Ha JIHC-
KpeTHoe Bocnpustue mupa. (OmyTUMBIi BKIaa B 3aTparuBaeMblid aClEKT
BHECJIM MHOTONIPO(UIbHBIE HCCIIE0BATEIbCKUE Pa3paOOTKU MBICIUTEIS
— mareMarnka Bacunus BacunbeBnua HanmmmoBsa).

Bo3Bpamasice, olHaKO, K TEME KMBOM MO3TUYECKON Mbiciu Pusynu,
nonpobyeM pazobparbcs B heHoMeHe ee Oeccmeptusd. [Ipexae yTouHio,
YTO MOMCK OTBETA Ha MOCTABJIEHHYIO 3a/1a4y, 00yCIOBIEH 0COOEHHOCTHIO
JYXOBHOTO BOJIHOBOI'O MBIIIJIEHHUS, CBSI3aHHOI'O C NPOPBIBOM CO3HAHUSA
B 3allpeeIbHOCTh U 03apeHHOCThI0 McTHHOM. B kauecTBe 1EeHTpaIbHO-
rO TOHA MOATUYECKUX OTKPOBEHUH mMod3Ta mpezactaer cBer Jlroosu. Ilo-
33ust Gusynu nponutaHa AyxoMm JIr0OBH, BBIABISAIONEM Ce0sl HE CTONBKO
Kak MepeXMBaHKe, a KaK COCTOSIHUE yMa, HaXOJsIerocs B MUKoBOil (dasze
TBOPYECKOTO Moucka — ¢aze conpukocHoBeHus ¢ Mcrtunoii. JIro6oBb B
nos3un dOusynu 3170 MOMEHT MCTHHBI, MOMEHT BXOXKICHUS B BEYHOCTb.
B cune JIto6Bu — sHeprus Meicnu, B npuTsoKeHUH JII00BM — MarHeTu3M
Mpeicau. I1o33ua @usynu — miIoa NPOHUKAKOUIETO BOJIHOBOTO MBIIIICHNUS,
CoJIeprKalllero TOKM aKyCTHMUYECKHX CMBICJIOB. A MOTOMY Jt00as OLEHKa
no33un dusynu, 3aTparuBaronias BHEIIHE COAEPKATEIbHbIE aCIIEKThI €r0
TBOPUYECKOI'O JapOBaHMs OOpeueHa Ha MOBEPXHOCTHOCTb, TaK KaK YHH-
KaJIbHOCTh 3TOTO MO3THYECKOTO SBICHHS CBsi3aHa C OOHAPYKUBAIOIIUM
I'PaHM MO3TUYECKOM MBICIH OCOOBIM AYXOBHBIM HacTpoeM. [lyOuHHBIE
caou 1mod3un Ou3ynu nNoCTUTrarTCAd HE AHAIUTUYECKUM, a YyBCTBUTEIIb-
HBIM K CyOCTaHLIMOHAJIbHBIM «KBAaHTAaM» YMOM, YyTKO pEarupyoiumM Ha
PUTMO-TOHOBBIE KOHCTAHTHI 1YXOBHOTO 3HAaHUsA, 3aKOAMPOBAHHBIE B Ie0-
METPUYECKON M YMCIIOBOI 3HAKOBOH CUCTEMeE, B 00pa3HOW CHMBOJIMKE U
OPYTUX TOBTOPSIOLIMXCS 3JIEMEHTaX MOATUYECKOTO TEKCTa, CO3JAIOIINX
ONpeNeICHHbIA NyXOBHbIA HacTpou. [To33us ®usynu — 310 onocpeaoBaH-
HOE [I03TUYECKUM TEKCTOM 3By4YaHUE MyraMa, YTO MOYKHO IIPOCIEIUTh Ha
IIpUMEpE CONEpIKaHMUA ero MmodMbl «CeMpb Yamm, TIe YHUCIO CEMb UMEET
pa3Iu4YHBIE CUMBOJIWYECKUE CMBICIBI, OJUH U3 KOTOPBIX CEMb CTyIEHEH
BOCXOKJIE€HHS B MyTaMHOM TBOPUECKOM IPOLIECCYaTIbHOCTH.

Oco0bllt cTaryc moaTHueckoro napoBaHuss dusynu omnpezaensercss He
BBICOKMM IOATHYECKUM CIIOTOM, He OOraTbiM CHEKTPOM IMEpEeKHUBAHUHA U
JlaXkKe He MOITUYECKOM MYyIPOCTBIO, a MPEkKIAE BCETO, CBAIIEHHOAECHCTBOM
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BTATUBaHUS B «KOHYC» CBeTO-MBIC/IH, TO €CTh COBEPIIAEMbIM B 3TOM CIIy-
4yae CakpaJbHbIM aKTOM JYXOBHOI'O BO3BBIIIEHUS, MEPEBOILIOLIEHUS UTO,
B CYII[HOCTH, MPUPABHUBACT MOITHICCKUN TEKCT KOH()ECCHOHAIBHOMY Y-
XOBHOMY aKTy. AHAJOTMYHO TyXOBHOMY TEKCTY BBICOKAsi MUCCHS TTOATHUYE-
ckoro mapoBanusi Ou3ynu, Ha Hall B3MVISA, 3aKIFOYAETCS B HACTPAMBAHUU
YeJ0BeKa — «MHCTPYMEHTa» ISl aKyCTUUYECKOTO PE3OHMPOBAHUSL MY3bIKH
Bcenennoii. 3nech yMECTHO HAIIOMHUTD, YTO HAyKa B BOCTOYHBIX TPAKTATaX
Ha3biBaslach «Haykoii-peTBOpeHHEM», TaK KaK MPEIMETHOCTh U OOBEKT-
HOCTb €€ B HEPa3pbIBHOCTH COCTaBIIsIa ['apMOHUIO MBICIUTEIBHOIO MPO-
necca IMO3HAHUA-03apeHusA. MIMEHHO BaXKHOCTb MPEIOMIIEHHOCTH 4epe3
Bypnon — McTuny yTsxkenseT yeabHbld BEC CIOB-MIOHATUMN, TO3TUYECKOTO
TEKCTa HaIOJHAS WX MHOTO3HAYHOCTHIO — CBOWCTBOM 3BYKa, CBOWCTBOM
*KUBOM Mpiciu. B 3TOM BUIHUTCA OAHA W3 IVIABHBIX MPUYUH OPTaHUYHOU
CIUTHOCTH 1033uu duzynu ¢ myramom, u6o U B TOM, U B JIPYTOM CIlyuae
MPOKUBAETCS CAKPAJbHBIM aKT BO3BBIIICHUS 1O OCBemieHHOCTH CBeToM
Hctunel. B kaxa0M U3 HUX TBOPUECTBO MPEACTAET HE KaK 3aHATHE, a KaK
cama JKM3Hb, UCKPSIIAsICAd B MHOTOTPAHHUKE 3BYKa M CJIOBA, KOIJIa OHU Tie-
pecTaroT ObITh MPOCTO 3ByKaMU U CIIOBAMU, a «OTKPBIBAIOT IJ1a3a U HAYMHA-
10T apimathy. (P.MeHon)

briTyromee B Hay4HOU Cpelie MHEHHUE O NMPUYACTHOCTU 1033uu Pu-
3yau (Kak, BIpodyem, M mod3uu Huzamm) x cyduiickoi mol’3um Hebec-
nouBeHHo. HezaBucuMo OT TOro ObUIM JIM OHU B OyKBaJHLHOM CMBICIIE
cypusiMU, OHU coBepIIaiu CyGUINCKUN 3UKDP KaXKIbIM aKTOM TBOPYECTBA,
JIYXOBHO BO3BBIIIASACH, KYXOAS U BO3BpAIIasIChy» M3 MHOOBITUA. TBOpUE-
ckuii nmpopbiB OuU3ynu, Kak U €ro reHuajJbHOTO MPEANIeCTBEHHUKA ObLI
OJTHOBPEMEHHO AYXOBHBIM MPOpPBIBOM K VMcTHHE, mocTUraeMoi UM Ha
CTBIKE JBYX MHUPOB — HEBUJHMMOIO M BHUJIMUMOTO. YBIIEKa€MOE BOJHAMHU
apy3a co3HaHHE M0ATa OKa3bIBAIOCh BTIHYTHIM B OeckpaiiHee aKycTHUYe-
CKO€ BOJIHOBOE TOJI€ AYXOBHOW MBIC/IHU, C BBICOTBI KOTOPOW UM OCMBIC-
JWMBAJIACh «IPO3a» U «I033UsD» 3€MHON KM3HHU. 3aKOHCEPBUPOBAHHAS
rnapagurMaMu apysa, HacTpauBarollas Ha COOTBETCTBYIOIIUNA PUTMO-
TOH, TEXHUKA UTPBl «CBETO-TCHBIO» CO3/1aBalia HEOOXOAUMBIN JJIs MPO-
YyBCTBOBAHHOM MBICIIM MCUXOJIOTUUYECKUI U HIMOLIMOHAIBHBINA HACTPOU.
Ha stom, BeposTHO, U OCHOBBIBAETCS YOEKJICHHE CIIEIUAJTIUCTOB O HE-
PacCTOPKUMOCTHU apy3a U Myrama. Apy3Hyl METPUKY, 10 CYTH, MOXHO
CYMTATh OJHOW M3 PaHHUX 3aMUCEH MYTaMHOTO MY3BIKaJbHOTO TEKCTa
(B cBete oTMEUEHHOTrO CHeUMATIBHO MOJYEPKHEM PABOMEPHOCTD MpE-
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IIOJI0)KEHUN O METPO-PUTMHUYECKON OJHOPOJHOCTU HAIIMOHAIBHOTO CTHU-
XOCJIOKEHUSA «XeIKa» U «apy3a», 0 4eM, B YaCTHOCTH, CBUAECTEIbCTBYET
MO3TUYECKOE TBOpUECTBO PuU3yin).

O Hepas3pbIBHOCTH CTUXUH apy3a U MyraMa CBHJETENbCTBYET 110931 Be-
JUKUX KJIACCUKOB, UTO OOBSICHSET U MPEANOYTEeHUE, OT1aBaeMoe ctuxam Du-
3yJU MyramMaTUCTaMHU-XaHEHJIE, KOTOPbIE BBIHOCUT CBOE OLIYLIEHUE CTUXHUU
MyTramMa u3 CTuXxoB Pu3yinu, MPOHUKHYBIIUCH K€ CTUXUEH MyraMa, OTKpbIBa-
10T HEIOCATaeMbI€ BBICOTBI TBOPUECKOTO 1TapOBAaHUs MO3TA.

B 3ak/r0ueHnH, MOABITOXUBAS U3I0)KEHHOE OTMETUM, 4TO 0003HaYEeH-
Has B HaCTOSIIEM BPEMEHM TE€HJICHLUS M3Y4YEHHUs TeX WJIU MHBIX MpobieM
CBETCKOHM HayKu Ha 0a3e equHON «KapTUHBI MUPA», CBOMASIIECH K OHOH 1ICH-
TpaJIbHON MIeu 00JacTH «TYMaHUTApPHBIX» M «TOYHBIX)» HCCIEJOBAHMH,
OJJHOBPEMEHHO pa3MbIBaOIIasi TPAHULIbI XY/10)KECTBEHHOT'O M HAyYHOTI'O T10-
3aHMS MHpA, IO CYTH COBIIAIa€T Ha BBICOKOM BUTKE PALlMOHAIBHOIO MBIIII-
JIEHUsl C UPPAIIMOHAJIBHBIM BUJECHUEM MHUPOBBIX 3aKOHOB, TPAHCIUPYEMbBIX
OECKOHEUHBIMHM aKTaMU TBOPUECKHUX oO3apeHui. Paznuuus B uHTEpmpera-
LMY HUJEU BO MHOTOM OOBSICHUMBI LIEHTPOCTPEMUTENIBHBIM JBUKECHHUEM,
CMEHHUBILINUM LEHTPOOE)KHOE pa3BUTHE MbICIH. [loaXon K M3ydeHUI0 HOpM
U JIOTMKU MPPALMOHAIBHOTO MBIIUIEHHS B IPOLUIOM M HAa COBPEMEHHOM
JTane OTIMYAETCS TEM, YTO B HACTOALIEE BPEMsl yUEHbIE, MO-IPEKHEMY,
HE YIENSIOT JOJDKHOE BHUMAaHUE MYy3bIKE Kak 00JacTH HayKu. Mexay TeM
UMEHHO c(epa My3bIKU-CTAHOBIIEHUS, MY3bIKH-IIPOLIECCA, KAK CTAJI0 SICHO
13 U3JI0KEHHOT0, W3HAYaJbHO paccMaTpuBajach TOUKOW NEpecedeHus up-
PalMOHAJIBHOTO U PAllMOHANIBHOIO NoJeH mo3Hanus. Jlymaercs, 4to B O1u-
xKaumem OyaylieM, akTyalu3upoBaHHasl To0aiu3alunuei, mnoTpedOHOCTh U3-
YUEHHUsI MUPOBOTO MPOLECCa Ha CThIKE JBYX MHUPOB HEU30€KHO BBIIIBUHET
My3bIKy B Ka4eCTBE OJHOIO M3 INIABHBIX OOBEKTOB HAYYHOT'O IOCTHKEHUS
3aKOHOB MHpa U MUPOBOU ["'apmoHumU.
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Sevil Forhadova (Azarbaycan)

MOHOMMOD FUZULININ MUSIQi DUNYASI

(Miiasir elmi tomaiillor isiginda)

Fiizulinin ¢oxasrlik poetik irsino hasr olunmus tohlil olunan material-
da Sorq tofokkiirliniin vo diinyagdriisliniin xiisusiyyatlori ilo sortlonon badii
matnin elmi shomiyyatini dork etmoys cohd gosterilir. Natico etibart ilo
Sorqin poetik fikrinin mongoyinin dyronilmasino elmi realliglarin tolob etdi-
yi tadqiq olunan materiala transdissiplinar yanagmaya uygun yeni perspektiv
toklif olunur.

Acar sozlar: ahongdarliq, tofokkiir dinamikasi, saquli, mugam, elm-omal.

Sevil Farhadova (Azerbaijan)

A LOOK AT THE MUSICAL AND POETIC WORLD OF

MUHAMMED FIZULI (In the light of modern scientific trends)

In the analyzed material, dedicated to the centuries-old poetic heritage
of Fuzuli, an attempt is made to comprehend the scientific significance of
the literary text, due to the peculiarities of Eastern thinking and worldview.
As a result, a new perspective is proposed for studying the origins of the
poetic thought of the East, consistent with the transdisciplinary approach to
the material being studied that is in demand by scientific realities.

Key words: harmony, dynamics of thinking, vertical, mugam, science-
practice.
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THE LIFE AND WORK OF KARBALAYI SAFIKHAN KARABAKHI,
AN ARCHITECT FROM SHUSHA
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Abstract. This article is dedicated to the life and creativity of the prominent
architect Karbalay iSafikhan Karabakhi, who lived in Shusha in the 19 century.
Karbalayi Safikhan Karabakhi is known for his unique style in Azerbaijani
architecture. He participated in the construction of many historical buildings,
mosques, and other architectural examples, particularly in Shusha. Among his
most notable works are the Imamzade Mausoleum in Barda (1868), the Juma
Mosque in Agdam (1870), the Ashagi Govhar Agha Mosque (1874-1875),
the Yukhari Govhar Agha Mosque (1883), and the Saatli Mosques (1883) in
Shusha, as well as the Haji Alekber Mosque in Fuzuli (1889—-1890). These
monuments are considered some of the best architectural examples of their time,
both aesthetically and functionally. SafikhanKarabakhi’s architectural style is
characterized by the use of local materials and the application of Azerbaijani
national ornamentation in his buildings.

Key words: Karabakh, Shusha, architect, Karbalayi Safikhan Karabakhi,
creativity.

Introduction. Throughout history, Karabakh, especially the city of
Shusha, has attracted the attention of researchers worldwide with its ancient
and rich architectural heritage. Among the historical architectural monuments
in Karabakh, religious structures have been particularly prominent. Notably,
“the number of historical and religious monuments identified in the Azerbaijani
territories that were once under occupation amounts to 403. Of these, 67 are
mosques, 144 are temples, and 192 are pilgrimage sites. In the territories of
Karabakh and its surrounding districts, 67 mosques were officially operational
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(13 in Shusha, 5 in Aghdam, 16 in Fuzuli, 12 in Zangilan, 5 in Jabrayil, 8 in
Gubadli, and 8 in Lachin). Of these, 63 were completely destroyed, and 4
were partially damaged and rendered unusable. Only through the pressure
of international organizations was it possible to preserve the walls of the
Aghdam Juma Mosque and the Ashaghi Govhar Agha, Yukhari Govhar Agha,
and Saatli Mosques in Shusha” [5].

The architect behind many of the religious monuments in Karabakh that
have survived to this day, particularly the mosques in Shusha, was Karbalayi
Safikhan Karabakhi, a renowned architect from Shusha known for his unique
style in Azerbaijani architecture.

Fig. 1. Rizvan Karabakhli. Portrait of Karbalayi Safikhan Karabakhi. Paper, ink. 1994.

Karbalayi Safikhan Karabakhi not only demonstrated his creative work
in Azerbaijan but also beyond its borders. In this regard, the prominent
architect’s descendant, BoyukkishiSafikhanov, recounts about his grandfather:
“According to my grandmother, Safikhan was one of the best architects of
his time. He was never left in peace. Anyone who needed to build a house,
mosque, bathhouse, or spring would always summon him. It is likely that he
left behind some works in Central Asia as well. He returned six months late
from his pilgrimage to Karbala. When asked why, he said they were building
a new mosque and kept him there for that reason” [2, p. 12].
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It should be noted that Karbalayi Safikhan Karabakhi’s works mainly
focused on religious buildings. Among his most notable monuments
are the Imamzadeh Mausoleum in Barda (1868), the Juma Mosque in
Aghdam (1870), the Ashaghi Govhar Agha (1874—1875), Yukhari Govhar
Agha (1883), and Saatli Mosques in Shusha (1883), and the Haji Alekber
Mosque in Fuzuli (1889-1890). These monuments are considered some
of the finest architectural examples of their time, both aesthetically and
functionally.

Naturally, all of the monuments built by Karbalayi Safikhan Karabakhi
are distinguished by their unique architectural solutions and harmonious
compositions. However, we will focus primarily on the religious buildings he
constructed in Shusha.

The interpretation of the main material. Karbalayi Safikhan Karabakhi
was not only a distinguished architect but also actively participated in the
social and cultural life of his time, significantly shaping the architectural
landscape of Shusha.

Karbalayi Safikhan Karabakhi was a prominent architect who left his
mark on the cultural and architectural environment of Azerbaijan in the
second half of the 19th century. Born in 1817 in Shusha, he worked there
for many years and passed away in 1910 in Shusha. As the son of Sultan
Huseyn the mason, Karbalayi Safikhan Karabakhi displayed great mastery
in the fields of architecture, craftsmanship, design, and artistic decoration.
He played a significant role in the development of Azerbaijani architecture,
participating in the construction of many historical monuments, mosques, and
mausoleums in Shusha and various regions of Azerbaijan. Among his most
remarkable architectural works, the mosques in Shusha — Ashaghi Govhar
Agha (1874-1875), Yukhari Govhar Agha (1883), and Saatli (1883) — stand
out in particular.

The Yukhari Govhar Agha Mosque holds a special and highly significant
place in the history of Azerbaijani architecture. The building’s exterior and
interior artistic decoration are distinguished by their richness and delicate
ornamentation. Located in one of Shusha’s most beautiful corners, the
Yukhari Govhar Agha Mosque, constructed in 1883, was built in honor of
Govhar Agha, daughter of Karabakh Khan Ibrahim Khalil Khan. Known as
the Friday Mosque of Shusha, this religious architectural monument attracts
attention with its unique structure and aesthetics. The mosque’s prayer hall is
built in a square shape, with a rectangular appearance created by connecting
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it to a three-arched porch on the northern side. Two minarets situated at the
edges of the porch are connected to the prayer hall designated for women by
stairs. The prayer hall is divided into naves by six stone columns, with the
side sections covered by domes, and the central square area crowned by a
larger dome. The interior of the hall is illuminated by two-tiered windows,
creating a spacious and comfortable atmosphere.

Fig 2. Yukhari Govhar Agha Mosque. Shusha. 1883.

The main facade of the mosque is characterized by the harmonious
composition of its two minarets and deep porch. During the construction
of the mosque, materials such as stone and brick were predominantly used.
The cylindrical bodies of the minarets are segmented by horizontal bands
and adorned with colorful brick patterns, showcasing the architect’s creative
abilities. Karbalayi Safikhan Karabakhi’s application of this architectural
style in all of his monumental religious buildings played a significant role in
shaping the architectural image of 19™-century Karabakh mosques.
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It should be noted that the Yukhari Govhar Agha Mosque is still regarded
today as a central element of Shusha’s main square. When the architect built
the mosque in the historical part of Shusha, he was able to create perfect
harmony between the architectural elements, emphasizing the monumental
characteristics of the structure. This mosque not only serves as a religious
center but also plays an important role as a symbol of Azerbaijani culture and
in the preservation of historical and cultural heritage.

Karbalayi Safikhan Karabakhi successfully integrated local national elements
and traditions into his architectural style. For instance, he skillfully incorporated
the rich traditions of Azerbaijani ornamentation into his constructions. The
vegetal and geometric ornaments observed in his architectural works are a
testament to his remarkable architectural mastery. Alongside these positive
qualities, the prominent architect ensured the durability of the structures by
utilizing local stone and other materials.

One of the religious monuments designed by Karbalayi Safikhan Karabakhi
in Shusha is the Saatli Mosque, which he completed in 1883. Notably, the Saatli
Mosque is considered to be Karbalayi Safikhan Karabakhi’s final work.

Fig. 3. Saatli Mosque. Shusha. 1883.
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The information about the construction of the mosque is inscribed on
its main facade. In the location where the mosque now stands, there used
to be adjacent buildings of a madrasa and mosque, where Molla Panah
Vagif once taught. The Saatli Mosque, as one of the mosques in Shusha
with a flat facade, features an asymmetrical entrance on its main facade.
The distinguishing characteristic that sets it apart from other neighborhood
mosques is its minaret. While other mosques in the city had small pavilions
for the muezzin on their roofs, the Saatli Mosque was adorned with a
colorful brick minaret decorated with rich patterns. Unlike the Ashaghi and
Yukhari Govhar Agha mosques, the minaret of the Saatli Mosque is not
attached to the main building; access to the minaret is from the courtyard
rather than the mosque interior. Visible from Divankhana Square, this
expressive and colorful vertical element creates a unique silhouette and
plays a complementary role in the architectural ensemble of the street. The
top of the minaret is crowned with a tent-shaped dome.

The mosque’s interior is enriched with embossed and applied decorations.
Restoration work was carried out on this monument in the 1980s, and it was
registered as a historically and culturally significant monument. However,
after the Armenian occupation of Shusha in 1992, the mosque fell into ruin,
with its once rich interiors completely destroyed and the minaret partially
demolished. The Saatli Mosque, not only valuable for its historical and
cultural significance but also for its architectural importance, requires
preservation. Therefore, after Shusha was liberated from occupation, the
mosque was restored between 2022 and 2023 by order of the country’s
leadership, as part of the effort to pass on Shusha’s historical heritage to
future generations.

Karbalayi Safikhan Karabakhi’s activities were not limited to architecture.
He also played an active role in the social and cultural life of his time. In
particular, alongside his creative work, he was involved in pedagogical
activities. As we know, Shusha was a cultural center at the time, and
Karbalayi Safikhan Karabakhi’s presence in the city greatly contributed to
the development of culture and art. As a master teacher, he also took part in
the training of young architects.

Conclusion. Today, the works of Karbalayi Safikhan Karabakhi form an
important part of Azerbaijan’s architectural heritage. His architectural style
stands out for its use of local materials and the application of Azerbaijani
national ornamentation in buildings. The historical and religious architectural
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monuments he designed are preserved as unforgettable examples of
Azerbaijani culture.

Karbalayi Safikhan Karabakhi holds an irreplaceable place in the
history of Azerbaijani architecture, preserving the culture and architectural
traditions of his time. The monuments he built continue to inspire future
generations, enriching Azerbaijan’s cultural heritage. Furthermore, Shusha’s
historical and architectural heritage immortalizes his name. At this point,
we recall the words of Rizvan Karabakhi (Babashov), a Ph.D. and associate
professor of architecture, about the distinguished architect: “The architect
strung his buildings like bright pearls and hung them around the neck of the
beauty named Karabakh. No matter where one of these pearls falls in the
world, it immediately reveals its connection to this Karabakh beauty. The
individuality, nationalism, and uniqueness of Safikhan’s work lie precisely
in this” [1, p. 278].

