AZORBAYCAN MILLI ELMLAR AKADEMIYASI AZERBAIJAN NATIONAL ACADEMY OF SCIENCES HALIMOHAJIbHAST AKATIEMUSI HAYK A3EPBAVITKAHA
MEMARLIQ V3 INCOSANAT INSTITUTU INSTITUTE OF ARCHITECTURE AND ART WHCTUTYT APXUTEKTYPbI M UCKYCCTBA

Incosonat vo madaniyyat problemlori
Beynalxalg Elmi Jurnal N 1 (67)

Problems of Arts and Culture

International scientific journal

IIpoGyieMbl HCKYCCTBA U KYJIbTYPbI

Mescoynapoouwtii Hay4HbLIL HCYypHAR

Baki - 2019



Bas redaktor: QRTEGIN SALAMZADQ, AMEA-nin miixbir iizvii (Azerbaycan)
Bas redaktorun miiavini: GULNARA ABDRASILOVA, memarliq doktoru, professor (Qazaxistan)
Mobsul katib: FORIDQ QULIYEVA, senatsiinasliq iizra falsafs doktoru (Azarbaycan)

Redaksiya heyatinin iizvlori:

ZEMFIRA SOFOROVA — AMEA-n1n hagigi iizvii (Azarbaycan)
RONA MOMMOIDOVA — AMEA-nin miixbir iizvii (Azerbaycan)
RONA ABDULLAYEVA — sonatsiinasliq doktoru (Azarbaycan)

SEVIL FORHADOVA - sanatsiinasliq doktoru (Azarbaycan)

RAYIHO OMONZAD?Q - memarliq doktoru, professor (Azarbaycan)
VLADIMIR PETROV - falsafs elmlari doktoru, professor (Rusiya)
KAMOLA AKILOVA - sanatsiinasliq doktoru, professor (Ozbakistan)
MEYSER KAYA - folsofa doktoru (Tiirkiya)

VIDADI QAFAROV - sanatsiinasliq iizra falsafo doktoru (Azarbaycan)

Editor-in-chief: ERTEGIN SALAMZADE, corresponding-member of ANAS (Azerbaijan)
Deputy editor: GULNARA ABDRASSILOVA, Prof., Dr. (Kazakhstan)
Executive secretary: FERIDE GULIYEVA Ph.D. (Azerbaijan)

Members to editorial board:

ZEMFIRA SAFAROVA — academician of ANAS (Azerbaijan)

RANA MAMMADOVA - corresponding-member of ANAS (Azerbaijan)
RANA ABDULLAYEVA - Prof., Dr. (Azerbaijan)

SEVIL FARHADOVA - Prof., Dr. (Azerbaijan)

RAYIHA AMANZADE - Prof., Dr. (Azerbaijan)

VLADIMIR PETROV - Prof., Dr. (Russia)

KAMOLA AKILOVA - Prof., Dr. (Uzbekistan)

MEYSER KAYA - Ph.D. (Turkey)

VIDADI GAFAROV - Ph.D. (Azerbaijan)

I'naBHbI pegakTop: OPTEI'MH CAJIAM3AJIE, uneu-koppecnonientr HAHA (A3zep6arijpkan)
3am. riaBHOro pefakTopa: I'YJIBHAPA ABJIPACUJIOBA, noxTop apxutekTypsl, npoceccop (Kazaxcran)
OTBETCTBEHHBIN CEKpeTapb: DAPUIA T'YJIMEBA, noktop ¢unocodun no MCKyccTBOBeIeHNIO (A3epOaiikaH)

YneHbl peJakiMOHHO KOJIIETHH:

3EM®UPA CAPAPOBA - akagemuk HAHA (A3sep6aitjkan)

PEHA MAMEJIOBA — unen-koppecnonfienT HAHA (A3zepGaitixan)

PEHA ABTYJIJTAEBA — fjokTop nckyccTBoBeieHus (AsepOaiijixkaH)
CEBMIJIb ®PAPXAJTIOBA — njokTop ucKyccTBoBeieHns (A3epbaiikaH)
PAVIXA AMEH3AJIE - TIOKTOp apXUTEKTYpEI, pocheccop (AsepbaiiKan)
BJTAJMIMUP TTETPOB — okTop unocoeknx Hayk, npocpeccop (Poccusi)
KAMOIJIA AKUJIOBA — fjokTOp HCKyccTBOBeieHNst (Y 30eKucTaH)
MEVICEP KAS — KaHuat uckyccrsoseienus (Typups)

BUIOAIW TA®APOB — kanaujat uckyccTBoBeeHus (AsepOaitkan)

Jurnal Azarbaycan Respublikasinin 9dliyys Nazirliyi Motbu nogrlerin reyestrina daxil edilmigdir.
N 3756.07.06.2013-cii il.