Finally, it should be noted that although our religious monuments,
which reflect our spiritual values and express our national identity, were
subjected to destruction under Armenian occupation, they have now been
liberated thanks to the blood of our martyrs. As a result of the reconstruction
policies in those areas, the buildings are being restored to their former glory.
Regarding those who destroy religious buildings, especially mosques, Allah
says in the Quran, Surah Al-Bagarah, verse 114: “And who are more unjust
than those who forbid that Allah’s Name be mentioned in His mosques and
strive toward their destruction? It is not for them to enter them except in
fear. For them in this world is disgrace, and they will have in the Hereafter a
great punishment” [3, p. 18]. As we can see from the verse, as a result of the
glorious victory of our army over the enemy, the Armenians were disgraced
worldwide and will also face severe punishment from Allah in the afterlife
for their vile deeds.
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Aslan Xolilov (4zarbaycan)

SUSALI MEMAR KORBOLAYI SOFiXAN QARABAGININ

HOYAT VO YARADICILIGI

Mogalo XIX osrdo Susada yasamis gorkomli memar KorbolayiSofixan
Qarabaginin hoyat vo yaradiciliina hosr olunub. KaorbolayiSofixan Qarabagi
Azorbaycan memarliginda O6ziinamexsus tslubu ilo tanmir. O, xiisusilo
Susada bir ¢ox tarixi binalarin, mascidlorin vo digor memarliq nlimunalorinin
insasinda istirak edib. Onun on gérkomli abidolori arasinda Bardodo Imamzada
tiirbosi, (1868), Agdamda Ciimos mascidi (1870), Susada Asagt Govhor Aga
(1874-1875), Yuxar1 Govhor Aga (1883) vo Saatli mascidlori (1883), Fiizulido
Haci1 ©lokbar mascidi (1889—-1890) va digarlarinin adlarin1 geyd etmak olar.
Bu abidolor hom estetik, hom do funksional cohotdon 6z dévriiniin on yaxsi
memarliq niimunalorindon sayilir. Korboalay1 Sofixan Qarabaginin memarliq
islubu, yerli materiallardan istifado etmosi vo binalarda Azorbaycan milli
ornamentikasinin totbiqi ilo forqlonir.

Agar sozlor: Qarabag, Susa, memar, Korbolay1 Sofixan Qarabagi, yaradiciliq.

Acaan XaauwnoB (Azepoaiioscan)

KN3Hb U TBOPYECTBO HIYHIMHCKOI'O APXUTEKTOPA

KEPBAJIAU CEOUXAHA KAPABAT'

Crarbsi TOCBSIIIEHA )XKM3HH M TBOPYECTBY BBIAAIOMIETOCS apXHTEKTOPA
Kep6anan Ceduxana Kapabaru, xoropsriii xuin B XIX Beke B Llyme. Kep-
O6aman Ceduxan Kapabarum M3BECTEH CBOMM YHUKAJIbHBIM CTHJIEM B a3ep-
OaiipkaHckoi apxutekType. OH IpUHUMAI y4acTHe B CTPOUTEIHCTBE MHO-
TUX UCTOPUYECKUX 3AaHUN, MEYETeH U IPYTUX apXUTEKTYPHBIX MaMATHUKOB,
ocobenno B lllyme. Cpenu ero HanOosiee M3BECTHBIX MAMSTHUKOB MOXHO
ormeTuTh Mam3oneil Mimam3ane B bepne (1868), xymy meders B Arma-
Mme (1870), meuetn Amarsl ['éBxep Ara (1874—1875), IOxapwr I'ésxep Ara
(1883) u Caarnnl (1883) B llymie, a Takke MeueTh Xamxu Anekrnepa B Puzy-
i (1889—1890). DT MaMATHUKH CUUTAFOTCS OMHUMH U3 JIYUIIHX 00pa3IoB
APXHUTEKTYPBI CBOETO BPEMEHHU KaK C CTETHUECKOH, TaK M ¢ (PyHKIMOHAIb-
HOM ToYKM 3peHus. ApxuTekTypHblii ctuib Ceduxana Kapabaru otnudaercs
WCTIOIb30BaHMEM MECTHBIX MaTepHaJIOB U NMPUMEHEHHEM a3epOailkaHCKON
HAI[MOHAIILHOW OPHAMEHTHUKHU B 3[JaHUSX.

KiroueBbie cioBa: Kapabax, [lyma, apxutekrop, Kep6anan Ceduxan
Kapabaru, TBOop4ecTBo.
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DEPICTION OF THE IMAGE OF HUSEYN CAVID
IN NAKHCHIVAN ARCHITECTURE
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Abstract. Azerbaijani culture, art and architecture occupied a special place
in the cultural life of the Near and Middle East due to the socio-economic
and political conditions of the late 19" and early 20™ centuries and the faster
development of capitalist relations than in other Muslim Eastern countries.
The study and promotion of Huseyn Javid’s work, who lived and created at
the same time and made unparalleled contributions to Azerbaijani culture, is
an integral part of the state’s cultural policy in Azerbaijan.

Even after the great leader Heydar Aliyev managed to return Javid’s grave
from Siberia to Baku in 1982, he did not spare the philosopher-poet his moral
patronage and earned the poet his second acquittal. Later, the creation of Javid’s
House Museums in Nakhchivan and Baku, the construction of his mausoleum,
the printing of his collection, and the holding of 100 and 120-year jubilee events
are also connected with the name of the great leader Heydar Aliyev. Like Heydar
Aliyev, during the reign of his visionary and wise follower — the President of the
Republic of Azerbaijan Mr Ilham Aliyev, a lot of work has been done in the field
of elevating the name of Huseyn Javid, commemorating the writer’s memory
with respect and honor, and promoting Javid’s creativity at the state level. The
125", 130%, 135" and 140th anniversaries of Huseyn Javid were celebrated at a
high level by the relevant decrees of the President Mr. Ilham Aliyev.

Key words: Nakhchivan, Huseyn Javid, mausoleum, theater, architecture.

Introduction. Huseyn Abdulla oglu Rasizade was born on October
24, 1882 in the spiritual family of Nakhchivan, one of the ancient centers
of science, art and culture of Azerbaijan. Huseyin, who received his first
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elementary education at home from his father, and then continued it in the
religious school (mollakhana) between 1891 and 1896, studied at the Tarbiya
school of the prominent enlightened intellectual and talented educator
Muhammadtaghi Sidgi in 18961898, later, he was a permanent student of
Tabriz “Talibiya” madrasa, which is considered one of the pedagogical centers
of the region [4]. In 1909, the poet chose the literary pseudonym “Javid”, and
later this name became the surname of both himself and his family.

The interpretation of the main material. The Nakhchivan theater,
which was founded in 1882 and granted the status of a State Drama Theater
in 1922, featured both romantic and realist works by world classics, as well as
musical performances by talented actors and directors [6]. After the building
was thoroughly renovated in 1923, the theater was named “Nakhchivan State
Drama Theater”. In the 1920s and 1930s, the plays of H.Javidin and J.Jabbarli
brought a new atmosphere to the theater’s repertoire, which developed mainly
in a romantic and realistic styles.

The year 1937 left a black mark on the fate of Huseyn Javid, like many
prominent intellectuals of Azerbaijan who were victims of repression. On June
3 of the same year, the great poet and dramatist was arrested on charges of being
a “nationalist” against Javid, and on July 4, 1939, he was exiled to Siberia for
his participation in anti-Soviet propaganda, and died on December 5, 1941 in
Shevchenko settlement, Taishet district, Irkutsk region. On March 6, 1956, Huseyn
Javid was acquitted by the judgment of the Supreme Court of the Azerbaijan SSR.

On the initiative of Heydar Aliyev, on October 26, 1982, the remains of the
poet were brought from Siberia to Baku, and then to the city of Nakhchivan, where
he was born and raised, and buried in front of his house. In 1981, a mausoleum
was erected in the center of the city, reflecting the respect for Huseyn Javid. In
1996, a new mausoleum complex was built over Huseyn Javid’s grave.

Heydar Aliyev has always paid great attention and care to the personality,
family, and heritage of Huseyn Javid, one of the prominent representatives
of our literature. With his initiative and leadership, after the decision of the
Central Committee of the Communist Party of Azerbaijan on July 21, 1981
“On the 100™ anniversary of the birth of Huseyn Javid”, the great poet and
dramatist was highly appreciated at the state level, and the attitude towards
the artist has changed radically. Based on this decision, several issues of state
importance were resolved to perpetuate the memory of the poet.

In this decision, the creation of Huseyn Javid memorial museums in
the cities of Baku and Nakhchivan, renovation of the facade of the house
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No. 8, where Huseyn Javid lived from 1920 to 1937, on Istiglaliyet (former
Communist) street of Baku, and the installation of a commemorative plaque
of the writer were indicated in this decision [2].

The total area of the House museum in Baku, which consists of four rooms,
is 245 m?2. There are 4,000 exhibits in the museum’s main fund, and 200 in the
scientific — auxiliary fund. The exposition includes more than 600 exhibits,
including household and clothing items, Huseyn Javid’s published books,
programs and posters of stage plays, family and theater photos, a model of
Huseyn Javid’s mausoleum in Nakhchivan, paintings and other works of art
dedicated to the poet, sheet music manuscripts of musical works composed
by his son Ertogrul Javid, books used by him, paintings, gramophone shafts,
letters and other documents are displayed. Many works of Huseyn Javid were
prepared and published in Azerbaijani and many foreign languages by the
house museum; A 30-volume “Javid studies” collection of studies reflecting
materials on the life and work of Huseyn Javid was created, and books about
the life and work of Ertogrol and Turan Javid were published [3].

Huseyn Javid’s house-museum and memorial complex in Nakhchivan;
On June 9, 1984, the museum created in the house in the Alikhan quarter,
where the great Azerbaijani poet and playwright Huseyn Javidi was born, was
opened. The museum, which has been operating as “Huseyn Javid’s House-
Museum” for a long time, has been named “Huseyn Javid’s House-Museum
and Memorial Complex” since 2015.

In 1981, one of the provisions of the decision of the Central Committee
of the Communist Party of Azerbaijan to celebrate the 100" anniversary of
the genius poet and dramatist was the creation of the “Javid” Poetry Theater
under the Nakhchivan State Musical Drama.

Fig. 1. The “Javid” Poetry Theater. Fig. 2. The Nakhchivan “Javid”
During the grand opening ceremony of the Poetry Theater. 1982—-1989.
building in October 1982.

31



Vol. 18 Ne3  ISSN 2310-5399  Incasonat vo madaniyyat problemlori / Problems of Arts and Culture / TIpo6aeMbI HCKYCCTBa 1 KyJILTYpbl

“Javid” Poetry Theater operated during the years 1982—-1989 and
ceased operations in 1990. In 1981, the theater managed to stage this
play for the first time on the stage of Nakhchivan, turning to the play
“Sheyda” by the genius playwright. Itis interesting that a few months after
the premiere of that performance, the bureau of the Central Committee
of the Communist Party of Azerbaijan made a historic decision to
celebrate Javid’s 100" anniversary. Based on this decision, thanks to
Heydar Aliyev’s sensational initiative, decisive step and patronage in
the then Soviet Union, on the evening of the day when H. Javid’s body,
which was brought from distant Siberia, was laid to rest in the city of
Nakhchivan - on November 6, 1982, with the play “My God is Beauty
and Love” reflecting Javid’s life and creativity, the opening ceremony of
the Poetry Theater took place (fig. 1,2).

A month before the grand opening, candidate member of the Political
Bureau of the Central Committee of the Communist Party of the Soviet
Union, First Secretary of the Central Committee of the Communist Party of
Azerbaijan, and two-time Hero of Socialist Labor, Heydar Aliyev, made time
to visit the “Javid” Poetry Theater during his visit to Nakhchivan. During
this visit, he held a sincere half-hour meeting with the creative team of the
Nakhchivan Theater [1].

A crowd of 80,000 people was waiting for private pensioner Heydar
Aliyev, who returned to his native Nakhchivan 8 years after this incident, in
front of the State Musical Drama Theater in Azadlig Square of the city.

On the evening of July 22, 1990, the great leader, who came to Nakhchivan
to meet the people, visited the grave of Huseyn Javid near the Nakhchivan
Theater. Addressing the public in front of the theater, Heydar Aliyev said:
“The opening of the second state theater in Nakhchivan is a great cultural
and historical event.” About a few months after that significant day, on
September 1, the first season of the Nakhchivan State Puppet Theater, which
was established in 1989 and started its operation in June 1990, was opened.
Unfortunately, Heydar Aliyev, who was not in town as he was going to meet
voters as a deputy candidate, could not attend the opening ceremony of the
theater [1].

On October 23, 1992, Heydar Aliyev came to the Nakhchivan State
Musical Drama Theater and took part in Huseyn Javid’s 110" anniversary
party and gave a wide-ranging speech. On June 15, 1993, the historic
return of Heydar Aliyev took place. In just 10 years, Azerbaijan became
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a powerful state, it became known to the world as a country with a strong
economy, brave army, flourishing science and culture. During these years,
the theaters of Nakhchivan, like all the theaters of the republic, have
developed. Their material and technical base has been improved, care for
artisans has increased. Their dedicated work was duly appreciated. After
Heydar Aliyev was elected the President of the country, like hundreds of
artists of Azerbaijan, four actors of the ancient Nakhchivan Theater were
awarded the title of People’s Artist, and the main artist was awarded the
honorary title of People’s Artist, an actor was also awarded the Order of
“Fame” [2].

The Huseyn Javid mausoleum, an architectural-commemorative complex
built over the grave of the great Azerbaijani poet and playwright Huseyn
Javid in Nakhchivan, was built on the personal initiative and patronage of
the third president of the Republic of Azerbaijan, Heydar Aliyev. The author
of the project of the monument is the honored architect of the Republic
of Azerbaijan Rasim Aliyev, and the sculptor is the people’s artist Omar
Eldarov. The mausoleum was built by the “Star” Construction Company of
the Republic of Turkey (Fig. 3.4).

The mausoleum consists of upper and lower — vault parts. For the
mausoleum, in the area in front of the one-story house where Huseyn Javid
once lived and which was turned into a museum, all the old buildings were
demolished and the area was cleared, and according to the project of Rasim
Aliyev, a small park was built in the south direction from the center of the
Mausoleum towards Araz.
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Fig. 3. Heydar Aliyev during the grand Fig. 4. Speech by the president of the
opening ceremony of the “Huseyn “Star” company during the opening
Javid” Mausoleum October 29, 1996. ceremony of the “Huseyn Javid”
Nakhchivan Mausoleum.
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The architecture of the mausoleum was based on the traditions of Ajami
Nakhchivani, the Nakhchivan school of architecture and the modern transcription
of these traditions. The light of the star-shaped network ornaments fully illuminates
the vault on the stylobate from the inside. The mausoleum is built of white marble.
When you climb the stairs to the upper platform of the stylobate and enter the
mausoleum, you can see a tomb, a tombstone and a chest stone under a glass cover
on the lowest floor. Along the axis of the glass cover, there is a niche in which there
is a white marble bust of Huseyn Javid, authored by Omar Eldarov (fig. 5).

Fig. 5. Architecture-commemorative complex erected over Huseyn Javid’s grave.

The graves of Huseyn Javid’s wife Mishkinaz Khanum and son Ertogrul
are also in the mausoleum’s crypt. On September 13, 1996, Heydar Aliyev
accepted the request of the poet’s daughter Turan and ordered to bring
Mushkunaz’s grave from Baku and Ertogrul Javid’s grave from Nakhchivan
to Javid’s tomb. The opening of the monument took place on October 29,
1996, on the occasion of the 114™ anniversary of Huseyn Javid’s birth. The
President of the Republic of Azerbaijan, Heydar Alirza oglu Aliyev, personally
attended the opening of the mausoleum and made a speech. The grave of
Huseyn Javid’s daughter Turan Khanum is also in the crypt.

Fig. 6. Heydar Aliyev visiting the Fig. 7. General view of the “Javid”
Nakhchivan “Javid” Poetry Theater. 1999. Poetry Theater. 1999.
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Conclusion. The attention and respect that Heydar Aliyev showed to
Javid’s creativity and personality is duly continued by the President of
our country Mr. Ilham Aliyev (fig. 6,7). Thus, in 2022, the President of
the Republic of Azerbaijan, Mr. Ilham Aliyev, signed the Decree on the
celebration of the 140™ anniversary of the poet-playwright’s birth in our
country, and the Action Plan was approved in the Nakhchivan Autonomous
Republic. After the restoration of Javid’s house-museum and memorial
complex, repair and restoration works were carried out on the tomb
monument of the writer, which stands majestically in the city of Nakhchivan.
The renovation works were carried out by the builders of the Nakhchivan
City Department of the State Urban Planning and Architecture Committee
of the Nakhchivan Autonomous Republic [5].

REFERENCES::

1. Qasimov Olokbor. Heydor Oliyev vo Naxg¢ivan teatrlart. // Modoni maarif,
Ne 1, 2008.

2. Babaxanl Giilboniz. Heydor Oliyev vo Hiiseyn Cavid. — Baki, 2013.

3. Babaxanli Giilbeniz. Azorbaycan adobi fikri vo Hiiseyn Cavid. — Baki,
2010.

4. Ismayilov Ojdor. Hiiseyn Cavid yaradiciligi vo diinya odobiyyatinda
demonizm anonasi. — Baki, 1991.

5. Comiloglu ITham. 34 il 6nco Hiiseyn Cavid Azoarbaycana qovusdu. — Baki,
2016.

6. Tangudur Sevinc. Azorbaycan teatr memarhiginin tosokkiilii (Naxg¢ivan
Dévlot Musigili Dram teatrinin timsalinda). III Beynolxaq ipok Yolu
elmi todgiqat kongresi. Somorgond, 6-8 Mart 2024. https://www.
silkroadcongress.co.uk/library

Sevinc Tangudur (4zarbaycan)

NAXCIVAN MEMARLIGINDA

HUSEYN CAVID OBRAZININ TORONNUMU

Azorbaycan modoniyyati, incosonati vo memarligi, XIX asrin sonu —
XX oasrin avvallorinds yaranan ictimai-iqtisadi, siyasi sorait sayasindo vo
kapitalist miinasibatlorinin digor miisolman Sorq 6lkolorino nisboton daha
tez inkisaf etmosi sobobindon, Yaxin vo Orta Sorqin moadoni hoyatinda
xlisusi yer tuturdu. Homon dovrdo yasamis vo yaratmis Azorbaycan
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modoniyyotine misilsiz  tovholor vermis odobiyyatimizin korifey
niimayondoslorindon biri olan Hiiseyn Cavid yaradiciliginin todqiq veo
tobligi Azorbaycanda dovlotin modoniyyat siyasotinin ayrilmaz torkib
hissasidir.

Acar sozlor: Naxcivan, Hiiseyn Cavid, mogbara, teatr, memarliq.

CeBunmk Taurynyp (Aszepoaitorncan)

OBPA3 I'VCEMHA JIJKABUJIA

B HAXUBIBAHCKOW APXUTEKTYPE

KynbTypa, ucKyccTBO M apxuTekTypa AzepOaiiikana 3aHsuii 0coboe MecTo
B KyJIbTypHOH >ku3HU biknero u Cpennero Boctoka B ¢BSI3U ¢ cOLMANBHO-
SKOHOMUYECKMMH U MOJUTHUYECKUMU ycaoBUsIMU KoHIA XIX - Hagama XX
BEKOB U 0oJjiee OBICTPHIM Pa3BUTHEM KalTUTATUCTUYECKUX OTHOIIECHUN, YeM
B IpyTHX MYCYJIbMaHCKuX cTpaHax Boctoka. MccneqoBanue u nporarania
TBOpuecTBa ['yceliHa J[kaBuaa, OMHOTO U3 SIPKUX MPEICTaBUTENICd Hallen
JUTEPaTyphl, )KUBIIETO W BHECIIEr0 OECHPEIeIEHTHBIA BKIIA] B KYJIBTYPY
AzepbaiimkaHa, SBISETCS HEOTHEMIIEMOH YacThlO KyJIBTYPHOU MOJUTHUKU
rocyznapcTa B AzepOaipkaHe.

KarwueBsl ecsioBa: HaxuwiBan, ['yceiin J[kxaBuna, maB3oieil, Ttearp,
apXUTEKTypa.
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Abstract. The article studies ornament and ornamental art of
Nakhchivan, an ancient region of theRepublic of Azerbaijan. The impact of
ornaments of Nakhchivan carpet school and theinfluence of rich ornament
decor of buildings of Nakhchivan architectural school on theproducts of
modern jewelers will be investigated. Thetrend of recentyears-an appeal
to traditions and sources, a return to national creativity shedlight on
almost all areas of art, including the general landscape of jewelry, and
gave a newlife. There search material was the products of azerbaijani
masters of jewelry (earrings, pendants, zapons, rings and hairclips). The
articlere views the products of thebrands ResmJewelry and KhansJewelry.
Centuries-oldtraditions of Azerbaijani jewelry art arepassed on from
generation to generation, improved and acquired new content. At
present, jewelry art continues the traditions of the past: craftsmen study
archives and museum exhibits, seriously approach the interpretation of
therichnational ornamental-decorative heritage. The Masters, who are the
custodians and followers of the ancient traditions of Azerbaijani jewelry
art, create decorations in modern techniques, and at the same time revive
the ornamental art of Nakhchivan.

Key words: Momina Khatun, ornaments, jewelry, Nakhchivan, carpet.

Introduction. Nakhchivan, one of the centers of development of
civilization in the East, was declared by the Organization of Islamic
Cooperation as the capital of Islamic culture for 2018. More than one and a
half thousand historical and cultural monuments have been preserved on the

37



Vol. 18 Ne3  ISSN 2310-5399  Incasonat vo madaniyyat problemlori / Problems of Arts and Culture / TIpo6aeMbI HCKYCCTBa 1 KyJILTYpbl

territory of the Nakhchivan Autonomous Republic, sixty of which have the
status of world significance.

According to one version, the word “Nakhchivan”, according to folk
etymology and historical sources, is derived from the word “Nyagshi-jahan”,
which can be interpreted as “Patterns of the World” or “Decoration of the
World”. The ornaments and patterns of Nakhchivan will be discussed in
the following article.Since ancient times, the concept of symbols and signs
has shaped the human worldview, manifesting itself in many cultures and
religions. They conveyed hidden meaning and became part of human social
and cultural life. The connection of patterns with an object, be it ceramics,
carpet or jewelry, the synthesis of their color, shape and composition perfectly
reflect the artistic image. In this regard, decorative and applied art shows
similarities with fine art, where all components are closely related to each
other and complement each other.

“The art of Azerbaijani masters has found its vivid expression in
stone carving (memorial monuments, small sculptures, decorative
ornaments),jewelry made using the technique of casting, cloisonné filigree,
etching, etc., in fabrics and embroidery and, especially in the most popular
form of national art — carpet weaving” [1].

The interpretation of the main material. In November 2010, “Traditional
art of weaving Azerbaijani carpets in Azerbaijan” was included in the UNESCO
Representative List of the Intangible Cultural Heritage of Humanity. Carpet
weaving, being one of the traditional and ancient types of applied art of Azerbaijan,
influenced all areas of the life of the people: material, spiritual, creative and cultural.
The compositional symmetry of the Azerbaijani carpet, the proportionality of the
arrangement of its parts, the proportions of geometric patterns and other methods
of construction form a genetic code in the mind, providing the opportunity for
individual variations of individual masters.

Often, the most ancient motifs have numerous analogies on ceramic and metal
products of the Bronze Age (III-II millennium BC), which provides prerequisites
for the hidden sacred meaning of the ornaments. The traditional set of motifs of all
carpet-making schools in Azerbaijan includes schematic images of domesticated
animals (dog, horse, camel, ram), as well as ornamental motifs derived from them
— horn-shaped elements. An example of this is the ornament discussed below,
characteristic of the Nakhchivan school of carpet weaving — “deve”, “develi”.

The pendant (size 26mm, weight 6.6g) is part of the “Tarixin Carxlar1”
(wheels of history) collection of the Resm Jewelry brand. In 2012, the
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Fig. 1. Jewelry Fig. 2. Elements of carpet patterns from
Design Chart. the Nakhchivan carpet school.

founder of the brand, Rasmina Gurbatova, was one of the first in the country
to feel the need to create a national jewelry brand, where each product has its
own philosophy and historical context of design. All decorations are created
using modern technologies; they contribute to the popularization of national
heritage and include the symbolism of traditional ornaments in the concept.

The jewelry, made of 14-karat gold using the enamel technique, is based
on the ornament characteristic of numerous shaddas created in Nakhchivan.
The main subject of lint-free carpets, woven using a complex wrapping
method, is caravans of camels and horses lined up in a row.The camel is the
personification of endurance, perseverance and unpretentiousness.

The symbol presented to us in the solar circle creates a caravan in a repeating
motif. The composition of the pendant is a circle, symbolizing cyclicity and infinity.

3 4
Fig. 3. Shadde. Wool. Lint-free carpet. Fig. 4. Pendant “Nakhichevan” gold.
Nakhchivan. Mid-19" century. Resm Jewelry.

Being one of the most ancient elements of human culture, the ornament
is not just a decorative decoration, but within the framework of folk art it
reflects the fundamental concepts of the national worldview. With the advent
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of Islam, the ornamental art of the East reaches its heights largely due to the
fact that the depiction of people was not encouraged: religion transformed
geometry into an art form.

Masters, applying the principles of symmetry, proportionality and changes
in scale, achieved the creation of a unique artistic impression. The ornament
becomes so expressive, varied and intricate that it reaches its apogee. In the
art of Muslim countries, two types of ornament are classified: geometric
“girikh” and floral “islimi”.

Girikh (persian: » X, “knot”), used in architecture and crafts, is a
decorative Islamic geometric shape composed of angular lines that form an
interlaced ribbon pattern. When constructing the girikh, the craftsmen used
symmetrical patterns from straight segments, composing it from interlaces
that form 6-, 8-, 10- or 12-pointed stars. Geometric figures such as multi-
beam stars, polygons and other geometric structures, when assembled, form
a continuous carpet-type ornament and fill the plane without gaps. The basis
of girikh is the geometry of a circle, division into equal parts, on the basis
of which squares, rectangles, and polygons are subsequently constructed.
The ornament, carefully calibrated using a ruler and compass, is created by
repeating the same element an infinite number of times.

Let’s look at several patterns for constructing ornaments that were an
inspiring element in the creation of jewelry:
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Fig. 5. Girikh construction diagram. Fig. 6. Vector diagram of a fragment of the

decor of the mausoleum of Yusif ibn Quseir of
the 12 century. Nakhchivan (F. Miralay).
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Nakhchivan, being at the intersection of trade routes, was a center of culture,
and the architectural structures created on this land could not but have a colossal
influence on the culture of neighboring regions. Askerova N.S. writes about this in her
works:“Research conducted in the field of ornamental art of Azerbaijan has shown
that the ornaments of brick monuments of the XI-XIV centuries had a great influence
on the spread of geometric ornaments of the type under consideration” [2].

The compositional principle of the Azerbaijani carpet is embedded in
the planar design and rhythm of the pattern on the ornament of architectural
structures of the Nakhchivan architectural school.

Just as on the carpet, on the decoration of buildings we observe the traditional
division into a central field and border. A. V. Salamzade writes: «Mausoleums
of Yusif ibn Kuseir and Momine Khatun (Nakhchivan master of the 12% century
Ajemi son of Abubekr) and mausoleum of the XII-XIV centuries from the village
of Karabaglar, and mausoleum near the city of Barda in Karabakh (master Ahmad
son of Eyyub al-Hafiz) were the most interesting of them» [5, pp. 229-336].

The unique monument is skillfully decorated with complex geometric
patterns and epigraphy from the Koran. Reaching a height of 34 meters (now
about 25 meters), the ten-sided mausoleum was a real medieval skyscraper; to
this day it is one of the most monumental buildings of Azerbaijani architecture.
Complex Arabic graphics, transformed in the hands of craftsmen into an
element of ornament, complete the artistic design of the product.Artistic
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Fig. 7. Schematic layout of the girikh Fig. 8. Vector layout of the girikh of the
of the Momine Khatun mausoleum. MomineKhatun mausoleum. XII century
XII century Nakhchivan. Nakhchivan (author F. Miralay).
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carving on stone and clay was a significant area of decorative and applied art
in Azerbaijan in the XI-XV centuries.

Carved ornaments, mostly decorating examples of architectural heritage and
memorial monuments, are not only a decorative element, but are also of great
interest as a historical source, playing the role of one of the most expressive and
widely accessible carriers of the historical memory of the people.

The talent of the masters is striking in its originality: the mathematical principles
governing the ability of Ajami ibn Abubakr to combine 4,5,6,7 and 8-pointed stars
in one weight have not all been identified. From a design point of view, this art
form stopped developing several centuries ago because it had long since reached
its zenith. Compositions based on girih, created at the present time, are only an
interpretation of works created in the Middle Ages.Variations of the original works
are minimal. It is interesting that the ornament based on girih is still being studied,
but the analysis still remains incomplete, leaving many mysteries.

The poetically sublime artistic image created by the architect appeared as an
archetype when creating jewelry from Khans Jewelry. The founder of the brand,
Sarkhan Agamaliev Khalafoglu, having received higher education at Moscow
State University, Moscow and intership in Brooklyn, returned to Baku.The
author of the sketches is also the executive jeweler, that is, we see the product
as the end result of the work of one person, and not a creative team.

Nakhchivan earrings, created using cloisonné¢ enamel technique, are
made of 18-karat gold (length 43mm*25mm, 6g). Reflective blue enamel

Fig. 9. Earrings Nakhchivan. Gold. Fig. 10. Momine-Khatun earrings. Gold.
Khans Jewelry. Resm Jewelry.
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is developed on the principles of easily hardening materials using a special
chamber with high light intensity. When creating a product, partitions made
of flat-rolled wire are soldered onto the base, which forms a contour. During
the process, the space between the partitions is filled with enamel mass.

In the XVIII century in Azerbaijan, household items and decorations made
of metal were created using various technical methods.These are mainly
embossing, garasavod, shebeke, khatemkarlyg and enameling. Products
made of gold were covered mainly with red, blue and green enamel from light
to darkest tones. The background was usually white enamel.In terms of their
forms and manufacturing techniques, silver products are completely identical
to gold products. Silver items, depending on their purpose, were either gilded
or engraved and blackened.

With the development of enameling techniques, the jewelry art of
Azerbaijan has become more expressive and sparkled with new colors
(it flourished in the XIX century, when the main centers of Azerbaijan’s
jewelry craft were the cities of Baku, Ganja, Shamakhi, Shusha, Sheki and
Nakhchivan). The most complex and interesting area of enamel is webbed
enamel, which was used mainly in Tabriz, Nakhchivan, and Baku. The art of
enameling consists of filling an engraved design with enamel liquid (extract).

Being the guardians and successors of the ancient traditions of Azerbaijani
jewelry, craftsmen create jewelry using the same technique, while reviving
the ornamental art of Nakhchivan.

Conclusion. Using various techniques in the manufacture of jewelry
(embossing, etching, enamel, carving, polishing, engraving, weaving,
filigree, etc.), craftsmen from Garabakh, Ganja, Sheki, Shamakhi, Gazakh,
Guba, Nakhchivan and other regions of the country created jewelry, which
are carefully stored in the collections of museums in a number of foreign
countries. The centuries-old traditions of Azerbaijani jewelry art are passed
on from generation to generation, being improved and filled with new content.

Currently, jewelry art continues the traditions of the past: craftsmen study
archives and museum exhibits and take seriously the interpretation of the
rich national ornamental and decorative heritage.Not only by reviving the art
of jewelry, but by promoting its greater popularization among women, they
allow them to touch national traditions and history, and truly feel the power
of their native land.

The architectural and carpet-making schools of Nakhchivan played
and continue to play an active role in the process of artistic relationships,
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exerting a noticeable influence on the formation and development of certain
areas of art not only in Azerbaijan, but also in neighboring countries. In
this context, it is also necessary to emphasize the role in preserving and
continuing ancient traditions and strengthening connections with folk
architecture.
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Oksana Mammaoadova (Azarbaycan)

MUASIR ZORGORLIK SONOTINDO NAXCIVANIN

ORNAMENTLORI

Mogqalado Azaorbaycan Respublikasinin qadim bdlgosi olan Naxgiva-
nin ornament vo ornamental incosonati todqiq olunur. Nax¢ivan xalgaci-
liq moktabinin ornamentlarinin tosiri vo Nax¢ivan Memarliq maktobinin
tikililorinin zongin ornament dekorun miiasir zorgorlorin momulatlarina tosiri
aragsdirilacaqdir. Son illorin tendensiyasi — oanonalors vo monbolors miiraciat,
milli yaradicilifa qayidis incoesonatin demok olar ki, biitiin saholorine, o
climladan zaorgorlik senatinin imumi monzarasing is1q salib,yeni hoyat ve-
rib. Tadqiqat materialina Azarbaycanin zargoarlik sonatinin ustalarmin (sir-
galar, kulonlar, zaponkalar, tiziiklor vo saglar {i¢lin bozoklor) momulatlar
xidmot etmisdir. Mogalodo Resm Jewelry vo Khans Jewelry markalarinin
mohsullart nozordon kegirilir. Azorbaycan zorgorlik sonatinin g¢oxasrlik
ononolori nasildon-naslo Gtiirtiliir, tokmillosdirilir vo yeni mozmun kasb edir.
Hazirda zorgorlik sonoti kegmisin anonolorini davam etdirir: sonotkarlar ar-
xiv vo muzey eksponatlarini dyronir, zongin milli ornamental-dekorativ ir-
sin interpretasiyasina ciddi yanasirlar. Azorbaycan zorgorlik sonatinin godim
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ononoslarinin qoruyucusu vo davamgist olan sonatkarlar miiasir texnikada
bozok osyalar1 yaradir, eyni zamanda Naxg¢ivanin ornamental incosonotini
dirgoldir.

Acar sozlor: Momino Xatun, ornamentlor, zorgorlik sonati, Nax¢ivan,
xalga.

Oxcana MamenoBa (A3ep0aiigxan)

OPHAMEHTbBI HAXYbIBAHA B COBPEMEHHOM

IOBEJIMPHOM UCKYCCTBE

[IpeameToM ucce10BaHUs B CTaThe ABIISETCS OPHAMEHT U OpPHAMEHTAb-
HOE UCKYCCTBO OJJHOM U3 obnacteil AzepOaiipkanckoil pecryonuku — Haxubi-
BaHa. byyT paccMOTpeHBI BIMSIHUE U CBS3b OPHAMEHTOB KOBPOB HAXUYEBAH-
CKOM TITKOJIBI M OOTaTeHIuii OpHAMEHTAIBHBIN JeKop cTpoeHuit HaxusiBana
Ha COBPEMEHHBIE U3/IENINS OBEIUPOB. TEHAEHIMS MOCIEIHUX JIET — 3TO 00-
palleHue K TpaJulusiM U UCTOKaM, KOTOPBIE BIOXHYIIM HOBYIO KHU3Hb U TIPO-
JWJIN CBET Ha OOIYI0 KapTUHY NMPaKTUYECKU BceX oOnacTel TBOpUECTBA, B
TOM UYHCJIE U FOBEJIMPHOTO UCKYyCcCTBA. MaTepuaaoM UCCIe10BaHUs MOCITYKH-
T U37eNus MacTepoB IOBEJIUPHOro jaena AsepOaiikaHa (cepbru, KyJIOHBI,
3aII0OHKH, KOJIbLIa ¥ YKpAIIeHHUs JJI BOJIOC), HA CO3JjaHHE KOTOPBIX aBTOPOB
BIIOXHOBUJIM OpHaMeHThl HaxubiBaHa. B craThe paccmarpuBaroTcs uszenus
openna Resm Jewelry u Khans Jewelry. MHOTOBEKOBBIC Tpaauiuu a3epOaii -
YKAHCKOT'O FOBEJIMPHOIO NCKYCCTBA NEPEAKOTCS U3 MOKOJIEHUS B MIOKOJIEHUE,
COBEpUICHCTBYSICh U HAIOJHSSICh HOBBIM cofiepkaHueM. B HacTosiiiee Bpemst
IOBEJIMPHOE UCKYCCTBO MPOJODKAET TPAAMLIMU MIPOLLIOro: MacTepa usyda-
10T apXUBBI U MY3€iHbBIE IKCTIOHATHI, CEPHE3HO OTHOCSTCS K MHTEPIIPETAllUU
00raToro HalMOHAIBFHOTO OpPHAMEHTAIBHO-IEKOPAaTHBHOTO Hacienus. Ma-
cTepa, SBJISIONINECS XPAHUTENSIMU U MPOAOKATENIAMU JIPEBHUX TPaJAULIUN
azepOaiiKaHCKOTO FOBEJIMPHOTO MCKYCCTBA, CO3/IAI0T YKpAlllEeHUs! B COBpe-
MEHHBIX TEXHUKAaX W OJHOBPEMEHHO BO3POXKIAIOT OPHAMEHTAJIBHOE UCKYC-
ctBo HaxubIBaHa.

KuroueBble ci10Ba: MoMuHe-XaTyH, OpHAMEHTBI, FOBEJIUPHOE UCKYCCTBO,
HaxusiBaH, KoBep.
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Abstract. Traditional Turkish arts have a history of thousands of years.
It came with the Turks over time, from the geography of Turkestan to the
Caucasus, Anatolia and the Balkans. Apart from weavings such as carpets and
rugs, Turks also have an important reputation especially in fabric production.
Variegated fabrics have an important place in textile arts, which are an
important element of Turkish material culture.

As a type of fabric produced from cotton and silk, it is one of the many
types of fabric made during the Ottoman Empire. There is a wide variety of
production, from local production to the needs of the palace.

The Presidential Ottoman Archive is an important institution where all
documents that are archival material from the Imperial period are stored.
In this study, some documents related to alaca fabric in the archive were
examined.

Key words: Ottoman, archive, weaving, fabric, textile.

Introduction. Traditional Turkish handicrafts emerged due to human
needs, as all over the world, and their production has continued to become
widespread. It has been adorned with motifs and colors over time due to
aesthetic concerns.

Culture is the sum of a society’s lifestyle, customs, traditions and
values inherited from its ancestors, in other words, the sum of what that
society produces. Nations need to be aware of their cultural values in
order to survive and preserve their cultural heritage and pass it on to future
generations [9, p. 668].
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Turkish handicrafts, which are the product of a long historical process
and have a rich variety, are the most valuable documents of national and
material culture elements. A society’s interest in handicrafts can be easily
seen in its decoration and adornment methods [1, p. 2597]. The needs
of human beings have created the textile industry, which is a very large
sector today, and the textile industry has become important in the current
century.

Textile products are elements that combine art and life and are present in
almost every phase of life [15, s. 321].When we look at textile art, it is mixed
with the weaving culture coming from history, and aesthetic values are added
and original designs are created [12, p. 97].

Weaving arts form the basis of traditional textile. Turkish hand weavings,
which are “a necessity of the Central Asian life based on animal husbandry”
[11, p. 2] have been reflected as valuable products all over the world from past
to present with their colors, colors and symbol language.

Since its beginning, Turkish culture and art have preserved their national
identity. The influence of Turkish states such as Hun, Goktiirk, Uyghur,
Ghazni, Karakhanid and Great Seljuks can be seen in the development
of Turkish handicrafts. Among traditional Turkish handicrafts, hand
weavings, which show a distinct change and development specific to time
and region, are the most important visual documents of the historical,
cultural, artistic and economic accumulation of the Turkmens who lived
in the geography extending from Central Asia to Anatolia and over a long
period of time [5, p. 1].

Weaving was the most important art of the Turks in Central Asia, which
was their first center of life and spread to the world [19, p. 5]. Weavings, one
of the areas of Turkish material culture with a very old history, “can also
be expressed as the most beautiful examples of Turkish folk art that have
become clear on a universal scale” [17, p. 280].

Weaving, which started in Turkestan, continued to develop in Anatolia
with the Seljuks and subsequently the Ottomans. “In the late period of the
Ottoman Empire, there were carpet weaving centers outside Istanbul, such
as Sivas, Kayseri, Usak, Isparta, Kula, Kirsehir, Mucur, Nevsehir, Konya
[7, p. 99-113] etc. Fabrics woven by Turks were very appreciated and in
demand in Italy since the 16th century. Ogier de Busbecq, who went to
the Ottoman Palace as the Hasburg ambassador in the mid-16th century,
talks about Turkish silks in a language full of poetic emotions. These and
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many similar documents reflect the admiration that Turkish silks have
created in Europeans for centuries. While foreign artists reflected their
taste for Turkish silk into the general patterns and themes of European
fabrics, all major European and American applied art collections were
acquiring Turkish silks in large quantities. Busbecq’s striking and fluent
explanation of the function of fabrics in reflecting the magnificence and
therefore the power of the reign goes to the essence of how Ottoman silk
textiles influenced Turkish and foreign audiences [16, p.15]. An exquisite
Turkish carpet was displayed like a work of art in homes, on ships, and in
churches [8, p. 72].

Weaving, which has a deep-rooted history in Anatolia, started to be
produced in various sizes and types in order to meet daily needs [10,
p. 190].

The diversity of woven products ensured universal balance based on
traditional measures rather than unity of purpose and belief in Ottoman society.
Weaving production, trade and craft works in places such as bazaars, markets
and inns were carried out according to the records in the Fiitiivetnames, Narh
and Ehl-i Hiref books. For example, a weaver’s apprentice could become a
journeyman after working 1001 days. Again, after a while, if the work they
did was liked by their masters and brave men, the journeymen could become
masters and would ceremoniously wear loincloths [18]. In other words, they
were receiving a kind of diploma and permit. His mastery was given by the
Ahi Lodge. In addition, the mubasir appointed by the government always
controlled the workshops, and the kemhacibas1 was the nazim in these works
[14, p. 1].

In the Ottoman Empire, fabric weavings were generally produced from
cotton-linen, wool and silk. While traditional techniques were used at that
time, the sensitivity of the palace in this regard was as effective as the share
of the artisans producing in homes and villages in maintaining original
production.

Alaca fabric

It is known that there was a very rich variety of fabric production in
the context of textile during the Ottoman period. There are many types of
fabrics such as Aba, Atlas, Bervanik, Bindalli, Bogasi, Canfes, Catma, Kutnu,
Selimiye, Zerbaft etc. Alaca weaving is one of the important fabrics of that
period.
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Fig. 1. Alaca weaving (Konya Museum) [6, p. 93].

“Alaca” is a cotton fabric with a yellow striped appearance, usually on
red. It is divided into two: cotton and silk [3, p. 24]. It is a durable type of
fabric. It is used in outerwear.

It was used to make cardigans, mintans, shalwars and entaris for women’s
and men’s clothing [13, p. 8]. According to the Ehl-i Hiref notebook (dated
1546) from the Topkap1 Palace Archive books, it is known that master Ferhad,
who weaves alaca, receives 4 coins, master Mustafa, 5.5 coins [20, p. 525]
and master Kasim, who weaves carpets, receives 8.5 coins [20, p. 525].

Presidential Ottoman Archive

From the series of notebooks that have survived from the Ottoman Empire
period to the present day, with 95 million documents and around 400 thousand
in the archive alone, it can be understood from both the way the documents
were arranged, that they were preserved with great precision, and the orders
or regulations regarding the correspondence at all levels of the bureaucracy
to be recorded in the notebook, that the Ottoman Empire has existed since its
foundation. Since then, it has attached great importance to preserving official
documents [2, p. 3].
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Fig. 2. Presidential Ottoman Archive, Kagithane-Istanbul [4, p. 284].

The archive documents that are the subject of the research were selected
from the Topkapi Palace archives, Cevdet Economics, Cevdet Maliye ve
Dahiliye Mektubi Kalemi documents.

Topkapi Palace Museum Archive:

Topkap1 Palace, whose construction was completed in 1478, was the
main palace of the Ottoman Empire until the use of Dolmabahge during the
reign of Sultan Abdiilmecid. The Palace, which was an extremely important
administrative center for the Ottoman Empire for 400 years, is also one of
the most important centers where many documents were produced in the
Ottoman Empire and passed down to the present day. There are more than
200 thousand documents in this archive, the oldest of which dates back to the
time of Orhan Gazi. These documents were digitized in the early 2000s, and a
summary of the documents began to be produced since 2010 [21].

Cevdet Economics and Finance documents:

In 1931, after some documents in the Treasury warehouse were sold
to Bulgaria as a result of negligence and negligence, a new classification
committee was formed under the chairmanship of Muallim Cevdet, with the
decision of the Board of Enforcement Deputies dated October 8, 1932. Kilisli
Teacher Rifat, some retired civil servants and history experts were included
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in this delegation. Although Muallim Cevdet resigned and left in 1935, the
classification continued until 1937. In this study, called Cevdet Classification,
the documents were classified according to their subjects, but they were not
cataloged chronologically. This classification consists of 216,572 documents
containing records between the dates 960-1322/1553-1904 under 17 main
sections and has 87 catalogues. Finance documents contain 31937 documents
between 1557 and 1888. Economic documents consist of 2261 documents
between 1653 and 1876 [2, p. 420-421].

Internal Medicine Letter Office documents:

Since the establishment of the Ministry of Internal Affairs, all
correspondences of the ministry with other ministries or provinces have
been carried out by the Mektibi Office. Although the Mektubi Office has
been in existence within the Ministry of Internal Affairs since 1295/1878,
it is known that in previous periods, the function of this office was carried
out by the Internal Affairs Office within the Ministry of Internal Affairs.
The abundance of documents and the diversity of the subjects mentioned in
the documents show that this office has an important position among other
departments affiliated with the Ministry. Since external writings belonging to
other departments of the Ministry were also made through the Letter Office,
there are documents on every subject concerning the Ministry [2, p. 377].

Some document examples related to Alaca fabric weaving
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Topkapi Palace Museum archive documents, file number 2330, dated
29.12.1150, is the “Haji (Kaaba) gifts book”, which includes destars, shawls,
cotton items given to the Rikab-1 Hiimayun District Governor, the Sultan,
the Grand Vizier, the Dariissaade Aga, the Seyhiilislama, .... It contains
information about the “type, quantity and curriculum of fountains, fountains,
telli, zamzam water, panties and other items”.

Second document:
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Fig. 4.

Cevdet Maliye document, file 713, shirt number 29106, dated 20.02.1173
is an order regarding “The faces of the tawny, kutni, etc. fabrics woven in
Damascus and its surroundings should not be polished with a mallet, but
should be polished with a vise”.
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Third document:
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Cevdet Iktisat document, 4 files, numbered 199, dated 03.11.1211, is the petition
signed by Diyarbakir Voivode Halil, regarding the tender and distribution of the
urgent responsibility, by allowing the construction of a vice for the tawny, kutni etc.
fabrics woven in Diyarbakir, as there is no one for the fabrics woven in Diyarbakar.
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Internal Affairs Letter Office document, file 1464, numbered 84 shirts, dated
03.03.1305: “Exemption from customs duty for ten years of the fabrics produced
in the looms built for the benefit of the Mekatib-i Islamiye in Gallipoli and the
fabrics woven in the Edirne Hamidiye School Industrial Branch™ ™ is about.

Fifth document:
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Topkap1 Palace Museum archive documents, 841 files, document dated
12.08.1209 “III. Mustafa’s daughter and the wife of Silahdar Mustafa Pasha,
Beyhan Sultan’s tailor and the types of robes, vests, furs, ..., prayer rugs,
tobacco pouches, stringed fabrics, pieds, atlas, velvets, ..., cheesecloth
and other materials written in the account book. “book records containing

qualifications and quantities, mastery amounts, etc.

Sixth document:
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Cevdet Classification, Finance Book, 37 files, document numbered 1678,
dated 1805: “For the various goods to be brought from Damascus, Aleppo
and Diyarbakir to the Black Sea piers and taken to Anapa, Danube and
Crimea, a customs duty of four percent will be charged if it belongs to an
Islamic merchant, and a customs duty of five percent will be collected from
the subjects” [3, p. 215]. It is related to.

Conclusion. Among the textile arts that came from Turkestan to Anatolia
with the Turks, variegated fabrics have a special place, especially during
the Ottoman period. It is understood that there are many documents in the
Presidential Ottoman Archives regarding Alaca textiles produced in cotton
and silk.

It is understood that many state officials such as the sultan, grand vizier,
dariissaade agha, sheikh al-Islam etc. were given tawny fabrics and these were
recorded, that tawny fabrics were woven in Damascus and its surroundings,
and that the state made checks regarding their quality and issued orders about
deficiencies and defects. In addition, it is evidenced by documents that tawny
fabric was woven in cities such as Diyarbakir and Gallipoli, and that the state
occasionally provided tax benefits to tawny fabric producers, that the expenses
of the sultan and his family members for fabric sewn from tawny fabric were
recorded, and that tax regulations were made regarding tawny fabric taxes.

It is known that textiles are very important in Turkish cultural history
and that they have carried out important production in the field of textiles for
thousands of years. This accumulation can also be seen in the archive records.
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Ahmet Aytac (Tiirkiya)

ALACA KUMAS DOKUMACILIGI HAKKINDA OSMANLI

ARSIVLERI’NDE YER ALAN BAZI BELGELER

Geleneksel Tiirk sanatlarinin binlerce yillik bir tarihi vardir. Tiirkistan
cografyasindan Kafkasya’ya, Anadolu’ya ve Balkanlara kadar zaman igeri-
sinde Tiirklerle birlikte gelmistir. Hali, kilim gibi dokumalar disinda 6zellikle
kumas tiretiminde de Tiirklerin dnemli bir s6hreti vardir. Tiirk maddi kiiltiiri-
niin 6nemli bir 6gesi olan tekstil sanatlar1 icerisinde alaca kumaslarin 6nemli
bir yeri vardir.

Alaca pamuklu ve ipekli olarak iiretilen bir kumas tiirii olarak Osmanl
Imparatorlugu déneminde yapilan bircok kumas tiiriinden birisidir. Yerel iire-
timden sarayin ihtiyaclarina kadar genis bir iiretim ¢esidi vardir.

Cumhurbaskanhigi Osmanli Arsivi, Imparatorluk dénemine ait arsivlik
malzeme 6zelligi olan tiim belgelerin saklandigi énemli bir kurumdur. Bu
caligmada arsivde yer alan alaca kumas ile alakali baz1 belgeler incelenmistir.

Anahtar kelimeler: Osmanli, arsiv, dokuma, kumas, tekstil.

Axmert Aiitau (Typyusn)

HEKOTOPBIE JOKYMEHTbBI U3 OCMAHCKHUX APXUBOB

O IMPOU3BOJICTBE IIBETHBIX TKAHEM

TpamumoHHbIE BHUABI TIOPKCKOTO HCKYCCTBA WMEIOT THICSUYEICTHIOO
uctoputo. OHU pacPOCTPAHSIIUCh BMECTE C TIOPKaMU M3 reorpaduyeckoro
npoctpancTBa Typkecrana B HampaBieHun KaBkaza, AHaronuu u bankaH.
[TomMuMO TKaHHSI KOBPOB M KHJIMMOB, TIOPKHA OCOOCHHO MPOCIIABUITUCH B JIEIIE
MPOU3BOJICTBA TKaHeH. B uncie pa3HbIX BUIOB UCKYCCTBA TEKCTHIIS MIPOU3-
BOJICTBO MECTPHIX TKAHEH 3aHUMAET 3HAUYUTEIILHOE MECTO B TIOPKCKOW Mare-
pHUAIBHOMN KYJIBTYpE.

B kauecTBe THMa TKaHEW U3 XJIOMKA M ILIEJKA, TOT BUJ TEKCTUIIS SIBIIS-
€TCsl OJIHUM U3 MHOTHUX, TPOU3BOJIMBIIUXCS B niepuoa OCMaHCKON UMIIEPUH.
CymiectBoBaia o01MpHAsi HOMEHKJIATypa TOBAPOB, OT MPOAYKIHUH MECTHOTO
3HAYEHUs 10 U3/CIIUN, YAOBIECTBOPSIBIINX HYXbl UMIIEPCKOTO JABOPIIA.

[Ipe3unentckuit OcMaHCKU APXUB SBIISIETCS BaXXHBIM UHCTUTYTOM, T/I€
XPaHATCS TOKyMEHTBI, OTpakaromiie cBefeHus nepuona Mmmepun. B man-
HOM HCCJIEJOBAaHUU PACCMOTPEHBI HEKOTOPHIE JOKYMEHTHI U3 3TOTO apXHBa,
MMEIOIINE OTHOIIEHHUE K IPOU3BOJCTBY LIBETHBIX TKAHEH.

KuroueBnle cjioBa: OcMaHCKUM, apXUB, TKAYECTBO, TKAHb, TEKCTUIIb.

57



Vol. 18 Ne3  ISSN 2310-5399  Incasonat vo madaniyyat problemlori / Problems of Arts and Culture / TIpo6aeMbI HCKYCCTBa 1 KyJILTYpbl

UOT 75

Gulrena Mirza
PhD (Art Study), Associate Professor
Institute of Architecture and Art of ANAS
(Azerbaijan)

li5613na@gmail.com

VAJIHA SAMADOVA-100
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Abstract. An outstanding Azerbaijani painter, Honored Artist of the
Azerbaijan SSR, Vajiha Samedova was born in 1924 in Baku. A graduate of
the Moscow Art Institute named after V.I. Surikov, she is known mainly for
her portraits, as well as landscapes, still lifes and thematic canvases.

Vajiha Samadova is an artist of extraordinary good fortune in the highest
sense of the word — not in a narrow-minded and banal sense according to
which the ideal is a long, quiet and well-off existence, but in the highest
human sense, where the value and the meaning of life consist in working,
burning, struggling and searching for happiness.

Key words: Vajiha Samedova, Azerbaijani painting, portraits, landscapes,
composition.

Introduction. Vajiha Ali kyzy Samedova was born on November 24,
1924, in Baku to the family of confectioner Kerbalayi Ali and homemaker
Rubaba Samedova. Her father, Kerbalayi Ali, was an Azerbaijani from Kars.
Along with his brother, he moved to Erivan and then to Baku, where he met
Rubaba in the Icherisheher quarter. Rubaba had moved to Baku with her
family from the Iranian city of Qom [5].

In 1944, Vajiha graduated from the Azerbaijan State Art School named
after A. Azimzade, and in 1951 from the Moscow Art Institute named after
V. 1. Surikov. Her diploma project was a group portrait of Azerbaijani
composers [1]. Vajiha Samedova mainly worked on portraits, landscapes,
and thematic tableaux. Her works were also displayed at exhibitions abroad
in cities like Vienna, Cairo, Beirut, Warsaw, Berlin, Budapest, Sofia, and
others.
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Samedova passed away on October 24, 1965, in Baku after a prolonged
illness. At the end of 1966, a posthumous exhibition of her work was opened
in the Art Salon of the Union of Artists of Azerbaijan in Baku, featuring
around 200 works, including portraits, genre paintings, landscapes, still lifes,
and pieces in oil, watercolor, pastel, and pencil [3].

Samedova’s works are preserved in the National Museum of Art of
Azerbaijan in Baku and other museums across the country. In Baku, there is
an Exhibition Salon named after Vajiha Samedova (formerly the Art Salon of
the Union of Artists of Azerbaijan).

The interpretation of the main material. Vajiha Samedova was an artist
of an extraordinarily rich destiny, in the highest sense of the word—not in the
everyday sense that defines ideal existence as long, peaceful, and secure, but
in the high human sense, where the value and meaning of life lie in creativity,
passion, struggle, and happiness found in seeking. Vajiha-khanum was a
remarkable artist with a phenomenal talent. This is not about “women’s art”
but high Art—powerful, vibrant, dramatic, and romantic, inspiring admiration,
respect, and love because it makes us better, purer, richer, more focused, and
more poetic.

Her art is surrounded by a certain aura with not only aesthetic but also
ethical dimensions. Her paintings are not simply looked at; they are examined,
as her art is imbued with life, significance, and a profoundly personal
worldview. In this sense, Vajiha Samedova is a truly lyrical artist, speaking
“in the first person” [2]. The personal essence that animates her paintings
generates emotional intensity, a nearly searing passion in the colors and the
forms of bodies, always containing something deeply meaningful, pondered
over, and soulfully endured. The compositions of her paintings reflect a
fervor stemming from the fact that her lyricism is often tinged with dramatic,
even tragic tones. But the main value of her work, perhaps, lies in its ability
to reveal to viewers the profound meaning of art and existence. Her inner
conviction, faith, passion, and love for people and nature captivate audiences
with her love for color, canvas texture, the energy of paints, and the broad
freedom with which she depicts life. This infuses her canvases with a lively
immediacy, opening a window to an alternate reality, to the aesthetic world of
Vajiha Samedova.

Her life was successful from the very beginning: loving parents, a
wonderful sister, an atmosphere of respect for music and poetry typical
of Azerbaijani culture, and a successful study at the Azimzade Art
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School, where her future husband Latif Feyzullayev taught. In 1944,
after graduating from the school, she entered the Moscow Art Institute
named after Surikov, in the painting department. Her mentor there,
the outstanding painter Pavel Korin, highly appreciated the talent and
diligence of his favorite student. Upon his insistence, she stayed on in
Moscow for another three years of postgraduate study after graduating
with honors. Although she received an offer to teach at the Surikov
Institute, family interests and longing for her homeland prevailed, and
she returned to Baku, where she began teaching at the art school and
dedicated all her primary time fanatically to her beloved painting. Her
happy family life with the remarkable painter Latif Feyzullayev (who
was also known in artistic circles as a leading authority and intellectual
theorist on painting) and her wonderfully gifted children allowed Vajiha-
khanum to work tirelessly. Together, they traveled across Azerbaijan,
enabling both of them to create captivating landscapes.

In 1954, the landscapes of Gey-Gol exhibited by the 30-year-old
artist, especially the Portrait of Actress Leyla Badirbeyli, brought her
tremendous success. To this day, this portrait, displayed at the National
Museum of Art, captivates viewers with the extraordinary tenderness
of its color palette, the touching nature of the character, the unity of its
concept, the virtuosity of its execution, and the refined use of light and
shadow.

During the last, regrettably short, ten years of her vibrant life, the artist
worked productively, creating numerous portraits and thematic paintings
portraying the spiritually beautiful women of her time. These paintings
astonish with their power and freedom of brushwork and thought, marked
by bold, lyrical brushstrokes and clear, dynamic compositions. The post-
impressionist elegance of these works, the noble spirit of the artist, her
restrained and passionate coloristic talent, and her innate painting culture
fill the canvas On the Banks of the Kura with an instinctive freedom of
expression.

In 1961, Vajiha went on a creative mission to Bulgaria, which inspired
a series of canvases displayed in Baku in 1962. In 1964, she presented
Awaiting News, a large (100x220) painting about mothers waiting on the
Caspian shore for the return of fishermen. It was an emotional, intense, and
significant canvas. By then, Vajiha-khanum was seriously ill. She resisted
the doctors’ diagnosis, but fate remained unyielding. This would be her final
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painting — a masterpiece, beautiful yet tragic, reflecting people, destinies,
land, sea, and life.

In 1965, immediately after the artist’s death, the exhibition hall of
the Union of Artists of Azerbaijan, the republic’s premier art gallery, was
named after Vajiha Samedova. In 2008, her son and grandson published
an album dedicated to her 85" anniversary in Turkey, radiating love and
reverence for the Azerbaijani master’s creativity. On the cover is a portrait
of Vajiha painted by her husband, teacher, and prominent artist Latif
Feyzullayev.

This was an extraordinary, strong, and inspiring family. Different in
temperament and age, they were happy together, united by love—especially a
shared love of painting. The portrait of Vajiha-khanum by Latif Feyzullayev,
painted after her passing, is a dynamic and intimate image of a woman filled
with creative power, capturing the serene exterior of a woman gathering
strength for something deeply important.

Conclusion. In 2010, Baku held a commemorative evening for Vajiha
Samedova. At the event, a documentary film created by her son and grandson
was shown, as the family carefully preserves the memory of this outstanding
Azerbaijani artist.

On June 20, 2024, the National Museum of Art of Azerbaijan opened the
exhibition Vajiha Samedova — 100: Pages from the Artist’s Life, dedicated to
her 100" birthday. At the grand opening, speakers highlighted the significance
of her work in national visual art and the importance of the exhibition for
Azerbaijani culture. The exhibition featured around 60 of Samedova’s
paintings and graphic works across various genres, marking a landmark event
in the cultural life of Azerbaijan.
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Giilrana Mirzs (Azarbaycan)

VOCIHO SOMODOVA - 100

Gorkomli Azorbaycan rossami, Azorbaycan SSR omokdar rossami
Vaciha Oli qiz1 Somadova 1924-cii ildo Bakida anadan olub. V.I.Surikov
adma Moskva Rossamliq Institutunun mozunu olan o, asason portretlori,
eloco do monzaralari, natiirmortlart vo tematik kotanlar1 ilo taninir. “Aktri-
sa L.Badirboyli” (1954), “Sosialist ©mayi Qohromani S.Korimov” (1957),
“Geoloq M.Mammadbayli” (1959), “iki dofs Sosialist Omoyi Qohromani
S.Hasonova” (1960), “Heykoltoras Q.Abdullayeva” (1964) vo s. kimi
portretlords miiasirlarinin obrazlarini yaradib.

Somadova respublika iizra bir ¢ox soforlords olub. Onun monzarslori vo
tematik tablolar1 zongin milli kolorit lozzati, yigcamlig1 vo kompozisiyanin
aydinlig1 ilo secilir. Bunlardan “Azarbaycan bastokarlar1” (1951), “Mahn1”
(1956), “Goygoliin sahilindo” (1957), “Kiiriin sahilindo” (1961), “Qeologlar”
(1965) va b. geyd etmok lazimdir.

Acgar sozlor: Vociho Somodova, Azorbaycan rongkarligi, portretlor,
monzaralor, kompozisiya.

INoabpena Mup3sa (4zepoaitorcan)

BAKUA CAMEJOBA - 100

Brinarommiicst azepOaiikaHCKHiA )KUBOITUCET], 3aCITy>KEHHBIHN JIeSTelh UC-
kycctB AsepOaiimxanckoir CCP Bamkus Anu xbi3el CamenoBa poauiiach B
1924 rony B baky. BeinmyckHniia MOCKOBCKOTO XylI0»K€CTBEHHOTO MHCTUTYTa
umenu B. Y. CypukoBa, oHa ©3BeCTHA B OCHOBHOM CBOMMH MOPTPETAMHU, a TaK-
Ke Mer3akaMy, HaTFOPMOPTaMH U TEMaTHYeCKUMU MojoTHaMu. OOpa3bl CBOMX
COBPEMEHHHUKOB OHa CO3/1aJla B TaKUX MOPTpeTax, kak « Axrpuca JI. benupoOeii-
am» (1954), «epoii Coumanuctuueckoro Tpyna C. Kepumosa» (1957), «I'eo-
gor M. Mamenbeiimm» (1959), «IBaxnsr ['epoit Conumanuctuaeckoro Tpyna
1. T'acanoBa» (1960), «Ckynsrnrop I. AGmymiaesa» (1964) u ap.

CamMenoBa MHOTO e3/11J1a o peciyoirke. boraTeiM HallMOHAIBHBIM KOJIO-
PUTOM, JIAKOHUYHOCTBIO U SICHOCTHIO KOMITO3UITUHU OTINYAIOTCA €€ eH3aXKH U
TeMaTU4YeCKHUe Tabllo, CPeIn KOTOPHIX HAJ0 OTMETUTh TaKHe, Kak «Asepoaii-
)aHckue KoMrmo3uTopey (1951), «Ilecus» (1956), «Ha Gepery I'€iréms»
(1957), «Ha 6epery Kypor» (1961), «I'eomoru» (1965) u np.

KiroueBble ciaoBa: Bamkus CamenoBa, azepOaipkaHCKas >KUBOIHCH,
MOPTPETHI, MEH3aXKU, KOMITOZUIIHSL.
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STAGES OF ART FAIRS

https://doi.org/10.59849/2310-5399.2024.3.63

Abstract: The article considers the issues of the origin and stages of
development of the art fair. As an event in the life of mankind, the fair has a
deep history. Based on the study of extensive literature, it is concluded that art
fairs provide a platform for artists and galleries to demonstrate their works to
a wide audience of professionals, collectors and art lovers. It is noted that they
allow the exchange of ideas and points of view on all issues of the current and
future development of art.

Key words: fair, international art fair, art, culture, audience.

Introduction. One of the forms of familiarizing society with culture and
art are art fairs, which are held annually around the world.The etymology of
the word “fair” (varmarka) goes back to the German word “Jahrmarkt” (where
Jahr is a year, and markt is a bargain), literally meaning “annual bargaining”.
From German this word migrated to Russian, and from there to Azerbaijani.
The equivalent of this definition in English is “fair” (in Old French ‘feire”,
“faire” — market) [1].

The Explanatory Dictionary of the Russian Language defines a fair
(spmapra) in the first meaning as “a large trade usually with amusement,
entertainment, held regularly in the same place and at the same time”; in
the second meaning “a periodically arranged arrival of trade and industrial
organizations... for the wholesale sale and purchase of goods according to
the samples exhibited” [2]. A similar meaning of the word “fair” (yarmarka)
is given by the Explanatory Dictionary of the Azerbaijani Language [3] and
numerous other explanatory dictionaries.
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The interpretation of the main material. Despite the fact that, like an
exhibition, a fair involves a demonstration of items, there is a significant
difference between these two events. So, a fair is an event, the main purpose
of which is the purchase and sale of exhibited goods, the conclusion of trade
and other transactions, that is, the commercial component is the basis of the
essence of this event. An exhibition is a demonstration of works of culture
and art, science or industry, the main purpose of which is to stimulate public
interest, promote manufactured products, expand trade or illustrate progress
in various areas of human existence.

As an event in the life of mankind, the fair has a deep history. The first
mentions of these events are found fragmentarily in written documents and
fragments of sculptures and various dishes in Ancient Greece and Rome. As
a rule, they were held during major events, for example, the Olympic Games
in Ancient Greece. In Ancient Rome, fairs were held on a regular basis due
to the fact that trade played a leading role in the economy. Numerous wars of
Rome led to the expansion of the empire. The increase in the flow of goods
into the territory of the empire contributed to the further development of trade
relations. The demand for various goods, including food, textiles, metals and
luxury goods, increased. All this was sold at numerous fairs held throughout
the Roman Empire. The growth of trade led to the adoption of special laws
guaranteeing fair trade and protecting the rights of traders and buyers.

Fairs became an important attribute not only of the city-states of Ancient
Greece and the Roman Empire. Historical materials testify to fairs held in the
centers, cities of the Middle East. The holding of fairs in China dates back to
the 12" century BC. However, unlike fairs in the Roman Empire, fairs in the
mentioned territories were timed to coincide with religious holidays.

Fairs occupied a special place in the life of Medieval Europe. The first
information about fairs dates back to the 7™ century. Thus, in 629 AD, King
Dagobert I granted the monks of Saint-Denis a charter allowing them to hold
a fair “for the glory of God and in honor of Saint-Denis and his holiday”. This
event, held near Paris, in the fields near the town of Saint-Denis, was repeated
annually for more than a thousand years [4].

Since the church played a huge role in the political and socio-economic
life of European nations, medieval fairs were held on religious holidays at
first and were concentrated directly in the squares of Christian temples or
churches located in various cities and other populated areas. However, with
the growth of trade, fairs became part of the daily life of medieval Europeans,
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and the places where fairs were held, that is, “fair squares”, were transformed
into important trading centers that significantly influenced the economy of
medieval states. Regular holding of fairs (and not only on “holy days”, that is,
on religious holidays) significantly increased the income of the church, since
churches and temples charged merchants a fee for the privilege of setting up
a trading stall at fairs. Enriching the religious institutions, the raised money
allowed them to use some of the funds to develop and protect the trading
areas.

As the fairs became more established, they were granted royal charters
that legitimized their holding and encouraged the growth of trade. By the
12" century, fairs in European cities had become significant events, attracting
people from different places, and lasted for long periods of time. This evolution
meant that fairs moved from an event influenced by the church to a civic event
with great economic and socio-cultural influence in the countries of medieval
Europe. The economic influence of medieval fairs became a significant factor
in facilitating the exchange of goods and services throughout Europe. These
events allowed local and foreign traders to sell textiles, spices, handicrafts
and other goods. Taxes and various fees from the transactions of purchase
and sale generated huge revenue for the church and secular authorities,
which emphasized the interrelated nature of trade and power in the Middle
Ages. However, medieval fairs were not only commercial events, but also
centers of social and cultural activity. They provided residents with a break
from the hard work of everyday life and a place for entertainment and social
interaction. Fairs were accompanied by various entertainments, including
performances by singers, jugglers and musicians, scenes depicting biblical
stories. These fairs were an occasion for celebration, and music, dance and
games contributed to the festive atmosphere. The social and cultural aspects of
medieval fairs played an important role in strengthening community cohesion
and creating a sense of common identity among its participants.

The late Middle Ages, marked by the further development of trade, the
creation of the first industrial enterprises, and advances in transport and
communication, significantly reduced the influence of medieval fairs in
economic life. As a result, the emphasis of fairs gradually shifted from the
commercial component to the predominance of their social and cultural
elements.

Thus, at a certain historical stage, medieval fairs addressed the economic,
social and cultural needs of society. They served as the main markets for
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traders and provided a place for the exchange of various goods. Over the
course of several centuries, the function of medieval fairs evolved from
religious ceremonies to commercial markets and, ultimately, to centers of
social and cultural life. This evolution underlines the historical significance
of fairs throughout the Middle Ages.

A new stage in the development of fairs occurred with the beginning of the
development of capitalist production relations in the era of modern history,
the second half of the 17-19" centuries. In the form that it was in the Middle
Ages, the fair ceased to have any serious influence on trade relations. With
the growth of cities, fairs could no longer fully satisfy the needs of the urban
population. This required daily trade in each city. The further development of
capitalism led to the expansion of domestic and international trade relations,
contributed to the creation of trade exchanges in various cities of Europe.
Despite this, fairs continued to function as wholesale trade centers. Beginning
with the 19th century, large wholesale fairs turned into exhibitions of product
samples, where trade was carried out as on a commodity exchange.

The mid-19™ century was marked by the beginning of holding international
fairs, which were characterized by the broad participation of various countries,
companies and individuals. They showcased all the achievements of science
and technology at the time of the fair. Most international fairs widely
represented works of art from participating countries, as well as exhibits from
private collections of individual amateur collectors.

International art fairs originate in the 19" century, when the first exhibitions
of modern art which organically arose from the historical events of the
Renaissance, when European cities were the epicenters of art and culture,
were held in Europe. The squares and markets of cities such as Florence and
Venice were filled with works by artists of that era, displaying their creations in
the hope of attracting the attention of a potential patron or art lover. Although
these were not art fairs in the sense of today, they were certainly precursors
representing a combination of trade, culture and creativity.

An important starting point in the development of international fairs was
the Exposition Universelle of 1855 in Paris. The event was more large-scale
than just an art fair. It featured a wide range of art from around the world,
consolidating Paris’s status as the world’s capital of art. These events paved
the way for specialized events devoted exclusively to art.

The first international art fair was organized by the French government
in 1867, featuring works from over 30 countries. This event marked the
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beginning of the modern era of art fairs where artists could showcase their
work on an international stage [5].

In the following decades, many other international art fairs were created
around the world, including the Venice Biennale (founded in 1895), the Sao
Paulo Art Biennial (founded in 1951), and Art Basel (founded in 1970). These
events became important venues for contemporary artists to showcase their
work and gain recognition. Today, international art fairs have evolved into
major cultural events, attracting millions of visitors each year. In addition to
their cultural component, they stimulate the economic development of the
host cities, generating income through tourism and art sales. They showcase
the work of contemporary artists and cultural figures, defining the contours
and directions of the future of art. One of the most prestigious art fairs in the
world is Art Basel, which unites three major companies — Art Basel MCH
Swiss Exhibition (Basel), Art Basel U.S. Corp and Art Basel MCH Group Asia
Ltd. Hong Kong. This international art fair was organized by Basel gallerists
Ernst Beyeler, Trudl Bruckner and Balz Hilt in 1970 and since the first fair it
has received international recognition. The fair featured 90 galleries and 30
publishing houses from ten countries. More than 16 thousand people visited
the first exhibition to see the works presented by art and cultural figures from
90 galleries and 30 publishing houses from 10 countries [6]. Being one of
the most prestigious international art galleries, it is held annually in Miami
Beach, FL. It showcases works from over 200 galleries from around the
world [5]. The fairs feature panel discussions with leading figures from the
art world, providing first-hand insight into various aspects of collecting and
exhibiting art. Panelists include renowned art collectors, museum directors,
biennial curators, artists, art critics, and architects.

Between 2010 and 2017, Art Basel presented its first exhibition in Hong
Kong, which attracted over 60,000 visitors. In September 2014, Art Basel
launched its Crowdfunding Initiative with Kickstarter (a website to attract funds
to implement creative, scientific and production projects under crowdfunding
scheme) to support non-profit crowdfunding organizations (public financing
that is fund-raising from persons interested in art development) in the visual
arts. During Art Basel 2015 in Hong Kong, Art Basel and BMW presented the
first version of BMW Art Journey, a joint initiative to recognize and support
emerging artists around the world [6].

The Basel fair brings together the international art world, showcasing
the work of over 4,000 artists from 200 leading galleries representing five
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continents. Numerous exhibitions are held simultaneously in and around
Basel, creating a week-long atmosphere of artistic celebration [6].

The next fair, Frieze Art Fair, is held annually in London, showcasing
the work of established and emerging contemporary artists. Frieze Art Fair
London was founded in 2003 by Amanda Sharp and Matthew Slotover. The
fair is one of the world’s most significant contemporary art fairs, showcasing
the work of contemporary artists from all areas of contemporary art. It takes
place every October in Regent’s Park, central London. The fair’s exhibition
galleries feature some of the most exciting artists working today, from
emerging to iconic, and a team of leading international independent curators
advise on the thematic sections, enabling performance work and ambitious
presentations by emerging galleries. Over the past few years, Frieze Art Fair
London has attracted over 60,000 visitors annually, including curators, artists,
collectors, gallerists and critics, as well as a wider audience of contemporary
art lovers [7].

A special place among international art fairs belongs to Art Dubai, which
is one of the leading international art fairs in the Middle East and takes place
in Dubai every spring. Art Dubai was established in 2007 by Art Dubai Group.

Over the years, Art Dubai has become a major catalyst for local, regional
and international discussions on art of the Middle East and surrounding
regions (the Middle East, North Africa and South Asia) and promotes art
from these regions to the international arena. As one of the most prestigious
international art fairs in the world, through its gallery sections presentations,
Art Dubai promotes meaningful interactionof the global cultural heritage with
the rich cultural heritage and contemporary artistic practices of the regions of
Southeast and Central Asia, the African continent and Latin America.

Art Dubai has become a launching pad and platform for the development
of successful careers for artists, curators and art professionals and continues
to promote the arts through its extensive fair programmes and initiatives. In
addition, Art Dubai works closely with its partners to develop innovative
artistic programming and support the cultural community. Art Dubai currently
brings together over 30 initiatives, including Dubai Design Week, the Middle
East’s design platform; Downtown Design, the region’s leading design fair
focusing on high-quality and original design; Prototypes for Humanity, the
world’s largest and most diverse gathering of scholars working on social and
environmental issues; and the Global Art Forum, an annual interdisciplinary
summit on art issues. Art Dubai represents galleries from all over the world,
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from emerging artists to renowned centers, solo and group exhibitions. During
2024 alone, hundreds of works by cultural and artistic figures from many
countries were presented in the 64 galleries of the fair [8].

The next prestigious international art fair is Paris Photo. It has become
the largest international art fair dedicated to photography, which is held
every November in the heart of Paris. Since 1997, the mission of the fair
has been to promote and develop photographic creativity, as well as the
galleries, publishers and artists who stand at its origins. Paris Photo brings
together up to 200 participants from all over the world, offering collectors
and enthusiasts the most diverse and high-quality presentation of projects
related to photography. The leading galleries of ParisPhoto display historical
and contemporary works of art from contemporary masters to young talents.
Specialized publishers and art book dealers present unique and rare editions,
as well as book presentations and autograph sessions with many of the most
famous contemporary artists [9]. Among the art events taking place in France,
an important place is occupied by the annual Paris Contemporary Art Fair
(Foire International d’Art Contemporain), which is considered one of the
largest European contemporary art fairs.

A special place among international art events belongs to the Artissima
contemporary art fair. Since its foundation in 1994, ithas united the international
art market with an emphasis on experimentation and research. Galleries
from all over the world take part every year. In addition to the fair itself
(Main Section, Monologue/Dialogue, New Entries, Art Spaces and Editions),
Artissima also consists of three curatorial sections, headed by a board of
international curators and museum directors and dedicated to emerging artists
(Presence Future), the rediscovery of pioneers of contemporary art (Back to
the Future) and drawing (Disegni). The three curatorial sections are housed
in an exhibition pavilion with monographic stands and on a special digital
platform ArtissimaVoice Over [10].

An important event in the art world is the international art fair Armory
Show, founded in 1994, which annually brings together representatives of
leading international galleries of contemporary art in New York [11].

In addition to the above, several dozen other international art fairs covering
various continents are held annually. Among them: Art Felix, Los Angeles and
Independent, NewYork (USA), Frieze, Seoul (Korea), Zonamaco, Mexico
City (Mexico), Sydney Contemporary Art Fair (Australia), Art Toronto
(Canada), Art Russia, Moscow (Russia) and others.
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Along with international art fairs held in major cities of the world such
as New York, London, Paris, Hong Kong, Dubai, Moscow, art fairs are held
in large and small cities of many countries of the world that have national or
regional significance.

International art fairs have important socio-economic and cultural
significance for the countries that organize these world art forums, as they
generate income not only for galleries and artists, but also for host cities and
countries. According to the Internet portal Statista, the value of transactions
in the global art market in 2023 amounted to 65 billion USD. Moreover, 58%
of art collectors made purchases at art fairs in 2023[12].

Conclusion. International art fairs are important not only for the art
market, but also for cultural exchange. They provide a platform for artists and
galleries to present their work to a wide audience of professionals, collectors
and art lovers. In addition, fairs allow for the exchange of ideas and points of
view on all issues of current and future developments in art. They facilitate
the establishment of cooperation between cultural figures both within one
artistic movement and with figures from other artistic movements.
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INCOSONOT YARMARKALARININ YARANMASI VO

INKISAF MORHOLOLORI

Mogqalado incosonot yarmarkasinin yaranmasi vo inkisaf morhoalolori
nozordon kegirilir. Basoriyyatin hoyatinda bas veron hadiso kimi yarmarka
dorin tarixe malikdir. Genis adobiyyatin todqiqino asaslanaraq belo qonasto
golinir ki, incosonat sorgilori rossamlar vo qalereyalar tigiin 6z asorlorini genis
pesokar auditoriyaya, kolleksiyagilara vo sonst sevorloro nlimayis etdirmok
liclin platforma yaradir. Bildirilir ki, onlar incosonatin indiki vo golocok
inkigafinin biitiin mosalalori iizro fikir vo mévqge miibadilosine imkan verir.

Acar sozlor: yarmarka, beynoslxalq incosonot sorgisi, incosonat,
modoniyyat, tamasagi.

Caouna babaeBa (Azepoaiiorcan)

ITAINBI CO3JAHUA U PABBUTUSA XYITOKECTBEHHbBIX

APMAPOK

Crarbs paccMaTpuBaeT BOIPOCHI 3apPOXKACHUS W OTallbl PAa3BUTHUS
XyJIOKECTBEHHON sipMapku. SIpMapka Kak COOBITHE B KU3HU UYEIOBEYECTBA
nMeeT mTyOoKyro ucropuio. Ha ocHoBe M3ydeHHs] OOLIMPHOMN JUTEPATYpHhI
CACJIaH BbBIBOA O TOM, YTO XYAOXKCCTBCHHBLIC SPMAPKU IMPEAOCTABIIAIOT
mwiarGopMy XyIOKHUKAM M TajiepesiM [UIsl JEMOHCTpaIMi CBOUX pPadoT
UIMPOKON ayIuTOpUH Npo(hecCHOHAIOB, KOJUIEKIIMOHEPOB M JIIOOUTENen
HCKYCCTBaA. OTMC‘{aeTCH, YTO OHHU MO3BOJISAKOT 06M€HI/IB3.TBC}I naecamMm "
TOYKAMHU 3pEHHs] MO BCEM BONpPOCaM TEKYyIIero U OyAaylero pa3BUTHUSA
HCKYyCCTBa.

KuroueBble ci10Ba: sspMapka, MeXKIyHAPOAHAS XyJ0KECTBEHHAS s[pMapKa,
HCKYCCTBO, KYJIbTYpa, ayJUTOPHUSL.
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Abstract. The article traces the development of Azerbaijani theater
in chronological order, analyzing its historical formation and the unique
social and cultural environment in which it emerged. The nineteenth
century, a period marked by significant hardships in Azerbaijan’s history,
also witnessed notable advancements in various areas of cultural life.
Recognizing the creation of national dramaturgy, media, and theater as a
pivotal and complex cultural shift reflects an inherent historical progression.
This framework supports the classification and periodization of theater’s
formation and growth. The second half of the 19" century through the
early 20™ century stands out as a distinct era in Azerbaijani theater, with
special attention given to the early Soviet period when theater operated
under ideological control. Additionally, the article addresses the activities
of provincial theaters and the establishment of new theater studios in the
years of independence, highlighting their contributions to the evolution of
Azerbaijani theater.

Key words: Azerbaijani theater, the beginning of the 20" century, Soviet
period, Independence period, periodization.

Introduction. The official history of Azerbaijani theater begins on
March 23, 1873, but its roots extend much further back. Traditional
ceremonies and rituals from daily life, celebrations, and religious
observances incorporated theatrical elements like movement, chorus, and
dialogue, which were essential in shaping folk theater. Over time, these
individual rites evolved into collective performances, enhancing their
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theatrical nature. Ancient Turkic terms such as “oyun” (play) and “ayin”
(ceremony) reflect the ceremonial origins of theater. Examples include
rituals like “Godu-Godu,” aimed at ending damaging rains, and “Kavsas,”
celebrating the end of winter.

Despite their rudimentary nature, these theatrical elements were crucial
to the development of Azerbaijani folk theater. Scholars have noted that the
ashig-minstrel tradition embodies fully developed theatrical characteristics.
Mammad Arif highlighted that ashiq art integrates singing, instrumental
performance, and dance, fulfilling the role of folk theater [1, p. 336].

In ancient Greece, often viewed as the cradle of art and culture, theatrical
performances were linked to the god Dionysus. Symbolizing the cycles of
nature—particularly through grapes and wine—Dionysus represented the
rebirth of life after winter [1, p. 346].

The genre of tragedy evolved from dithyrambs dedicated to Dionysus,
marking the transition from solo monologues (by what we now recognize as
an actor) to dialogues and group performances, illustrating the ancient origins
of theater.

Theater is a synthesis of various elements, deeply rooted in religious
beliefs, mystical concepts, rituals, and ceremonies. It transcends a simple
process, intertwining the complex truths of life with stagecraft, movement,
and the gestures of the actor. As a uniquely creative and syncretic art form,
theater captures human characters and their reflections on life and time,
serving as a medium that embodies and reflects the entire world.

The interpretation of the main material. The evolution of professional
theater in Azerbaijan was a multifaceted process influenced by the social,
historical, and cultural contexts of the era. The 19th century was particularly
difficult for the Azerbaijani people, marked by tragedies, territorial losses,
and fragmentation. The occupation of Azerbaijan by tsarist Russia left
lasting scars in the nation’s collective memory. Professor Tahira Mammad,
in her textbook “19™ Century Azerbaijani Literature,” emphasizes the diverse
independent movements in 19"-century literature, contrasting it with the
more cohesive literature of the 20™ century, which integrated new styles and
Western influences. This period was characterized by attempts to preserve
tradition amid these independent movements [2, p. 8].

Mirza Fatali Akhundzadeh, a key figure in Azerbaijani dramaturgy, wrote
six comedies between 1850 and 1855. His 1871 article outlined the role
of theater in public education, emphasizing its accessibility to all societal
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classes. The premiere of his comedy “Adventure of the Vizier of the Khan
of Lankaran” on March 23, 1873, in Baku, organized by Hasanbey Zardabi
and Najafbey Vazirov, marked the official beginning of Azerbaijani theater.
Founded on realistic principles, this theater embraced high ideals and became
a medium for human expression, achieving stylistic and methodological
excellence [3, p. 7].

Despite facing threats and challenges, Zardabi remained committed to
promoting theater and education, believing in their eventual societal value.
The absence of female actors led to men playing female roles, raising questions
about authenticity. By the 19th century, intellectuals like Nariman Narimanov
advocated for the educational role of theater, viewing it as a means of personal
growth [3, p. 5].

Prominent intellectuals like E. Sultanov, M. Sidgi, J. Mammadguluzade,
M. Safaralibeyov, A. Hagverdiyev, and B. Badalbeyov played vital roles in
the theater’s advancement, extending its influence beyond Baku to provincial
cities such as Guba, Shaki, Nakhchivan, Shusha, and Lankaran. Actors like
M. Zulalov, M. S. Seyidov, H. Namazov, and M. Guliyev contributed to
the growth of the Tbilisi Azerbaijan Theater. Zardabi emphasized cultural
advancement through the “Akinchi” newspaper and facilitated the first staging
of Akhundzade’s “Haji Gara” in Azerbaijani.

In the 1880s, Baku’s theater scene began to flourish, with new performances
captivating audiences. The Irevan theater, established by Firudinbey Kocherli
in 1886, faced opposition but thrived, showcasing vibrant theater life. The
1890s saw a surge of creativity in dramaturgy, with contributions from writers
like N. Vazirov and S. M. Ganizadeh. Actors like K. Ahmadov, Y. Nuri,
J. Ahmadov, and G. Jabbar brought vibrant theater life to the Irevan Azerbaijan
Theater. Since the 1890s, a thriving creative atmosphere in dramaturgy
has fostered the emergence of new repertoires and performances, with
contributions from writers like N. Vazirov, A. Hagverdiyev, N. Narimanov,
S. M. Ganizadeh, and S. S. Akhundov.

The lack of professional directors led playwrights to direct their own
works, fostering a closer connection between dramaturgy and theater.
This synergy contributed to a distinct Azerbaijani theater identity. The
interplay between dramatic texts and stage representations engaged
audiences, enhancing realism. M. F. Akhundzade’s “Haji Gara”
remained a prominent work in the repertoire, followed by significant
plays like “Monsieur Jordan and the Sorcerer-Dervish Mastali Shah”
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and “Adventure of the Vizier of the Khan of Lankaran”. Other plays,
including N. Vazirov’s “Out of the Rain Shower, Into the Rain
Downpour” and “Tragedy-Fakhreddin”, N. Narimanov’s “The Scourge
of the Tongue” and A. Hagverdiyev’s “The Collapsed Alliance”
enriched the theater’s offerings and garnered audience acclaim.

Azerbaijani Theater at the Beginning of the 20™ Century. The early 20®
century brought socio-political upheavals that significantly impacted literature
and art. Artists such as H. Arablinski and H. Sarabski as well as actors like
M. Aliyev and S. Ruhulla revitalized the theater, while the “Hamiyat” troupe,
founded in 1906, and the “Company of Muslim Drama Artists” marked
important advancements. The “Safa” cultural society, established in 1912,
further contributed to theater’s growth.

The “Hamiyat” troupe, founded in 1906 at the “Takamul” newspaper
office, marked a significant step in the development of theater. That same
year, the “Company of Muslim Drama Artists” was established under the
direction of Jahangir Zeynalaov, along with the creation of the “Nicat” charity
society, which launched initiatives closely linked to theater. Furthermore, the
founding of the “Safa” cultural and educational society in 1912 was pivotal
in advancing theater by forming a troupe, representing a notable cultural
milestone.

At the beginning of the 20™ century, theater experienced significant
growth, expanding beyond the traditional roles of playwright, director, and
actor. The shifting social and political environment ensured that theater
remained a vital medium for diverse artistic expressions. Key figures
with revolutionary ideas, including N. Narimanov, D. Bunyadzade, M.
Azizbayov, H. Sultanov, I. Abilov, M. Mammadyarov, and A. Yuzbashov,
regarded theater as a means to subtly promote proletarian ideology. They
delved into Russian, European, and global classics, offering distinctive
interpretations and creating a wide range of characters. Concurrently,
there were notable advancements in the development of realist national
drama, building on the foundations laid by M. F. Akhundzade. Productions
such as “Nadir Shah”, “Demirchi Gava”, “Gazavat”, “Nymph Magic”,
“The Dead”, “The Robbers” and “Inspector” became essential parts of the
theater repertoire, highlighting the field’s achievements. The commitment
and skill of artists like M. Aliyev, S. Ruhulla, H. Abbasov, and A. M.
Sharifzade propelled Azerbaijani theater to new levels of professionalism.
Stage masters such as K. Ziya, I. Hidayatzade, R. Tahmasib, A. Garaybeyli,
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A. Suheyli, R. Darabli, and M. Valikhanli infused the art form with fresh
energy and creativity.

After the 1917 Socialist Revolution, theater faced increased scrutiny,
but talented actors continued to thrive. The establishment of a professional
theater institute marked a significant milestone, while the involvement of
non-national actresses helped address the underrepresentation of female
characters. Azerbaijani actresses in the 1920s brought authenticity to
the stage. Starting in the 1920s, Azerbaijani actresses like S. Hajiyeva,
A. Mammadova, F. Gadiri, and M. Davudova brought authenticity and
conviction to the theater scene. They were succeeded by a new generation of
talented actresses, including B. Shekinskaya, H. Gurbanova, L. Badirbeyli,
S. Basirzadeh, M. Novruzova, and M. Sadygova, who further enhanced
the professionalism of Azerbaijani theater. The contributions of Russian
directors and actors, such as S. Valentinov, A. A. Tuganov, V. Ivanov, S.
A. Mayarov, G. V. Cornelli, S. M. Efimenko, A. Olenskaya, Y. Olenskaya,
Makhfura Khanum, Yermakova, and G. Topuria also played a vital role in
the development of theater in Baku.

During this period, several individuals pursued advanced studies
in theater arts at the Moscow Higher Theater Institute, including M.
Mardanov, M. Kirmanshahli, A. Tahirov, A. Nabi, and Y. Ulduz. This
was followed by A. Iskanderov, M. Hashimov, and M. Mammadov.
Upon completing their education, they returned to Azerbaijan to embark
on professional careers, allowing them to explore the complexities and
nuances of theatrical art. However, the desire for quick progression in an
actor’s career can pose significant risks. As noted by the distinguished
theater practitioner Konstantin Stanislavski, “The most powerful obstacle
to an artist’s artistic development is to rush, to force his strength, which
has not yet hardened, to always strive to play the first roles, the roles of
tragic heroes” [4, p.137].

Additionally, a unique “theater within theater” tradition began to emerge
in Azerbaijan. On November 13, 1921, the “Tangid-Tablig” theater was
founded in Baku, with a mission to critique and expose outdated customs
and societal issues. Its purpose was to address obstacles to social progress
through incisive commentary. From 1925 to 1928, the theater operated under
the name “Baku worker-peasant theater,” later evolving into the “Baku
Workers’ Theater” under the auspices of the Council of Labor Unions. This
era also saw a division within the theater, leading to the separation of opera
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and operetta performers from drama theater artists. In 1923, the Baku Theater
Technical College was established, becoming the first institution of its kind
in the Middle East. The following year, in 1924, the theater was officially
designated as the Azerbaijan State Academic Drama Theater.

Moreover, a Javid theater emerged, featuring productions of the
renowned playwright Huseyn Javid’s works. His plays, such as “Sheikh
Sanan”, “Iblis”, “Topal Teymur” and “Knyaz” were staged with unique
interpretations that garnered wide acclaim from audiences. The work of
notable dramatists like Jafar Jabbarli also significantly influenced the
development of realism by introducing modern themes to theatrical life. He
not only contributed as a playwright but also held key directing positions
in the theater during the 1920s and 1930s. His plays “Aydin” and “Ogtay
Eloglu” were performed at the Azerbaijan State Drama Theater (ASDT)
between 1922 and 1923. The 1930s marked Jabbarli’s most productive
period in dramaturgy and theater direction, during which he served as art
director and director of the ASDT, presenting works such as “Sevil” (1929),
“Almas” (1930), “In 1905” (1931), “The Return” (1932), and “Yashar”
(1932). Between 1933 and 1934, he worked across the drama theater, opera
theater, and film studio [5, p. 653].

His legacy continued through emerging literary talents who honorably
enriched the Azerbaijani stage repertoire after his passing [3, p. 18].

Significant contributions to dramaturgy were also made by S. Vurgun,
M. Huseyn, M. Ibrahimov, and later I. Efendiyev. Their works often
addressed historical and contemporary themes, including moral and ethical
questions. S. Vurgun’s historical drama “Vagif” (1937) was acclaimed as an
outstanding example of the genre on the Azerbaijani stage. His subsequent
works, such as “Farhad and Shirin” (1942) and “Insan” (1945), reflect his
engagement with pressing societal issues from a humanist perspective.
Similarly, M. Huseyn’s “Shohrat” (1939), along with M. Ibrahimov’s
“Hayat” (1935) and “Madrid” (1937), represent significant contributions
from the 1930s. Although these early works by young authors exhibited
some thematic and technical imperfections, they are considered essential
milestones in the evolution of Azerbaijani dramaturgy.

I. Efendiyev’s collaboration with M. Huseyn on the play “Intizar” marked
the beginning of his influential journey in Azerbaijani theater. His numerous
works, including “Bright roads”, “Spring waters”, “Atayev Family”, “You
are always with me”, “Destroyed diaries”, “In the Crystal Palace”, “The Song
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remained in the mountains” and others, highlight his significant contributions
to dramaturgy. The works of other playwrights, such as I. Safarli, N. Khazri,
B. Vahabzade, and A. Babayev, also enriched Azerbaijani theater. Their plays,
staged at various times, collectively represent the artistic evolution of the
period.

Since the establishment of the National Theater, Azerbaijani theater has
experienced significant growth, with a variety of theaters exploring diverse
creative avenues. In Baku, notable institutions include the Azerbaijan State
Youth Audience Theater, the Azerbaijan State Academic Opera and Ballet
Theater named after M. F. Akhundzadeh, the Azerbaijan State Russian
Drama Theater named after S. Vurgun, the Azerbaijan State Musical Comedy
Theater named after Sh. Gurbanov, and the Azerbaijan State Puppet Theater
named after A. Shaig. Other important local theaters comprise the Municipal
Theater, Youth Theater, Teaching Theater, Yug Theater, Camera Theater and
Pantomime Theater.

In addition to these theaters, music venues like the Rashid Behbudov Song
Theater, Mugam Theater, and Shavkat Mammadova Opera Studio, as well
as regional theaters, such as the Ganja State Nizami Poetry Theater, Ganja
Gelincik Theater, Shusha Musical Drama Theater, Shaki Satira Theater,
Nakhchivan Javid Poetry Theater, Nakhchivan Puppet Theater, Gusar Drama
Theater, Fuzuli Drama Theater and Gazakh Drama Theater, collectively
represent the vibrant theater culture across Azerbaijan.

Following Azerbaijan’s independence, the establishment of seven state
theaters signaled a strategic initiative to modernize the cultural landscape.
Among these, the “Uns” theater is particularly notable for its innovative
approach and creative output. Its focus on exploring the aesthetics of theater
highlights a commitment to understanding and presenting the complexities of
this art form from theoretical perspectives. This theater serves as a hub where
various art forms converge, allowing writers, playwrights, actors, directors,
artists, and composers to collaborate on multifaceted productions [6, p. 115].

Furthermore, scholars of the Azerbaijan National Academy of Sciences,
including J. Jafarov, I. Karimov, and Y. Garayev, along with distinguished
theater researchers such as M. Mammadov, J. Safarov, M. Alizade, 1. Rahimli,
L. Israfilov, and A. Talibzade, have made substantial contributions to the study
of Azerbaijani theater’s historical development and contemporary state. Their
research highlights the unique cultural phenomenon of Azerbaijani theater,
shedding light on its specific characteristics and evolution over time.
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Conclusion. Azerbaijani theater developed from ancient folk traditions,
such as oral storytelling and the art of ashigs, and was shaped by the country’s
socio-political environment and the dedication of its intellectuals. During the
19th century, figures like Mirza Fatali Akhundzadeh laid the groundwork
for a national theater with a focus on realism, social critique, and education.
Despite cultural challenges, such as resistance to performances and the
absence of female actors, Azerbaijani theater gradually grew into a respected
art form.

The early 20" century brought a wave of professionalization and
innovation, even under Soviet influence, with Azerbaijani and Russian artists
collaborating to advance theater’s technical and artistic scope. By mid-
century, Azerbaijani theater had become a cornerstone of national culture,
known for its powerful storytelling and visual artistry.

Today, this unique blend of traditional and modern elements allows
Azerbaijani theater to continue evolving, representing the nation’s rich
cultural history while embracing contemporary narratives and techniques.
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Riistom Miirsaloglu (Tiirkiya )

AZIRBAYCAN TEATRININ INKiSAFI: 9SAS MORHOLOLOR

Mogqalado Azarbaycan teatrinin kegmis oldugu inkisaf morhaloalori xrono-
loji ardicilligla izlanilir, onun togokkiil tarixi, yarandigi ictimai-modoni miihito
maxsus saciyyavi cohatlor tahlil miistovisine ¢ixarilir. On doqquzuncu yiizillik
molum oldugu kimi, Azorbaycan tarixinin on agir mohrumiyyatlorlo miisaiyot
olunan bir dovriidiir. Ancaq bununla belo bu dévrdo madoni hayatin bir ¢ox
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sahalorinds iralilayislorin bag vermasi digqet markezindon konarda qalmur.
Milli dramaturgiyanin, motbuatin vo teatrin yaranmasi aslindo modoniyyat
sahosindo bas veron osaslt doniis vo kompleks hadiso kimi doyorlondirilmaosi
tabii qanunauygunluqdan irali galir, togokkiil va inkisafin dovr vo marhalolor
izra tosnifat vo bolgiisiiniin miioyyanlosdirilmasine zomin yaradir. Bu monada
XIX osrin ikinci yarist vo XX yiizilliyin avvellori teatr sahasindo xiisusi
morhoalos kimi forglondirilmis, homginin sovet hakimiyyatinin borqgerar oldugu
ilk illords teatrin hakim ideologiyanin dikts v nazarati altinda faaliyyastine do
kifayot qodor yer ayrilmisdir. Moqgalodo miistoqillik illorindo ayalot teatrlari-
nin faaliyyati vo yeni teatr studiyalarinin yaranmasi ilo bagli miilahizalors do
yetarinca yer ayrilir.

Acar sozlor: Azorbaycan teatri, XX osrin ovvollori, Sovet dovri,
Miistoqillik dovrii, dovrlasma.

Pycram Mypcanoruy (Typuusn)

PABBUTHUE A3EPBAfII[)KAHCKOFO TEATPA:

OCHOBHBIE 3TAIIbI

B crartbe B XpOHOJOTHMYECKOM MOPSAKE MPOCIEKEHbI ATANbl Pa3BUTHUS
azepOaiiHKAaHCKOTO TeaTpa, Ha YPOBEHb aHAIM3a BBIBEJCHBI UCTOPHUSI €T0
CTAHOBJICHHSI, XapaKTePHbIE OCOOCHHOCTH COIMAJIBbHOM M KYJIBTYpHOU cpe-
JIbl, B KOTOpOM OH co3naBaiics. Kak m3BectHo, XIX Bek — mepuoa UCTOpUH
AzepbaiimxaHa, COMPOBOXKIABIIUIICS KECTOUAUIITUMHU JTUIIEHUSIMU, 00€3/10-
JeHHOCThI0. OHAKO MPOrpecc BO MHOTHX OONACTIX KyJIbTYPHOU >KH3HU B
3TOT NEePUOJ HE OcTaeTcs B ctopoHe. O1ieHKa BOSHUKHOBEHHS HALIMOHATIBHOM
JipaMaTypryuy, Me4aTu U TeaTpa Kak KOPEHHOTo MepeoMa M KOMIUJIEKCHOTO
COOBITHS B OOJIACTH KYJBTYpPhl UCXOAHUT U3 €CTCCTBEHHOW 3aKOHOMEPHOCTHU
U CO3/1aeT OCHOBY, GYHIAMEHT ISl ONPEesIeHUs KIacCU(PUKAIUU U pas3zie-
JICHUSI CTAHOBJICHUS U PA3BUTHS UX MO MEPUOJAM M dTanam. B 3ToM cmbiciie
Bropas monoBuHa XIX m Hawamo XX Beka BBIIEISIOTCS Kak OCOOBIN 3Tam
B 00JIacTH TeaTpa, U B MEpBbIC ToAbl ycTaHOBICHUS COBETCKON BJIACTH JI0-
CTaTOYHOE MECTO OTBOJIUTCS WU AEATEIBHOCTHU IMOJ JTUKTATOM U KOHTPOJIEM
MpaBsIIeH UIeONOruH. B TOIbI HE3aBUCUMOCTH B JIEATEILHOCTH OOJIACTHBIX
TE€ATPOB JOCTATOYHO MECTA YHENSETCS B3IVIsAJIaM, CBSI3aHHBIM C CO3JaHUEM
HOBBIX T€ATPaIbHBIX CTYAHM.

KuroueBble ciioBa: AzepOaiipkaHckuil Tearp, Hadamo XX Beka, COBET-
CKHUU IIEpUOJ, IEPUO HE3ABUCUMOCTH, IIEPUOAN3ALIUSL.
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MODERN CULTURAL DEVELOPMENT IN SHUSHA -
THE CAPITAL OF ISLAMIC CULTURE
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Abstract. The article deals with Azerbaijan’s greatest respect for religious
traditions as a multicultural state, and declaration of Shusha by the Islamic
states as the “cultural capital of the Islamic world” for 2024. It also deals with
the huge reconstruction works carried out in Shusha, which was liberated
from occupation, and the restoration of historical, cultural and religious
monuments that were subjected to Armenian occupation with high taste, in
the style of national architecture. It is stated that the restoration works carried
out by the Heydar Aliyev Foundation in Shusha bring back the historical spirit
of Shusha, and also include the restoration of cultural events and traditions
that have not been implemented for years. It is concluded that the decrees
signed on the declaration of Shusha as the cultural capital of Azerbaijan, as
well as the declaration of 2022 as the “Year of Shusha” demonstrated to the
whole world that Shusha is the historical and ancient land of Azerbaijan, that
our people have centuries-old culture in these areas, and that our national and
cultural heritage is based on deep roots.

Key words: Shusha, Heydar Aliyev Foundation, historical and cultural
monuments, mosques, restoration works.

Introduction. Shusha, which is called the crown of Karabakh, is also
considered the ancient cultural center of Azerbaijan, the cradle of our
culture. Shusha has been one of the important centers of the historical,
cultural, social and political life of Azerbaijan, the cradle of our country’s
culture, the “conservatory of the Caucasus”. The territory of the city is rich
in ancient monuments. As a result of Armenia’s policy of aggression against
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Azerbaijan, Shusha was occupied on May 8, 1992, and historical and
cultural monuments in the city were destroyed. The territories of Azerbaijan,
including Shusha, which have been under the occupation of the Armenian
armed forces for nearly 30 years, have subjected to great destruction, and a
large number of historical, cultural and religious monuments of Azerbaijan
have been damaged. As a multicultural state, Azerbaijan has always
respected all religious traditions. Baku has repeatedly been the capital of
summit meetings of world religious leaders. The destruction of our history,
our culture, in short, our cultural heritage by Armenian aggressors during
the occupation period showed Armenian vandalism and the inner face
of Armenians to the world once again. There were about 170 religious,
historical and cultural monuments in Shusha before the occupation.
Historical monuments, cultural examples were looted, destroyed and ruined
by the Armenian invaders. As a result of the aggression of the Armenian
armed forces, 25 schools, 31 libraries, 17 clubs, 8 cultural houses, 4 technical
schools, 2 institute branches, 7 kindergartens, 4 cinemas, 5 cultural and
recreation parks, 2 sanatoriums, 2 hotels, a branch of the State Museum of
Azerbaijan Carpet, Shusha State Drama Theater, Shusha Television, Factory
of Eastern Musical Instrument, State Art Gallery, Children’s Health School,
etc. were looted, burned and destroyed in Shusha.

Shusha, the crown of Karabakh, not only impressed people with
its charming nature, mysterious springs, great mountains, Jidir plain,
“Kharibulbul”, but also became an art temple that resonated with the
whole world with its literature, music, and mugham art. Shusha has been
rightly called the music conservatory of the East. Genius composer Uzeyir
Hajibeyli, the founder of the professional music art of Azerbaijan and the
author of the first opera of the East, Khan Shushinksi, Seyid Shushinski,
Bulbul, Niyazi Shusha were outstanding musicians who left indelible traces
in our musical culture. Shusha was so famous for its mugham evenings
that it became a rare place in the Caucasus in terms of musical culture.
The Karabakh music school gave the world many well-known musicians
in the 20" century. The music festivals and competitions held in Karabakh
contributed to the emergence and development of new talents and created
conditions for the recognition of the art of mugham in the world. An example
of this is the All-Union Music Festival “Khari Bulbul” held in Shusha in
1987. The listeners were presented the recordings of 24 representatives of
the Karabakh mugham school, which had a special role in the development
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of the musical culture of our people, in the “Karabagh Khanandas” project
of the Heydar Aliyev Foundation. These recordings belong to different
years [6]. Today, the huge reconstruction works in our liberated territories,
including the restoration and construction process in Shusha are carried out
by the Azerbaijani state in accordance with the original architectural style
of Shusha in order to restore the historical image of the city. The restoration
of each of the historical monuments in Shusha is of special importance to
us. President ITham Aliyev signed a decree declaring Shusha the cultural
capital of Azerbaijan on May 7, 2021, which once again showed that the
city has a centuries-old rich culture.

The 12" Conference of Ministers of Culture in the Islamic World, held
in Doha, the capital of Qatar on September 25, 2023, declared unanimously
Shusha as “Cultural Capital of the Islamic World” for 2024. This decision is
an expression of special attention to Shusha, which manifests the riches of
Islamic culture. In order to nominate Shusha for the “Cultural Capital of the
Islamic World”, the relevant mission of ISESCO was here and appreciated
highly the construction works carried out in the city. Taking into account
the restoration of the cultural heritage, cultural, historical and religious
monuments of Shusha by the Heydar Aliyev Foundation under the leadership
of the First Vice-President, ISESCO Goodwill Ambassador Mehriban
Aliyeva, the Islamic countries declared Shusha unanimously as the “Cultural
Capital of the Islamic World”. Today, Shusha hosts international events and
large cultural projects [3].

The interpretation of the main material. The historical, cultural and
religious monuments in Shusha that were subjected to Armenian brutality
are restored with great taste, in the style of national architecture and
returned to their former appearance. Most of the restoration work in Shusha,
as in all regions liberated from occupation, is carried out by the Heydar
Aliyev Foundation. First of all, the busts of our geniuses — Khurshudbanu
Natavan, Uzeyir Hajibeyli, Bulbul, which were shot down by Armenians,
were brought to their native lands. At the same time, the monument of
Uzeyir Bey Hajibeyli, the author of the first opera in the East, the founder
of our modern music, which was destroyed by the enemy, was erected
again, and work was started on the restoration of the great composer’s
destroyed house. It should be stated that a statue of the composer was
erected in Shusha in 1985 on the occasion of Uzeyir Hajibeyli’s 100th
anniversary. The house museum of the outstanding musician, our great
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khananda Bulbul, and the house museum of the famous tar player Sadigjan
have been restored. The Heydar Aliyev Foundation also carried out
restoration works of the Mausoleum of M.P. Vagif, which was opened by
the Great Leader, at its own expense. One of the buildings restored by the
foundation is the Shirin su hammam, which reflects national architectural
traditions. The hammam is on the list of nationally important immovable
historical and cultural monuments and has been restored by preserving its
historical appearance.

Today, the huge reconstruction works in our liberated territories,
including the restoration and construction process in Shusha are carried
out by the Azerbaijani state in accordance with the original architectural
style of Shusha in order to restore the historical image of the city. The
Heydar Aliyev Foundation carried out the repair and restoration works
of Ashagi Govhar Agha, Yukhari Govhar Agha and Saatli mosques
in Shusha. The architect of all three mosques was Karbalai Safikhan
Karabaghi, and the mosques are on the list of important historical and
cultural monuments of the country. The interior of the Yukhari Govhar
Agha Mosque was destroyed, the decor of its minarets was damaged,
and its covers were destroyed. Restoration works were carried out in
the mosque after liberation from occupation. The stones of the mosque
were changed according to the original project. The destroyed madrasah
in the mosque area was also restored. Foreign experts also carried
out assessment work on the Ashagi Govhar Agha Mosque, which was
destroyed during the occupation, and the mosque was restored and
returned to its former appearance. The historic Saatli Mosque, located in
the Saatli district, was seriously damaged after the occupation of Shusha
by Armenia. The Kazanchi Church, like all other historical and cultural
monuments, is being restored currently. It is planned to restore the
Kazanchi Church to its original artistic and aesthetic appearance. The
Heydar Aliyev Foundation has started implementing another project in
Shusha, liberated from occupation. Repair and restoration works of the
Creativity Center, Painting and Carpet galleries were carried out in the
city. The building in which the Shusha Creative Center is located, and
which used to be known as the Caravanserai of Agha Gahraman Mirsiyab
oglu, is on the list of nationally important historical architectural
monuments. The Shusha Carpet Gallery is located in the building of the
former Shusha Carpet Museum. The building was seriously damaged
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during the occupation. Besides the repair and restoration works, the
selection of works to be exhibited in all three buildings is underway
currently. The works of Azerbaijani artists, works reflecting images of
Karabakh before and after the occupation, as well as carpet exhibits will
be placed in Shusha in a short time. Of course, this is not a complete
list of monuments that have been restored. All the historical, cultural
and religious monuments of Shusha will be restored and returned to
their former appearance in the near future, and the city will successfully
perform the mission of the cultural capital of Azerbaijan [4].

The Mehmandarov estate-complex, which is one of the important cultural
and historical architectural monuments in Shusha, was also restored by the
Heydar Aliyev Foundation. Specialists conducted assessment works in the
estate complex, which was severely damaged during the occupation and
was destroyed by Armenians, restoration works were carried out based
on this, and the monument was returned to its former appearance. Today,
Shusha hosts festivals, poetry days and many other important cultural events
again. The “Kharibulbul” music festival, which was held with the support
of the Heydar Aliyev Foundation on the famous Jidir Plain in 2021, Vagif
poetry days, the final competition of the 8th mugham competition and other
international events will heal the wounds inflicted by the enemy on Shusha
and restore Shusha’s historical spirit. These projects include the restoration of
administrative, historical and cultural monuments in the liberated territories,
as well as the restoration of our cultural events and traditions, which have not
been implemented in our historical lands for years. So, our lands liberated
from occupation are currently being revived mentally and spiritually, besides
restoration and construction works [1, pp. 169-170].

Large-scale restoration and repair works in Shusha attract the attention of
foreign experts.Ray Bondi, the chairman of National Commission of Malta
for UNESCO, a well-known expert on world heritage, published about this
in the “Times of Malta” newspaper entitled “Shusha — the cultural capital
in ruins”, said that Azerbaijan is determined to restore its cultural capital
— Shusha. Shusha is a place of value, history, heritage, culture and natural
beauty. Shusha must be preserved and passed on to future generations [5].

Conclusion. The Decrees on the declaration of Shusha as the cultural
capital of Azerbaijan and the declaration of 2022 as the “Year of Shusha” are
wise decisions that contain great goals and worksconsidered for future success.
Besides restoring former status and glory of Shusha, these signed decrees show
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to the whole world that it is a historical and ancient land of Azerbaijan, that our
people have centuries-old culture in these lands, and that our national-cultural
and historical heritage is based on deep roots.“The declaration of 2022 as the
“Year of Shusha” in Azerbaijan and the implementation of comprehensive
measures related to the historical past, present and future of Shusha are of
great importance. It is also a message to the whole world. The world will
witness the huge projects implemented after the cultural capital of Azerbaijan
was returned to its original owners [2, p. 21]. Our head of state stated during
his visit to Shusha that this city will soon be restored: “I said that Shusha will
become one of the most beautiful cities not only in Azerbaijan, but in the
world, and we will achieve this”.

Construction works started in Shusha after liberation from occupation
confirmed this once again. Yes, the Victorious Army of Azerbaijan liberated
Karabakh from the invaders many years later. The 30-year conflict ended in 44
days with the rightful victory of Azerbaijan. Reconstruction works, socio and
economic innovations, cultural development, creation of new infrastructure,
living and business activities of our citizens who have returned to their native
land are considered as the highest priority.
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Farqans Hiiseynova (Azarbaycan)

ISLAM MODONIYYOTININ PAYTAXTI SUSADA MUASIR

MODONI INKISAF

Moqalodo Azorbaycanin multikultural doévlet kimi hor zaman dini
ononolars hdrmotlo yanagmasindan, islam dévlatlorinin Susa soharini 2024-cii
il lizro “Islam diinyasinin modoniyyat paytaxt:” elan etmasindon bahs olunur.
Homginin iggaldan azad olunmus Susa sohorindo hoyata kegirilon nohong
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yenidonqurma islorindon, ermoni iggalina moruz qalan tarixi, madoni, dini
abidolorin yiiksok zovqle, milli memarlhq tislubunda yenidon borpa olunma-
sindan bohs olunur. Qeyd olunur ki, Susada Heydor Oliyev Fondu torsfindon
aparilan barpa islori Susanin tarixi ruhunu 6ziine qaytarir, hom do illordir
hayata kecirilmoyon madani tadbirlorin, anonslorimizin borpasini ohato edir.
Bels noticoayo golinir ki, Sugsanin hom Azarbaycanin madoniyyat paytaxti elan
edilmasi, hom do 2022-ci ilin “Susa ili” elan edilmosi ilo bagh imzalanmis
sorancamlar Susanin tarixi va 9zali Azarbaycan torpagi oldugunu, xalqimizin
bu arazilordo ¢oxasirlik moadoniyyata sahib oldugunu, milli-madoni irsimizin
dorin koklora asaslandigini biitiin diinyaya niimayis etdirmis oldu.

Acar sozlor: Susa, Heydor Oliyev Fondu, tarixi-modoniyyat abidaleri,
mascidlor, barpa islori

®eprana I'yceiinoBa (A3zepoaiiorncan)

COBPEMEHHOE KYJIBTYPHOE PAZBUTHUE B IIYILIE —

CTOJINIE UCJTAMCKOM KYJIBTYPBI

B crarbe roBoputcs o ToM, uTo A3epOalipkaH KaK MYJIBTHKYIBTYpHOE
rOCYIapCTBO BCEIJA C YBAXXEHUEM OTHOCHUTCS K PEJIMTHO3HBIM TPAJHULIMIM,
0 TOM, YTO UCTaMCKue rocynapctBa o0bsuan Llynry «Cronuiel KyabTypbl
nciaamckoro Mupa» B 2024 romy. Takxke pedb MACT O MacIITAaOHOW PEKOH-
CTPYKLUH, IPOBEACHHON B OCBOOOXKJIEHHOM OT OKKymnauuu ropone lllyma,
O BOCCTAHOBJICHMM MOJBEPIIIUXCS APMSHCKOM OKKyNaluu HCTOPUUYECKUX,
KYJIBTYPHBIX, PEJIMTHO3HBIX MaMSITHUKOB C BHICOKUM BKYCOM, B HAaIIMOHAJb-
HOM apXWUTEKTypHOM ctuje. OTMedaercs, 4TO pecTaBpallMOHHBIE PaOOTHI,
npoBoaumelie B Illyme ®ongom leiinapa AnueBa, BO3BpaniaroT UCTOpUYE-
ckuit nyx llymm, a Takke BKIIOYAIOT B ¢€0S BOCCTAHOBIICHHE KYJIBTYPHBIX
MEpONPUITHH, TpaJIuLUKA, KOTOPbIE HE OCYIIECTBIUINCH rogamMu. Jlemnaercs
BBIBOJI, YTO TOATMCAHHBIE pacriopsokeHus 00 oObsBieHnu Lllymm kynsTyp-
HOM cromuieit AsepOaiimkana u oObsBienun 2022 roga «lomom Iyt
MIPOJEMOHCTPUPOBaAIN BceMy Mupy, uro lllyma sBisieTcss ucropuueckon u
MCKOHHO a3epOaiipkaHCKOW 3eMIIeld, UTO Halll HapOJl UMEET MHOTOBEKOBYIO
KYJIBTYpY Ha 3THUX TEPPUTOPHUSX, UTO HAILE HAITMOHAIBHO-KYJIBTYPHOE Hacle-
JIMe UMEET INyOOKHUE KOPHHU.

Kirouessbie cnoBa: lyma, @onp ['eiinapa Anuesa, HCTOPUKO-KYJIBTYp-
HbI€ MaMATHUKU, MEUETH, pECTaBPAI[IOHHbIE PAOOTHI.
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Abstract. Despite the extensive study of the genius Azerbaijani thinker
Muhammad Fuzuli’s work and literary heritage, not enough research has been
conducted on the poet’s pan-Turkic thought and thoughts reflecting the ideas
of Turkism.

Muhammad Fuzuli was one of the thinkers who glorified the ideas
of Turkism in Azerbaijani poetry. The idea of Turkism and Turanism was
masterfully written in terms of poetics and artistic content in his works.
The events take place in the Turkic-Turanian world in most of his works,
and the characters are brave, courageous Turkic sons and daughters. Social-
philosophical, cultural-political and literary-ideological motifs in Fuzuli’s
poetry are closely associated with folk art and Turkic mythological worldview.
Due to the softness, spirit, lyricism and romanticism of his ghazals written
in the Azerbaijani language, prominent writers, composers and poets of
Azerbaijan turned to Fuzuli’s works in different periods of history and created
works.

Key words: Muhammad Fuzuli, the idea of Turkism, artistic thought,
pan-Turkic literature, national culture.

Introduction. The great protector of Azerbaijani culture, President Ilham
Aliyev, in his decree, which is dedicated to the 530th anniversary of the great
Azerbaijani poet Muhammad Fuzuli’s birth, appreciates the thinker’s literary-
historical and artistic-philosophical position highly. Muhammad Fuzuli was
a powerful poet who occupied an exceptional place in the development of
Azerbaijani literary and artistic thought and had a significant influence on
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the culture of the Near and Middle Eastern countries. As a thinker with
comprehensive knowledge, his multifaceted artistic and philosophical
heritage, which instills deep love for life and human and always calls to live
with a sense of beauty and high ideals, is one of the unparalleled spiritual
treasures contributed by the Azerbaijani people to the wealth of human
culture. Muhammad Fuzuli created beautiful examples of poetry in his native
language, enriched the artistic language of Azerbaijan and raised it to a new
peak. His works, which are the embodiment of his brilliant genius and are
read with love even today, have spread over a wide geography and brought
great glory to his people.

The interpretation of the main material. The worthy celebration of
Fuzuli’s anniversary at the international level by the decision adopted by
UNESCO was related to the name of National Leader Heydar Aliyev, who
always paid special attention and care to the protection of national cultural
values. The immortal poet’s 500th anniversary was the first great global
festival of culture and art held in the independent Republic of Azerbaijan.
“Fizuli’s origin was Azerbaijani, and his language was Azerbaijani Turkic
language. As the Great Leader Heydar Aliyev said, Fuzuli was a person who
united the Turkic peoples. Fuzuli was one of the great masters and thinkers
of the East and the world in general. There are few poets in the world who
could compared with him in terms of language, style and metaphors in his
poems” [1]. The famous Turkish scientist Muhammad Fuad Kopruluzadeh
called Muhammad Fuzuli “an exceptional personality who can be considered
the greatest Turkic poet” and considered him one of the most important and
valuable thinkers not only of the Azerbaijani people, but of the entire Turkic
world [5, p. 32].

Muhammad Fuzuli not only considered himself a Turk, but also
emphasized the importance of creating literature in the Turkic language as his
native language, and put this position against the Persian language literature.
However, the great works written by the poet whether in Arabic, Persian
or Turkic are known by heart. The main feature that distinguished Fuzuli
from other thinkers was that he created valuable works in his native Turkic
language, which glorified the Turkic idea, Turkism and nationalism. So,
pointing to examples of the legend of Leyli and Majnun written in Persian,
Fuzuli indicated that he was offered to write this legend in Turkic. Because
this legend was not written in the native language in Turkic world. The poet
recognized the difficulty of writing this sad epic, but stated that he decided
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to write it, as if he appreciated the opportunity given to him. The fact that
Fuzuli called this work, which was written in the Azerbaijani language, “a
work written in the Turkic language” indicated that our language was Turkic,
and at the same time, it showed that the struggle for Turkism was not an
accidental event during Nizami’s period and afterwards. Unlike ideologists
opposing each other on the issue of nation and ummabh, it was Fuzuli, like his
spiritual master Nizami, who spoke of the importance of the Turkic language
acquiring a “wide field of speech” and created excellent literary works in this
direction.

Ali Bey Huseynzadeh raised the issue of creating an Islamic geography
and a healthy Turanian Empire with Turkic brain, Arab’s heart, and lungs
of Iran and determining the position of Muslim states there in his article
“Majnun and Leylayi — Islam”. This was written on the basis of Fuzuli’s
ideas of Turkism and nationalism. Fizuli’s writing reflects such ideas as the
belonging of the highest human qualities to the Turks and the sanctity of
Islamic thought.

Speaking about Fuzuli, Muhammad Amin Rasulzadeh stated proudly
that the poet is known not only in the East, but all over the world, and he
mentioned specially the admiration of Europeans who know the East well for
his lyricism in his work “Azerbaijani Cultural Traditions”. Therefore, he also
mentioned and referred to the opinions of world-renowned scientists in his
research. For example, he reminded proudly Elias Wilkinson, who initiated
the study of Fuzuli in the West, ... there is no other poet equal to Fuzuli in
the whole East in terms of the poetic view in the sincerity of his feelings and
expressions...” He stated rightly in his work “The History of Ottoman Poetry”
that he “raised the flag of Turkic poetry to unattainable heights”. Muhammad
Amin Rasulzadeh wrote: “Fuzuli, who bore the pseudonym of Abu Shuara, was
one of the great poets not only of Azerbaijan, but of the whole Turkic world,
and had a deep influence and a great wisdom”. “Muhammad Fuzuli formed
a whole literary school known for its talented representatives. Beginning
from his contemporaries, all prominent writers who followed the traditions
of Fuzuli in later times always remembered the name of this great master
of words with respect” [4]. Our great writer Jalil Mammadguluzadeh wrote
rightly in 1925 that “If you look at any poem, you will see that he has Fuzuli’s
characteristic feature”. It should also be stated that not only Azerbaijani and
Ottoman poets, but all Turkic poetry was influenced by Fuzuli. Firudin Bey
Kocharli, who appreciated M. A. Rasulzadeh’s research highly, called Fuzuli
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“the grandfather of all Turkic poets”. The Azerbaijani national poet, Bakhtiyar
Vahabzadeh, was not only a phenomenon of the national Azerbaijani artistic
thinking, but also pan-Turkic artistic and philosophical phenomenon. He
could be compared only with Chingiz Aytmatov in the 20" century pan-
Turkic literature. Understanding ahead of time, philosophical thinking
digesting history, national morality, high Turkism, loyalty to the ideal — these
were the main features that characterized him as a poet-thinker and bring him
prestige. Bakhtiyar Vahabzadeh was lucky to complete the philosophical and
intellectual poetry tendency in the 20" century, the root of which originated
from genius Fuzuli. Bakhtiyar Vahabzadeh wrote the artistic and aesthetic
birth of Fuzuli, immortalizing the character of Fuzuli, the great spirit of the
entire Turkic world, in his poem “Shabi-hijran”. This statue, immortalized on
the ideology of Turkism and Azerbaijanism, has aroused readers’ love for the
great poet for more than half a century. “Shabi-hijran” is an artistic path to
Fuzuli’s world. This path is in fact a painful but honorable path of poetry. In
B.Vahabzadeh’s favorite words, this is the way of faith in God.

Muhammad Fuzuli created one of the greatest love epics of the East with
his famous work “Leyli and Majnun”. According to Fuzuli, human loyalty
and love are the basis of his spiritual existence. Fuzuli expressed his attitude
to human and time in “loving” language. It was in this work that Fuzuli
expressed his faith in God through the wonder and the influence of words.
Majnun’s love reached such a level that the lover created a divine human
relationship with Leyli on earth in his highest state of mind. M. A. Rasulzadeh
wrote about this: “A lover is a symbol of a believer or a mujahideen, a beloved
is a symbol of God and an ideal”. That is, Majnun stands in the position of
a believer, and Leyli stands in the position of God [2]. In Eastern poetry,
the ghazal functions as sonnet poems in Western Renaissance literature. Just
as the poem “Leyli and Majnun” is the “Romeo and Juliet” of the East, the
ghazal is also a sonnet of the Turkic-Muslim world.

Uzeyir Bey Hajibeyli laid the foundation of the art of professional
composer in Azerbaijan with the mugham opera “Leyli and Majnun” at the
beginning of the 20th century. Indeed, it is not surprising that the opera, which
is a traditional genre of foreign musical culture, has been successful among
a wide audience in Azerbaijan since the first performance. The reason is the
widespread and beloved plot, writing works in the Azerbaijani language,
and the mughams, which have been absorbed into people’s blood and soul
for centuries, and melodies of which have been well mastered. Uzeyir Bey
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Hajibeyli, who graduated from the Gori Teachers Seminary, thought of writing
an opera based on Fuzuli’s poem “Leyli and Majnun” when he came to Baku,
and soon realized this idea. The great Azerbaijani poet Nizami Ganjavi wrote
the poem “Leyli and Majnun” to this epic of immortal love for the first time
in the 12" century, which is widespread and very popular in the East. After
him, more than 50 poets created works on this theme. We should mention the
Indian poet Amir Khosrov Dahlavi in the 12™ century, the Iranian poet Imadi
in the 14" century, the Uzbek Alishir Navai in the 15% century, the Tajik poet
Jami, and the Turkish poet Chakeri in the 15" century among them [3].

The reason for U. Hajibeylin’s appeal to Fuzuli’s poem “Leyli and
Majnun” is that this work was written in the Azerbaijani language, and that
the poet’s ghazals were popular among the people due to their fluidity and
musicality. According to Uzeyir Hajibeyli, the spirit and lyrics of Fuzuli’s
poem, the romanticism of “Leyli and Majnun” poem can be embodied in such
great music as mugham. The composer used Fuzuli ghazals not only in the
opera “Leyli and Majnun”, but also in his other works, including his musical
comedies, and revealed skillfully Sarvar and Gulnaz’s spiritual worlds,
sufferings and joys in the operetta “O olmasin, bu olsun” (“If Not That One,
Then This One”) and Asgar and Gulchohra’s in the operetta “Arsin mal alan”
(“The Cloth Peddler”) through them. He wrote about it as following: “My
duty was only to choose music from colorful mughams, rich in form and
content, on the words of Fuzuli’s poem, and to develop a dramatic plan of
events”. Besides this, Uzeyir bey used skillfully Fuzuli’s poetry in his literary
and journalistic work.

The important factors in Fuzuli’s work are the formation of national
consciousness, the change of the theme, content, and form of art, the attempt
to develop national-cultural and social progress, etc. The national language
in his “Tamsilat” is one of the best factors for the formation of national
consciousness and identity. The national artistic thought is moving from the
Eastern context and approaching the Western one, and new forms, new trends,
genres change the content of the traditional artistic system and accelerate the
process of self-consciousness. One of the main factors of the line of national
self- consciousness, defined by M. F. Akhundzadeh, was the management of
society, solving the problems of individual and society. The initial bases of
this were formed at the next stage, and it was applied in practical work during
the period of the Democratic Republic. So, the ideas of Turkism and Turanism
received their official, political expression, which became one of the solid
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cornerstones and sources of national ideas of the ideology of Azerbaijanism
that would emerge decades later.

A comprehensive analysis of the heritage of classics such as Nizami,
Nasimi, Fuzuli is of great importance in the field of determining innovations
in the literary and artistic thought of the Azerbaijani people, the Turkic
world as a whole and the Islamic East and studying the positive influence
of a particular phenomenon, and any literary figure, poet on the literature,
literary language and artistic thinking after them. From this point of view, it is
no coincidence that artistic thinking, Turkic ideological thinking in Fuzuli’s
work are involved in some studies. The aim of the research is to identify the
ideas of Turkism that are more often applied in Fuzuli’s work, to classify
them and to clarify the thinker’s place in the cultural heritage and the field of
Eastern literature as a whole, to clarify their responsibilities in our classical
cultural heritage, etc.

In conclusion, Fuzuli gained a well-deserved reputation in the Middle
East due to his high intellectual and moral culture, broad outlook and creative
work. The formation of a perfect personality, national self-awareness,
national consciousness, raising the pan-Turkic thought to the ideological
level in his works were of great importance for the progressive development
of the medieval Muslim society. Fuzuli’s ideas about the need for human
spiritual improvement and his intellectual creativity had a positive influence
on neighboring Muslim countries.

Conclusion. Every scientist, thinker, poet or writer is influenced more or
less by the spirit and ideological demands of his time. However, some of them,
relying on reason and free intellectual research, put forward non-trivial ideas
that are ahead of their time, create creative works of scientific or humanitarian
value, which become the wealth of all mankind. Muhammad Fuzuli, an
outstanding representative of medieval Azerbaijani culture, whose ideas have
survived the test of time, is one of the extraordinary people. Muhammad
Fuzuli lived at a time when the society was becoming more and more secular,
which was a natural contradiction with the thinking of the progressive people
of the time. Its development required objectively the ideology of human life,
cultural innovations and transformations related to education, enlightenment
and new opportunities opened by the progress of science. The most educated
people overcame social ignorance, abandoned inherent dogmatism, negative
thinking and ignorance, and tried to change the culture of their time in society.
As aresult of the efforts of thinkers, not only skill, organization and spirituality,
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but above all scientific knowledge and creative work became gradually the
main driving force behind the development of human culture and society.
Muhammad Fuzuli has remained in the memory of mankind as a symbol of
humanism, sense and wisdom, unwavering will and loyalty to his beliefs.
Fuzuli’s name has become immortal because he expressed skillfully the ideas
of progressive thought, unity of nation and language in the conditions of
fanaticism and dogmatism of his time with the language of high poetic art,
and reflected figuratively faith in the power and creative forces of human in
his works.

The high ideological and cultural value of genius Fuzuli’s philosophy
of humanism retains its abiding national and international significance even
today. Its revision opens new opportunities for expanding and deepening the
processes of formation of international cultural identity, mutual understanding,
solidarity and cooperation of peoples and states for sustainable development
in the context of globalization.
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Vuqar Korimli (4zarbaycan)

MOHOMMOD FUZULININ BODii FIKRINDO

TURKCULUK GORUSLORI

Dahi Azerbaycan miitofokkiri Mohommod Fiizulinin yaradiciliginin,
odobi irsinin genis sokildo Oyronilmosino rogmon, sonotkarin timumtiirk
diistincasi, tiirkciiliik ideyalarimi oks etdiron fikirlor haqda kifayost qodor
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todgiqatlar aparilmamisdir. Mohommad Fiizuli Azorbaycan poeziyasinda
tiirk¢iiliik ideyalarii toronniim edon miitofokkirlordon biri olmusdur. Onun
asarlarinda tiirkgiiliik, turangiliq ideyast hom poetiklik, hom da badii mozmun
cohotdon ustaligla goelome alinmigdir. Osarlorinin oksariyyatinde do hadisalor
Tiirk-Turan diinyasinda coroyan edir, gohromanlari iso igid, mord tiirk ogul
vo quzlardir. Fiizuli poeziyasinda yer alan ictimai-folsofi, madoni-siyasi va
odobi-ideoloji motivlor xalq yaradiciligr vo tiirk mifoloji diinyagoriisii ilo s1x
baglidir. Azarbaycan dilinds yazilmis, gazallorin axiciligi, ruhu, lirikast vo
romantizmi kimi sobobdon Azorbaycanin gérkomli yazigilari, bostokarlari,
sairlori tarixin miixtolif donomlorinds Fiizuli yaradiciligina miiraciot edorok
osorlor yaratmislar.

Acar sozlar: Mohommad Fiizuli, tiirkgiiliik ideyasi, badii diisiinco, imum-
tiirk adobiyyati, milli madaniyyat.

Byrap Kepumun (A3epoaiiikan)

HIES TIOPKU3AIIUU B TYMAHUCTUYECKOMN MBICJIA

MYXAMME/JIA ®U3YJIN

HecMmotps Ha o61mmpHOe U3yueHne TBOPYECTBA U JIMTEPATypHOTO Hace-
JIUsl TEHUAJIBHOTO azepoaiikaHcKoro Meiciutesnst Myxammana @usynu, mpo-
BEJICHO HEJOCTATOYHO UCCIIEOBAHUN OOLIETIOPKCKON MBICTH, OTPAXKAIOLINX
uaen Toopkuzamun. Myxamman ®usynu ObUT OTHUM W3 MBICIHUTENEH, TIPO-
CJIaBHBIIUX HUJIEU TIOPKHU3AIUH B A3epOaiikaHckoi mos3uu. B ero mpousse-
JEHUSIX MAacTEPCKH HalKcaHa uiesl TIOpKU3Ma U TypaHU3Ma Kak Mo MOATHKE,
TaK U 10 XyJ0)KECTBEHHOMY CO/Iep>KaHHI0. B OOJBIIMHCTBE ero npousBese-
HUMN COOBITHS TPOUCXOAT B TIOPKO-TYPAHCKOM apeasie, a FeposiMU SBIISIOTCS
OTBa)XHBIC CHIHOBbS U JIOUYEPH TIOPKCKHX HapomoB. CommanbHO-(rmocod-
CKHE, KYIbTYPHO-IIOJIUTUYECKUE U JIUTEPATYPHO-UACOJOTNYECKUE MOTHUBBI
B 1033un dusynu TecHO CBA3aHbl C HAPOJHBIM TBOPUECTBOM U TIOPKCKUM
MHU(OJIOrMYECKUM MUPOBO33peHHEM. briaronaps miaBHOCTH, AyXY, TUPU3MY
U POMaHTH3MY raseseil, HalMCaHHbIX Ha a3epOaiiKaHCKOM SI3bIKE, BbIIal0-
Mecs MUcaTes, KOMIIO3UTOPHI, MO3THl A3epOaiipkaHa B pa3IndyHbIe TTepH-
OJIbl UCTOPUHU OOpaliainch K TBopuecTBy Pu3yan U CO3/1aBajii CBOU MPOU3-
BEJICHMS.

KuroueBsie cioBa: Myxamman @usynu, uaes TIOPKU3Ma, XyJ10KECTBEH-
Hasi MBICJIb, OOILIETIOPKCKAs JIUTEpaTypa, HallMOHAIbHASI KYJIBTYpa.
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Abstract. The article refers to signet rings discovered in 2017 in stone boxes
in the village of Demirchi (Shamakhi district). Judging by the finds, rings also
played an important role in the everyday outerwear of Albanian women. Despite
the fact that the patterns of jewelry changed depending on the age of women,
the shape remained unchanged. In addition to being a decoration element, rings
served a protective function. Along with the fact that funeral, equipment reflects
the aesthetic worldview of the people; they are also of great importance from
the point of view of studying various historical events.

In the initial stages, jewelers widely used bird motifs in their jewelry.
Decorations with bird motifs were widespread in the territories of Azerbaijan,
where the Sassanid dynasty ruled. But over time, these motifs began to be
used in the form of patterns. These finds, dating back to the Albanian period,
were considered a symbol of the sun and fertility. The found materials found in
the stone box burials date back to the last Sassanian period (III-V centuries).

Key words: Village Demirchi, signet rings, stone boxes, archaeological
research, material culture.

Introduction. During the archaeological excavations conducted in
different regions of Azerbaijan, rich examples of material culture of the
Albanian epochfor various purposes were discovered. Besides, unlike
material culture samples obtained from residential areas, those obtained from
grave monuments are better preserved.

A certain part of the material culture remains discovered during field
research are women’s adornments (jewelry and ornamentals). They are made
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of precious, semi-precious, ordinary (simple) materials; most of them are of
high quality and exquisitely decorated. Such valuable examples of material
culture are known from the excavations inMingechevir, Shamakhy, Gabala,
Aghsu, Demirchi, etc.

The interpretation of the main material. Rahim Vahidov grouped the
seal (signet) rings found during the investigationsinMingechevir as seals of
the Roman-Hellenic era, seals of the Parthian-Sasanian era, andsealsrelated to
the Islamic or Christian religion [8, p. 64].

If in the first stage various gods, mythological heroes and battle scenes
were depicted on the stones of signet rings of the Roman-Hellenic era,
then on the stones of signet rings of the secondstage zoomorphic, plant
and religious images related to faith are prevalent. On the stones of signet
ringscharacteristic for the Islamic period, inscriptions confirming the identity
of the master who made it, the person who gave the order, i.e. the owner,
zoomorphic or geometric images prevail.

Along with archaeological materials, written sources also confirm that
signet ringswere spread over a wide area. For example, in theAlbanian
chronicleof the 5™ century, in the document from Tsar Vachagan’s era dated
May 13, 488 is written:*“The nobles of the entire Albanian kingdom put their
ring seals on this inscription” [9, pp. 65-69].

In general, adornment includes women’s crowns (wreaths), necklaces,
bracelets, rings, pendants, pins, belts, beads, various embroideries,
ornaments, etc. [7, p.11]. Fingeradornmentsare a certain part of the
ornaments, which were also ritual objects that reflected people’s
ideological notions. Numerous finger adornments found from Demirchi
stone box graves dating back to the beginning of our era differ from each
other in the shape and decoration of their stones. They are divided into
two groups, rings with and without inlaidstones. The rings with stones,
which were produced later, were more often used as a seal (stamp) than the
rings without them. Examples of such Signet rings are mostly of Roman
production. These findings indicate the extensive relations of Caucasian
Albania with the Roman Empire. For example, during the archaeological
explorations conducted in the necropolis near ancient Shatyrli settlement,
along with various jewelries, stone molds used to make earrings and other
decorative items were found. Bracelets occupy an important place among
the decorations, which were mostly those of Roman one. According to
the researchers, the beads were mainly brought from the famous cultural
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centers of the ancient world. This indicates that in the 4"—1% centuries
BC and 1st-2nd centuries AD, the cities of Caucasian Albania had had
extensive trade and cultural relations with the cultural centers of Parthia,
Rome, Mesopotamia, Egypt, India and Syria [6].

During the archaeological explorations in Yardimli district, 5 jar (or
pitcher) and 8 stone box graves were studied. The burial tradition in stone
box graves or graves with megalithic covers is typical for the Late Bronze
and Early Iron Ages in the mountainous regions of southeastern Azerbaijan.
It is interesting that the jarand stone box graves studied in the Bilgah area
are chronologically coeval and belong to the 2"-3" centuries AD.The stone
box graves are 2—4 m long, and covered with 3 rows of megalithic covers.
Researcher Emil Iskenderli states that both jar and stone box graves have
similar characteristics. Thus, both types of graves arealigned to northeast,
and a large circular carved stone cover is placed on the top of the burial
jars, and a flat stone door is placed vertically on the northeast part of these
stone box graves. Pottery vessels were placed inside both types of graves, as
well as outside the entrance. Single and double burials were also met inside
the graves. In the chamber of the stone box graves, next to the skeleton,
along with pottery, iron helmets, swords, spear heads, copper, bronze and
silver ornamentals were also placed [6]. The destruction of the northeastern
entrance doors of all the investigated stone box graves, one of the upper
cover stones broken and the violation of the initial anatomical structures of
the skeletons in the grave chamber, the broken grave equipment and their
scattering in different places, etc. confirm the robbery of the grave. Along
with following the early tradition, Parthian, Roman and Sarmatian influences
were also observed in the mentioned grave equipment. It should be noted that
in the mentioned region there are many cemeteries consisting of jar and stone
box graves, which is considered as an indicator of intensive settlement and
population growth in the area in the first centuries AD [5].

After the adoption of Christianity in Albania, Christian elements in burial
customs and grave types also began to grow strongly. Burials were performed
in both soil and stone box graves. Both types of graves are typical for the
entire territory of Caucasian Albania. According to researchers, one of the
original types of Christian graves is stone chests. They are shaved from white
stone and the top is covered. Stone chests are 1.7 m long and 48-50 cm wide.
According to some researchers, these types of graves were mostly used for
people from the wealthy class [4, pp. 122-123].
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The Demirchi necropolis is also among the monuments of the Albanian
period under study. The territory of this cemetery, built in the foothills
of Demirchi village of Shamakhy region, is also called “Gegeli yaylaghi
(summer pasture)”. Demirchi necropolis is located on Shamakhy-Lahij
road, 1800 m above sea level, 35 km northwest of the district center. In
2017, archaeological investigations were conducted under the leadership
of Professor Gafar Jabiyev in 600 sq/m of the necropolis with an area of 3
hectares [1, pp. 183-191].

A total of 28 stone box graves were discovered during the 20-day
exploration. Only 18 of them were studied. During the exploration, it was
observed that the people in these stone box graves were buried on their left and
right sides, as well as in a tight and relatively half-folded state. Anthropologist
Vusal Pasha, while examining the types of those buried corpses in laboratory
conditions, came to the conclusion that they were “Caspian” type people
from the anthropological viewpoint [10, p. 75].17 of the examined graves
contained rich material culture remains along with skeletons, while one of the
graves was small and empty. There are several reasons why the graves were
empty. Probably, it was a grave intended for a well-known (authoritative)
person and not buried there, or that he died due to an infectious disease — was
cremated and not buried. For its size the studied empty grave is believed to
belong to anunderage child. No traces of burial and equipment were observed
in this grave.

Since it is located on a big caravan-trade route, the caravans going to
Shamakhy and other areas passed through there. A great deal of material
culture remains related to the economic occupation, military art and daily
life of the population were discovered among the Demirchi stone box grave
equipment. A part of ornaments found in stone box graves are theseal (signet)
rings. Based on these findings, it can be said that in the early Middle Ages
besides the signet pendants, signet rings were also widely usedin Iran, Central
Asia and Caucasian Albania. Most of the signet rings found there were made
of bronze, metal and copper. In total, there are 14 of them and they arevery
well preserved (Fig.14). The stonesembedded on the rings are oval and round
and made of the same material - bronze. Only one is made of glass. Rings
were used both as seals and finger adornment.

Signets are the wealth of culture not only of a district but also of a nation.
Signets inherited from our ancestors not only reflect their outlook, but also
indicate their aesthetic views and what kind of culture they had.
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Graves No. 10, 11 and 18 differ from the others in terms of the richness
of equipment of Demirchi stone box grave. The man buried in grave No. 10
was about 40 years old, 170.5 cm tall, and 75.6 cm skull index. A silver glass
with a diameter of 22.5 cm and a depth of 2.5 cm was discoveredunder his
head.Grave No. 11, which is close to Grave No. 10, belonged to a40yearsold,
172.1 cm tallman. It was not possible to determine the size of the deceased’s
skull. However, there is 8x13 mm sharp cut on the skull [10]. A Roman-made
silver plate was placed under the head of the person buried in grave No. 11,
and large cutting tools were placed next to it.

After the samples found from both graves were cleaned in laboratory
conditions, the fabric remains in a useless condition inside the silver dish
were presented to the Azerbaijan Carpet Museum for recovery. In the
laboratory of the carpet museum, the rest of the cleaned fabric was restored
and designatedin the department of restoration of leather and archaeological
fabrics of I. E. Grabar All-Russian Art Scientific and Restoration Center in
Moscow by N.P. Sinitsina [2, pp. 127-133]. Based on the equipment found
next to the skeletons, it is assumed that the person buried in the grave was a
tribal leader or warlord at the time.

Grave No. 18 studied in Demirchi necropolis is particularly noteworthy
for its rich grave equipment. A lot of adornmentswere found just in this grave.
A piece of leather was found on the back of the woman’s head near her neck.
Probably, when the woman passed away, she was buried with her clothing
adornmentsin that leather bag under her head. The woman, who was buried
in the west direction from man’s grave No. 11, is approximately 40 years old,
158.4 cm tall, and 79.6 cm skull index.

Based on the abundant material culture and rich adornments revealed in
graves No. 10, 11 and 18, it can be said that the finger rings confirma tribe or
family was from the highest class (considering other precious jewels). At the
same time, these rings had a special status within the community of the tribe
belonging to that clan. Most likely thesignet-rings belonging to those persons
were used as seals in the confirmation of all paperwork [3, pp. 257-265].

According to the types of rings discovered during field studies, they are
stoned and un-stoned. Stoned rings are also divided into two types according
to their production. First, a hook was made from several places on the edges
of the area to fasten the stone to the ring.

In the process of making stone-framed rings made by the second method,
the edges of the area for stone were slightly widened and the stone was

100



Incasanat vo madaniyyat problemlori / Problems of Arts and Culture / TTpo6embl ckyceTsa 1 KyasTypbl  ISSN 2310-5399  Vol. 18 Ne3

attached to the ring by soldering. Most of the numerous rings found in the
Demirchi necropolis (except for one) belong to the third type.

The stone part of each of the revealed stoned signet rings is worked with
different designs. The images being zoomorphic, tree of life, fortune ring, etc.
were made by engraving and incising. The stone of one of the rings is made of
a flat and oval-shaped mother-pearl and two people are depicted facing each
other. It can be assumed that these human images are priests (Fig. 1).

Two of the rings have an ellipse-shaped stone, and within the embossed
pointshave a fish pattern, which is a symbol of abundance and fertility. Fish,
which is considered as a living being in the mythical thinking of Azerbaijanis,
is also a symbol of wealth. The presence of fish on our tables as a symbol
of sustenance and abundance, on special holidays may have been related to
these beliefs.Ethnographer A.I. Robakidze, based on the numerous artifacts
with fish images discovered as a result of his research in the Salkinski
region of Georgia, came to the conclusion that “in the mythical thinking of
the Caucasian peoples, fertility is characterized as a being that has magical
properties in the fight against evil forces” [11, pp. 21-24]. Such images are
called the crowned “king of fishes” (Fig. 3, 12).

The oval ring alsowas embedded with glass. The image on it is not clearly
seen sincethe sample has been under the soil for a long time and corroded (Fig.2).

One of the discovered rings has an image of a deer on it with its horns
reminiscent of a tree branch (Fig. 4). The image of the animal on the framed
stone is shown in motion. Gazelle and deer symbols occupy an important
place in the mythical thinking of nomadic cattle-breeding peoples. The
worship of these animals is widespread among the ancient tribes living in
Azerbaijan. Deer and gazelle images on dishes, carpets and decorative items
have meanings such as sanctity and growth ofgeneration.

The stone of one of the rings is divided into four equal parts. Some
researchers say that such signs are symbols of the poles or the sun (Fig. 5).
Such images can also be found on the handles and necks of pottery.

A snake-like (dragon) image is depicted on the oval stone of two of the
rings (Fig. 8, 9 and 10).

Three of the rings used as signets have the image of a mixed animal (bull)
carved on the ring (Fig. 6, 7, 11). The circumference of thestones of these
rings is filled with densely forging dots.

One of the rings is different from the others in terms of shape and decorative
appearance (Fig. 13). Its thin ringwas soldered to the circular mounting. The inner
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surface of the mounting is filled with pomegranate seeds, a symbol of abundance.
In classical literature, “pomegranate” is called a jewelendowedby God to nature.
They also remind that this jewel is a small chest stuffed inside a thin sheet.
Thus, the signet rings found in the stone box graves in Demirchi
necropolis, on the one hand, confirmed the genealogy of the family, on the
other hand, they were used as decorative items. On the one hand, the various
bird and animal images depicted on the stone embedded in the ring of finger
ornamentals are related to the worldview of the craftsman who made them,
and on the other hand, they are a product of the mythical thinking of people
(nations). That is, in the mythical imagination of people, these images are
understood as fertility, healing, strength, and protection from evil forces.
The symbol of fish (“crowned fish” — E.A4.) is of special importance
among the images on the inlaid of signet rings. Rings embedded with fish-
shapedinlaid, symbols of abundance -fertility-innocence-health, were used in
the seat of pottery as well as general merchandise, as seals. The “crowned
fish” symbol, which is embedded on the ring and symbolizes fertility, was
also used in the art of carpet weaving, a branch of the textile art (fig. 3, 12).
As can be seen from the findings, rings also played a key role in the
everyday clothing of women living in Albanian society. Although the patterns
of women’s clothing decorations have changed according to age, the general
shape has not changed. Along with being a decorative item, rings also had a
protective function. Finally, the seal rings (signets) found in Demirchi stone
box graves chronologically belong to the 3"-5™ centuries, the last Sasanian era.
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Fig. 1. Mother-of-pearl gem, Fig. 2. A ring embedded with glass, Fig. 3.
A ring with the image of a fish on, Fig. 4. A ring with the image of a deer on,
Fig. 5. A ring with the symbol of the poles or the sun on, Fig. 6. A ring with
the image of a mixed animal (bull) on, Fig. 7. A ring with a bull image on,
Fig. 8. A ring with a snake (dragon) image on.

Fig. 12.

Fig. 13. Fig. 14.

Fig. 9. A ring with a snake (dragon) image on, Fig. 10. A ring with the
image of a mixed animal on, Fig. 11. A ring with a bull image on, Fig. 12. A
ring with the image of a fish on, Fig. 13. A ring with the image of pomegranate
(granite) on, Fig. 14. General view of rings. Note: The findings were handed
over to the archives of the National History Museum of Azerbaijan.
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Nk

Abbasova Elmira (4zarbaycan)

AZDORBAYCAN ORAZISINDON TAPILMIS

MOHUR-UZUKLORIN TIPLORI VO TOYINATINA DAIR

Mogalo 2017-ci ildo Domirgi kondi (Samaxi r-nu) orazisindoki das
qutu gobirlerindon agkar olunan mohiir {iziiklors aiddir. Tapintilardan da
goriindilyii kimi Alban dovriinde yasayan qadinlarin giindslik iist bazok
geyimlaorinds tiziiklor do asas rol oynamisdir. Yaslara uygun olaraq qadin
geyim bozoklorinin naxislart doyisso do iimumi formasi doyismomisdir.
Uziiklor osason bozok asyasi olmagla yanasi, hom do qoruyucu funksiya
dasimigdir. Demok lazimir ki, qobir avadanliglar1 xalqin estetik diinyago-
rislinii 6ziindo oks etdirmoklo yanasi, bas veron miixtolif tarixi hadisslori
Ooyronmak baximindan da olduqca shomiyyatlidir. Zargoarlar ilkin marhalads
istehsal etdiklori zorgorlik momulatlarinda qus motivlsrindan genis istifads
etsdilor. Qus tosvirli niimunolor Azorbaycan orazisindo Sasani imperiya-
sinin hakimiyyati dovriinds genis yayilmis olsa da sonraki dovrlords na-
x1s kimi genis istifade edilmisdir. Alban dovrii modeniyyatino aid olan bu
tapintilar nosil artirmasi, glinas simvolu da sayilmisdir. Doamir¢i das qutu
gabirlarindon tapilmis mohiir gasl tiztiklor ITI-V asrlors, son sasani dovriinog
aiddir.

Acar sozlor: Damirgi kondi, mdhiir tiziiklor, das qutu gebirler, arxeoloji
todgiqatlar, maddi modaniyyat.
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Ab0acoBa Dabmupa (Azepoaitdrcan)

O TUITAX U IPETHASHAYEHWUU NNEPCTHEM-IIEYATEMN,

OBHAPYXEHHBIX HA TEPPUTOPUM ABEPBAVIDKAHA

B cTathe roBopuTcs 0 mepCcTHIX-MEYarsax, 0oOHapyxeHHbIX B 2017 romy
B KaMeHHBIX sukax B cene Jemupun (Illemaxuuckuit paiton). Cyns mo
HAaxoJlKaM, KOJIbLIa TaKXKe UI'Palid BaKHYIO POJIb B IIOBCEJHEBHOU BEPXHEH
ofex e anbaHCcKuX >KeHIIMH. HecMoTps Ha TO, YTO y30pbl YKpallleHu Me-
HSJTMCHh B 3aBUCHUMOCTH OT BO3pacTa >KEHIIMH, HO (hopMa OCTaBaiach He-
n3MeHHOU. [ToMrMoO 3r1eMeHTa yKpalleHus, KOJIbla BBIIOJHSIIN 3alIUTHYIO
¢ynkuuo. Hapsiny ¢ tem, yto morpebajibHble 000PYIOBaHUSI OTPAXKAIOT
ACTETHYECKOE MUPOBO33PEHUE HAPO/Ia, OHU TaKXKe UMEIOT OOJIBIIOE 3HAYE-
HUE C TOUKHU 3pEHUs U3YUYEHUS Pa3INUYHbIX HCTOPHUUYECKUX coObITHI. Ha Ha-
YaJIbHBIX 3TallaX FOBCJIMPHI HIMPOKO MUCIIOJIb30BaJIM ITUYbU MOTHBEI B CBOHUX
yKpalIeHusX. YKpalleHusl ¢ NTTHYbUMU MOTHBAMHU OBLIU IIMPOKO PACIIPO-
CTpaHEHbl Ha TeppuTOpusix Aszepbailjkana, rae ynpasinsia auHactus Ca-
cannoB. Ho co BpeMeHeM 3TH MOTHBBI CTajd HMCIOJIb30BAaThCSl B BHJIE
y30pOB. DTHU HAXOJIKH, OTHOCSIIHECS K all0AaHCKOMY HEPHOAY, CUUTAIUCH
CHUMBOJIOM COJIHIIA U Iiogopoans. Haiinennsie MaTepuaisl, 0OHapyKEeHHBIE
B OTPEOEHUAX KAMEHHBIX SIIIMKOB, OTHOCSATCS K nocieqHemy CacaHuICKO-
My nepuogy (III-V Beka).

KuroueBnlie ciioBa: Ceno Jlemupun, nepcTHU-TIEUATH, KAMEHHBIE SIIIHUKH,
apXeoJIoruuecKre ucciaeloBaHus, MaTeprasbHas KyJlbTypa.

105



Vol. 18 Ne3  ISSN 2310-5399  Incasonat vo madaniyyat problemlori / Problems of Arts and Culture / TIpo6aeMbI HCKYCCTBa 1 KyJILTYpbl

UOT 008:1-027.21

Jamila Seyid
Institute of Literature named after Nizami Ganjavi of ANAS
(Azerbaijan)

Jjamazer46@gmail.com

THE MAIN POINTS OF THE NEW CONCEPT
OF CULTURE OF ALI BEY HUSEYNZADE
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Abstract. The article presents Ali Bey Huseynzadeh’s concept of
culture. It is indicated that Eastern and Western cultures came together in
Azerbaijan at the beginning of the twentieth century as a result of socio-
political events. As a consequence, intellectuals express their attitude to the
issue of culture. The article claims that thebasis of Ali Bey Huseynzade’s
concept of culture is to preserve the national culture and at the same
time to enrich it withWestern culture. The author assumes that the great
thinker Ali Bey Huseynzade’s approach to the concept of culture from this
standpoint was directly related to his education. The article considers Ali
Bey Huseynzade’s concept of culture in the context of the history of cultural
thought, especially the history of Western cultural thought. Besides, Ali Bey
Huseynzade’s concept of culture was considered in the context of social and
cultural events of time. The scientific significance of the studying of Ali Bey
Huseynzade’s concept of culture is emphasized. The new concept of culture
of Ali Bey Huseynzade is very important from the point of view, on the one
hand, of forming the nation’s resolve to resist Russian assimilation policy,
on other hand, neutralizing the influence of Persian ideological pressure, on
the another hand, preventing the Armenian threat to the Turkish presence
in Azerbaijan, actualizing national identity issues in the country, as well as
Azerbaijan’s demand for independence, guiding the creation of a new state
model based on democratic principles, connected to the Turkish thought,
European values.

Key words: Europeanization, culture, symbolism, East, West.
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Introduction. As we know the end of the 19" century and the beginning of
the 20" century can be characterized as a very decisive and complex period for
Azerbaijan. Due to the development of the oil industry at that historical stage
Azerbaijan enters a network of socio-cultural and economic relations different
from previous times. The different network of socio-cultural and economic
relations plays an important role in the consolidation of the Azerbaijani people
as a nation. As a result, oil capital turns into human capital and gives impetus
to the formation of very strong intellectual elite of Azerbaijan. One of such
intellectuals was Ali Bey Huseynzade.

The interpretation of the main material. Throughout his career Ali Bey
Huseynzade thought more about national issues. He was literally a thinker.
This way of thinking combined philosophy, religious studies, philology,
sociology, cultural studies and several other fields of social and humanitarian
sciences. Culturology was particularly distinguished in these fields. Ali Bey
Huseynzade’s culturological views and concept of culture were formed on
the basis of scientific ideas of Western thinkers, so before commenting on
this concept, it is necessary to take a brief look at the history of the study of
culture in Europe.

“The scientific study of Culture” has a history of more than three hundred
years. In scientific literature, in the second half of the 17" century, the ideas
of the English scientist Thomas Hobbes and the German jurist Samuel von
Pufendorf about the two different states in which a person can exist — the
natural state (status naturalist) and the cultural state (status culturalist) were
accepted as the beginning of the study of culture from a scientific point of view
is done. Later, towards the end of the 18th century, the German philosopher
Herder Johann Gottfried began to study culture from a historical perspective.
During the European Enlightenment movement in the 18" century the study of
culture was in the center of attention. S. Montesquieu, F. Voltaire, J. Rousseau
in France, G. Lessing, 1. Kant, I. G. Herder in Germany, J. Vico in Italy, B.
Franklin, D. F. Cooper, T. Payne in North America with the problem of culture
they are seriously engaged. The 19" century was a particularly fruitful period
in the study of culture. Turkish scientist Ozkul Chobanogly writes in his book
“Introduction to the History of Folklore Theories and Research Methods™.
Until the 19th century when we say culture, we mean the inner qualities of
the person. But at the end of the 19" century starting with Taylor’s research,
the term “culture” began to mean everything that belongs to any society and
is obtained as a result of human activity [1, p. 18].
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Nicolas Jornet“What is culture?” In his article, he presents the definition of
culture defined by Taylor in 1871 as follows: “Culture is a set of knowledge,
beliefs, arts, values, rules, customs and traditions, all activities and habits
acquired later by a person who is a member of society” [6, p. 15].

Prominent scientist and academician Isa Habibbayli interprets culture as
follows: “Culture creates favorable conditions for living common values and
views in society at a balanced level, eliminating contradictions and cracks
between swelling and collapse. Also, the cultural factor plays an important
role in ensuring relations, rapprochement and sometimes even harmony
between different civilizations” [2, p. 7].

Sarkhan Khavari writes about culture: “The cultural landscape of the
world is colorful and whole. It is a set of rational knowledge, values, ideas
about norms, spirituality, mentality belonging to a particular culture or
cultures of other nations. Culture is a phenomenon capable of creating a
single field of spiritual energy that can unite different ethnic groups, all
social strata, regardless of their political outlook, religion, or confessional
view. The creation of a single spiritual field means the creation of
harmonious relations between different parties, the concept of universal
interest” [5, p. 18].

Ali Bey Huseynzade’s concept of culture is based on the relationship
between Eastern and Western cultures. One of the important factors that made
culturology relevant in the work of Ali Bey Huseynzade in that historical period
was the fact that European culture and Eastern culture met in Azerbaijan. The
national intellectual elite had to express their attitude towards the new culture
based on this encounter. As a culturologist Ali Bey Huseynzade also puzzled
over these problems [3, p. 18]. He wrote that we should benefit from the
achievements of Europeans in the field of science and education. We must
digest their brains but not their stomachs [4].

Yashar Garayev writes about these ideas of Ali Bey Huseynzade:
“Fuyuzat” amendment to the doctrine of “Europeanization” as well as
“Islamization” was the expression of anew stage in artistic and philosophical
progress. Ali Bey does not call Turkish intellectuals to be “functionaries
of Euro centrism”, no on the contraryhe considered “Europeanization” in
the true sense of the word... as a method and form of resistance to Europe”
[7, p. 441].

The correctness of these opinions of Yashar Garayev is also confirmed by
the following comments of Ali Bey Huseynzade: “We wish that when looking
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at our progress, it would be said that Turks and Muslims are making great
progress”, or not that it would be said that Turks and Muslims are apostatizing
and becoming Farangs” [7].

With such a national position, Ali Bey Huseynzade emphasized the need
to prevent ethnic assimilation.

It is possible to summarize the approach of Ali Bey Huseynzade in the
way that at the beginning of the 20™ century, this genius thinker proposed a
new concept of culture based on modern foundations for the entire Turkic
world. The main goal of this cultural concept was to create a synthesis of
Eastern and Western cultural thinking without breaking away from the
national roots and allowing imitation. Yusif Akchura called it the synthesis of
thesis and antithesis and stated that Ali Bey Huseynzade wanted to combine
the thesis and antitheses of the parties participating in the discussions into a
high synthesis.

From this point of view, the national ideological concept of Azerbaijan,
which emerged at the beginning of the 20th century, should be studied on the
same level as our national cultural concept.

The purpose of putting forward the new concept of culture is to form
the determination of the nation to resist the Russian assimilation policy
directed by Ilminsky, who was called the “missionary movement” since
the 19" century on the one hand to neutralize the impact of the Persian
ideological pressure, on the other hand to prevent the Armenians from
threatening the Turkish presence in Azerbaijan and to actualize the issues
of national identity in the country. As well as Azerbaijan’s demand for
independence the attempt to direct the creation of a new state model
based on Turkish thought, European values and democratic principles
prepared the ground for the triad of Turkification, Islamization and
Europeanization.

Studying at St. Petersburg and Istanbul Universities deeply mastering
medicine and mathematics listening to Zhukovsky’s lectures at the
Faculty of Oriental Studies of St. Petersburg University while still in
Russia, attending the classes of the Academy of Arts and during the years
of his studies at Istanbul University, the processes that were of decisive
importance for the Turkish world in the 20" century, for example the Union
and At the beginning of the last century, the presence of the founders who
determined the direction of the progressive society in the front ranks was
the basis for Ali Bey Huseynzade’s mission to guide these processes in
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Azerbaijan. In this sense, the ideas put forward by him in his articles
published in Baku from 1905 first in the “Hayat” newspaper and then in

the

“Fuyuzat” magazine in 1906 are not only ideological, but at the same

time new to cultural issues by scientists who study the history of Turkish
thought. It is characterized as a view and makes it necessary to investigate
that topic.

1.

(O8]

Conclusion. The main scientific innovation and main results of the article are:
Ali Bey Huseynzade’s concept of culture was considered in the context of
the history of cultural thought, especially the history of Western cultural
thought.

. Ali Bey Huseynzade’s concept of culture was considered in the context of

socio-cultural events of the time.

. Ali Bey Huseynzade’s concept of culture is based on the preservation of

national values by integrating them into the world.

Factors affecting Ali Bey Huseynzade’s concept of culture are determined
in the context of his biography.

The scientific importance of the study of Ali Bey Huseynzade’s concept of
culture was emphasized.
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Comils Seyid (Azarbaycan)

OLi BOY HUSEYNZADONIN YENI MODONIYYOT

KONSEPSIYASININ 9SAS TEZiSLORI

Mogqalodo Oli boy Hiiseynzadonin modoniyyat konsepsiyasindan bohs
edilir. Qeyd edilir ki, XX asrin ovvallorinds ictimai-siyasi hadisolorlor
olagodar olaraq Azaorbaycanda Sorq vo Qorb modoniyyatlori qarsilagir. Bu-
nun da naticosindo ziyalilar madoniyyot mosalosine miinasibat bildirirlor.
Mogqalads osaslandirilir ki, ©li boy Hiiseynzadonin modoniyyat konsep-
siyasinin osasinda milli madoniyyati qoruyub saxlamaq, eyni zamanda
Qorb madoaniyyati ilo zonginlosmok dayanir. Miisllif hesab edir ki, bo-
yiik miitefokkir Oli bay Hiiseynzadonin madoniyyat konsepsiyasina belos
movgedon yanasmasi onun tohsili ilo bilavasito bagli olmusdur. Maqalodo
Oli boy Hiiseynzadonin modoniyyat konsepsiyast kulturoloji fikir tarixi,
xlisuson Qorb kulturoloji fikir tarixi kontekstindo nozordon kecirilmis-
dir. Bundan olavo, Oli boy Hiiseynzadonin madoniyyat konsepsiyast dov-
rliin sosial-modoni hadissalori kontekstindo nozordon kecirilmisdir. ©li bay
Hiiseynzadonin modoniyyot konsepsiyasinin todqiqinin elmi ohomiyyoti
vurgulanmisdir.

Oli boy Hiiseynzadonin yeni modoniyyat konsepsiya rus assimilyasi-
ya siyasatino qarst millotin dironis ozmini formalasdirmaq, digor torofdon
fars ideoloji tozyiqinin tesir giiclinli zorarsizlosdirmok, basqa bir torofdon
ermanilorin Azarbaycanda tiirk varligini tohdid etmasini angallomak, 6lkada
milli kimlik masalalarini aktuallandirmagq, eloce do Azarbaycanin miistaqillik
tolobi, tiirk diislincosine, Avropa doyorlorino bagli, demokratik prinsiplora
osaslanan yeni dovlot modelinin yaranmasina istigamot vermok baximindan
olduqca oshoamiyyatli olmusdur.

Acar sozlor: Avropalagsmaq, madoniyyat, simvolizm, Sorq, Qarb.

Moxamuia Ceiina (Azepoaitorcan)

OCHOBHBIE TE3UCHI HOBOH KYJIBTYPHOM

KOHIEIINA AJTUBES I'YCEVMH3AIE

B crarbe roBopuTcs 0 koHIEeNuUU KyibTypel Anubes ['yceitnzane. Ot-
MedaeTcs, 4YTo B Hayaje XX BeKa B pe3ylbTare 00IeCTBEHHO-TOIUTHYE-
CKUX COOBITHI B AzepOaiikaHe CTaIKUBalOTCA KyabTypbl Boctoka u 3ana-
Jla 4YTO IIPUBOJIUT K BBICKA3bIBAHUIO MHTEJIJICTCHIMEN CBOECH TOYKU 3pEHUs
10 BOIIPOCY KYJIbTYphl. B cTaTbe yTBEp:KAaeTCs, YTO KOHLENIUS KYJIbTYpPbI
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Anubes ['yceitH3aze ocHOBaHa Ha COXPAHEHUU HAIMOHAIBHOM KYJIBTYPBI U
OJTHOBPEMEHHOM OOOTaIlEHUH €€ 3alaIHON KyJIbTypOidl. ABTOP CUUTAET, UTO
MOJO0OHBIN MOIXO BEIMKOTO MbIciuTens Anubes ['yceitH3ane K MOHSATHIO
KyJBTYpbI OblII HaNpsIMyIO CBsI3aH C ero oopazoBaHueM. B crarbe koHIlen-
s KyapTypsl Anubes ['yceliH3ane paccMaTpuBaeTCsl B KOHTEKCTE HCTOPUU
KYJIbTYPHOH MBICIIM, B YACTHOCTH, UICTOPUH 3aIIaJHOMN KYJIbTYPHOU MBICIIH,a
TaK)K€ B KOHTEKCTE COLIMOKYJIBTYPHBIX COOBITMH Toro mepuona. Ilomuep-
KHMBaeTCsl HayyHas 3HAUUMOCTbh M3YUYEHHUS KOHUEMIUHU KYIbTYyphl Aunbes
I'yceiinzane.

HoBas xynbrypHas xonuenuus Anubes ['yceliH3azne npusBaHa, ¢ OJHOM
CTOPOHBI, C(POPMHPOBATH PELIMMOCTh HAIMM MPOTUBOCTOATH POCCUHCKOMN
MIOJINTUKE ACCUMWISLIMH, C JPYTOM CTOPOHBI, HEUTPAIN30BaTh BO3IECHCTBUE
IIEPCUCKOTO UIECOJIOrHYE€CKOTO NABJICHHUS], C TPETHEN CTOPOHBL, HE IOITYCTUTh
YIpO3bl CO CTOPOHBI apMsH TYypeLKOMY MPHUCYTCTBHIO B AsepOaiikaHe, a
TaKKe JJIs1 aKTyaJIn3aliy BOIIPOCOB HALIMOHAJILHON HJICHTUYHOCTH B CTPaHeE.
JlaHHas KOHILIETILUS UTPAET BaXKHYIO POJIb TAKXKE C TOUKHM 3peHUsi TpeboBa-
HUN AzepOaiipkaHOM HE3aBUCUMOCTH M CO3JIaHUsI HOBOM TOCYIapCTBEHHOM
MOJIE€/IM, OCHOBAHHOW Ha TIOPKCKOM MJIEOJIOTUH, EBPOIEHCKUX LIEHHOCTAX U
JEMOKPAaTHYECKUX MPUHIIMIIAX.

KuroueBble ci10Ba: eBpornensanus, KyibsTypa, CHMBOIN3M, BocTok, 3ana.
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MOQALD MUSLLIFLORININ NOZORINO!

Noasra dair taloblor:

Beynoxalq “Incosonst vo modaniyyyat problemlori” jurnalinda cap
liclin moqaloalor Azarbaycan, ingilis vo rus dillorinds dorc olunur.
Mogqalalor elektron dasiyicist vo e-mail vasitosilo (mii_inter@yahoo.
com) gobul edilir.

Mogaloalorin hacmi 10 voraqdon (A4) artiq (srift: Times New Roman —
13, interval: 1,5, sol konar 3 sm, sag konar 1,5 sm, yuxari hisso 2 sm,
asag1 hisso 2 sm) olmamalidir.

Moqalado miisllif(lor)in adi-soyadi, elmi doracasi, elmi adi va elektron
pogt tinvan(lar)1 gostorilmolidir.

Elmi mogalonin sonunda elm sahosinin vo moqalonin xarakterino uy-
gun olaraq, musllif(lor)in goldiyi elmi natica, igin elmi yeniliyi, totbiqi
ohomiyyoati va s. aydin sokildo verilmolidir.

Mogqalonin mdvzusu ilo bagli elmi monbolors istinadlar olmalidir. Ma-
qalonin sonunda verilon adabiyyat siyahist slifba ardicilligi ilo ndm-
rolonmalidir (masalon, [1] vo ya [1, s.119] kimi isare olunmali). Eyni
odobiyyata motndo basqa bir yerdo tokrar istinad olunarsa, onda istinad
olunan homin adobiyyat avvalki ndmrs ilo gostorilmalidir.

Odobiyyat siyahisinda verilon hor bir istinad hagqinda molumat tam
vo doqiq olmaldir. Istinad olunan monbonin biblioqrafik tosviri
onun noviindon (monoqrafiya, dorslik, elmi moqals vo s.) asili olaraq
verilmalidir. Elmi maqalalors, simpozium, konfrans va digor niifuzlu
elmi todbirlorin materiallarina vo ya tezislorino istinad edorkon mo-
qalonin, moruzonin vo ya tezisin adi gdstorilmolidir. Istinad olunan
manbanin bibliografik tosviri verilorkon Azarbaycan Respublikasinin
Prezidenti yaninda Ali Attestasiya Komissiyasinin «Dissertasiyalarin
tortibi qaydalar» barade qiivvado olan tolimatiin «Istifade edilmis
odobiyyat» bolmosinin 10.2-10.4.6 tolablori asas gotiiriilmalidir.
Mogalonin sonundaki adobiyyat siyahisinda son 5-10 ilin elmi mogalalorina,
monogqrafiyalarma vo digar etibarli monbaloring tistiinliik verilmolidir.
Darc olundugu dildon olave basqga iki dildo mogalonin xiilasosi verilmali-
dir. Magalonin miixtalif dillords olan xiilasalori bir-birinin eyni olmali va
maqalonin mazmununa uygun olmalidir. Maqalads miisllifin vo ya mii-
olliflorin goldiyi elmi natico, isin elmi yeniliyi, totbiqi shomiyyati va s.
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xiilasads y1gcam sokilds 6z oksini tapmalidir. Har bir xiilasade maqale-
nin adi1, miisllifin vo ya miislliflorin tam ad1 gostorilmalidir.

Hor bir magalodo UOT indekslor va ti¢ dilds agar sdzlor (maqgalonin vo
xiilasalorin yazildig: dillards) verilmalidir.

Har bir maqalo redaksiya heyatinin rayine asasan ¢ap olunur.
Plagiatliq fakt1 agkar edilon moqalslar dorc olunmur.

Moqalslorin nasri pulsuzdur.
Olyazmalar geri qaytarilmir.

ATTENTION TO THE AUTHORS OF PAPERS!

The publication requirements:

Papers for the journal of International «Art and culture problems» are
published in Azerbaijani, Russian and English languages.

Papers are accepted via electron carrier and e-mail (mii_inter@yahoo.com).
The amount of the papers should not be more 10 pages (A4), (font:
Times New Roman — 13, interval: 1.5, from the left edge 3 cm, right
edge 1.5 cm and 2 cm in the upper part and the lower part 2 cm).

In the article should be noted the author’s (s’) name and surname,
scientific degree, scientific title and e-mail address (es).

At the end of the scientific article according to the nature of the paper
and field of science should be given obviously the author’s (s”) research
results, the scientific innovation of the study, the application importance,
economic efficiency and so on.

There must be REFERENCES: to scientific sources connected with
the subject of the paper. The list of REFERENCES: at the end of the
article should be numbered in alphabetical order (for instance, [1] or [1,
p.119]). If the reference refers to repeated elsewhere, then the referred
literature should be indicated in the same number as previously.

Any reference to the literature list must be complete and accurate
information. The bibliographic description of a reference should be based
on its type (monographs, textbooks, scientific papers, etc.). Referring to
materials or theses of scientific papers, symposia, conferences and other
prestigious scientific events should be indicated the name of papers,
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reports or theses. While the bibliographic description of reference
should be based on the requirements 10.2-10.4.6 of the section «Used
literature» of the instruction which in force to the «Drafting rules of
dissertations» of Higher Attestation Commission under President of
Azerbaijan Republic.

On the list of reference at the end of the paper of the last 5-10 years’
scientific papers, monographs and other reliable sources will be
prioritized.

In addition to the language of publication should be given summary of the
paper in two other languages. Summaries of papers in different languages
should be consistent with the content of the article and should be equal to
each other. In the paper the research results, scientific innovation of the
study, the application importance and so on should be reflected briefly by
author or authors in summary. A summary of each paper should be given
with the author or authors’ full name and as well as title of article.

Each article should be presented with UDC indexes and keywords in
three languages (in languages of papers and summaries).

Each paper is published according to the opinion of the editorial board.
The papers are not published in plagiarism cases.

The publication of the papers is free of charge.
Manuscripts will not be returned.

K CBEJEHHIO ABTOPOB CTATEI!

TpeOoBanns Kk MyOIMKAIUAM:

Crarpy B MEXIyHapoaHOM KypHaie «lIpobGrnembl UCKyccTBa U KyJbTY-
PBD» TIEYaTaroTCs Ha a3epOaiiPKaHCKOM, aHIJIMICKOM U PYCCKOM SI3bIKaXx.
Crarbu MPUHUMAIOTCS Ha IEKTPOHHOM HOcUTese U mo e-mail (mii
inter@yahoo.com)

O06mbem ctatbu He pomkeH npesbimarsk 10 ctpanull (A 4; mpudt Times
New Roman — 13, unrepsan: 1,5, neBblii kpaii — 3 cM, npaBblii kpai 1,5
CM, CBEpPXY — 2 CM, CHU3Y — 2 CM.).

B crarbe NOKHBI OBITH YKa3aHbl UMsI U (paMHIIUs aBTOpa (aBTOPOB),
yueHasl CTeNleHb, YYCHOE 3BaHHE U JIEKTPOHHBIE aJipeca.
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B KoHIle Hay4HOH CTaThbu JOJKHO OBITH YETKO YKA3aHO 3aKJIIOYCHHE
aBTOpa (aBTOPOB) O HAYYHBIX pPe3yJIbTaTax, HAyYHOM HOBU3HE PalbOTHI,
€€ MPAKTUYECKOTO 3HAUCHHSI, SKOHOMHUECKON BBITOJIBI U T.II. UCXOAS U3
XapakTepa Hay4HOH 001acTH U CTaThu.

B crarbe m0MKHBI OBITH CHOCKM Ha HAy4YHBIC MCTOUYHUKU B COOTBET-
cTBHH C TeMOi. CIIMCOK JIUTEPATyphl, JAHHBINA B KOHIIE CTAThH, 10JIKEH
OBITH IPOHYMEPOBAaH B a(paBUTHOM nopsake (Harpumep, [1] umu [1, c.
119]; cHOCKHM OMKHBI OBITH 0003HAYEHBI YIIOBBIMU CKOOKamu). [Ipu
MIOBTOPHOH CCBUIKE HAa HAY4HYIO JIMUTEPATYpy B APYrod 4acTu TEKCTa
CCBUIaEMBII UCTOUYHHK YKa3bIBACTCS PEKHUM HOMEPOM.
WNndopmanus o mo60i CHOCKe, pa3MEIIeHHON B CITUCKE JIUTEPATypBhI,
JOJDKHA OBITH MOJTHOM M TOUHOU. bubnanorpaguueckoe onucanue ccol-
JaeMOr0 MCTOYHHUKA JIOJKHO OBITh JaHO B 3aBUCHUMOCTH OT €ro BUIA
(MoHorpacdus, yueOHUK, HayyHast cTaThst U T.1.). IIpu ccpuike Ha Ha-
YUHBIE CTAaThbU, MaT€pPHaJbl WM TE3UCHl CUMIIO3MYMOB, KOH(pEPEHIIHi
U JIpyTUX KOMIETEHTHBIX HAyYHBIX MEPONPHUATHIA, TOJDKHO OBITH yKa-
3aHO Ha3BaHME CTaTbH, AOKJIana jaubo tezuca. Ilpu Gubnuorpaduye-
CKOM ONMCAaHUHU HEOOXOIUMO PYKOBOJCTBOBaThCs myHKTOM 10.2-10.4.6
JercTByronel THCTPYKIUHU «O MOpsSAKaX COCTaBICHUS AUCCEPTALIUID)
Briciieit Arrecranmonnoit Komuccun mpu [lpesunente AsepOaiia-
*KaHCKoi PecryOnukw.

B crnucke nuteparypsl, IOMEIIEHHONH B KOHIIE CTaTbM, HAaJlO OTIATh
NPEANOYTEHHE HAYYHBIM CTaThsiM, MOHOTpadusM U JPyruM KOMIle-
TEHTHBIM MCTOYHMKAM IocienHux 5-10 ner.

[TomMumoO s3bIKa HaMMCaHUs, CTaThbHU JTOJDKHBI UMETh PE3IOME Ha JBYX
s3pikax. O0a pe3toMe TOKHBI ObITh A0COIIOTHO UACHTUYHBIMU H COOT-
BETCTBOBATh TEKCTy cTarbu. HaydHoe BHIBO/IBI aBTOpa (ABTOPOB) B CTa-
Th€, Hay4YHasi HOBU3HA PA0OTHI, IPAKTUYECKOE 3HAYCHUE U T.I1. TOJKHBI
BKparTILe OTpaxaThbCs B pe3tome. B KakJ1oM pe3toMe JT0TDKHBI ObITh yKa-
3aHbl HA3BaHUE CTATbH, IIOJIHOE UMS aBTOpa (AaBTOPOB).

B xaxmoit ctaTbe HOIKHBI OBITh yKa3aHbl Y/IK MHIEKCH U KITIOYEeBBIC
CJIOBA HA TPeX fA3bIKax (Ha sA3bIKaX CTAThH U JIByX PE3IOMe)

Kaxnas crarbs neyaraercs pelieHUeM PeaKOIUICTHH.

[Ipu oOHapy>xeHuu ¢akTa rnjaaruara CTaTbu HE IeYaTaroTCs.

Crarbu nevyararoTcsi OeCIIaTHO.

Pykonucu He BO3BpaIaroTCs.
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