Redaksiyanin tinvani: Baki, AZ 1143.
H.Cavid prospekti, 31

Tel.: +99412/539 35 39
E-mail:mii_inter@yahoo.com
WWww.mii.az



Uor 7.01; 7:001.8

Artegin Salamzade
Dr. Sc. Art Study, professor, corresponding member of ANAS
(Azerbaijan)
ertegin.salamzade(@mail.ru

SYMBOLISM AND ICONOGRAPHY OF THE
UPPER REGIONS OF THE BEING IN TURKIC CULTURE

Abstract. In the paper the upper regions of the Being of Turkish culture
reviewed both on the basis of artistic image and dijit codification. The first
part of the paper dedicated to iconography of the sacred birds of Tukish
world, and the second part to the holy figure 9. All the birds were heraldic
symbols, emblems of states or dynasties or are bieng existed. They are “birds
of peak”, and seat with triumph on the top of the World mountain or World
tree. Attributes of some of them, such as Turul and Simurg are devine fire-
sword. On the iconography of the most birds has at least one element, fan-
shaped tail that allows to identify a part of the image with peacock.

In Turkish tradition 9 is the figure of Tengri. In Mongolian shamanism
residues of godliness preserve this tradition in the formof 9 or 99 Tengris.
Sacred figure of 9 was reflected as well as in Turkish heraldic. For instance,
in the Ottoman Empire, the nine-lined white “tug-buncuq” is a symbol of high
rank of Turkish sultan. The symbol of sacred bird and also figure 9 related to
the marks as peak, altar, flame, and the Sun.

Key words: iconography, Turkish culture, sacred birds, symbols, figure 9.

Introduction. Symbolism of upper regions of the Being in Turkic culture
is considered in the paper both on the basis of artistic-figurative and numerical
codification. The first part of the paper is dedicated to iconography of sacred
birds of the Turkic world, the second one to symbolism of the sacred number 9.

The bird in mythology is always the marker of the height and in this sense
it symbolizes certain peculiarities of the upper regions of the Being. For
the investigation of the Turkic outlook this circumstance is of exceptional
significance because the historical reconstruction of the ideological complex
of tengrism begins at present. Besides the bird embodies the totality of
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qualities which can be the ideal for the man and the ethnos as a whole. It is
the flight, the independence, the keen eye, the nobleness and etc.

The interpretation of the main material. It is known that all Turkic tribes had
their totems. As a rule, birds were totems of royal, or at least, aristocratic origin.
For example, “on the banner of Chingiskhan there is a bird which is a showing of
nobility. But not of tsars! The falcon is considered to be a royal bird, but here is a
raven” [1, p. 31]. Another example, the totem of the tribe sungur was “sungur” —
gyrfalcon. At last there is hypothesis that the bird “girgi”, - the hawk was the totem
of ancient Kyrghyzes. That’s to say Kyrghyzes came not of “forty girls” (“gyrkh
gyz”) but of the hawk. It corresponds to the history and mentality of one of martial
Turkic tribes. In other words, Kyrghyzes are “the people of the hawk™.

Heraldry is a showing of a tradition with which the culture identifies
itself. Historical and modern emblems and banners of Turkic states, as well
as Turkic autonomies witness that the hypertypical image of the sacred bird
has for ever been immortalized in genetic memory of the Turkic world.

The Turkic heraldic tradition has a knowledge of, at least, four examples
when birds were depicted on banners of ancient states. It is the flag of European
empire of Huns with the picture of the eagle, the flag of Gaznevids with the
picture of the peacock, the flag of Chingiskhan mentioned above, as well as
the state symbol of Sefevids with the picture of fantastic bird Simourg. The
state symbol of Hungarian dynasty of Arpads which was no doubt subjected
to Turkic influence the bird Turul adjoins them.

Modern Turkic heraldry has got much images of birds and bird-like
creatures. Pictures of eagles decorate the flag of Kazakhstan and Kyrgyzstan,
legendary bird Khumo is depicted on the emblem of Uzbekistan. The emblem
of Kazakhstan is decorated with a double composition of winged myphic
horses — tulpars. State symbols of modern Turkic autonomies of Russia
continue this tendency.

I have analyzed iconographic subject — matter regarding sacred Turkic
birds [3, p. 3-21], as well as their similarity with the image of Hungarian bird
Turul [4]. Therefore I’d like to present the result of my investigations. The
community of images of sacred birds Tugra, Simourg, Khumo, Karacus, Ak-
Shumkar and Turul, as well as their similar role in their national cultures is
determined as follows:

1. All the birds were or go on being heraldic symbols, emblems of states or dynasties.
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2. All the birds are sitting on the top of the World mountain or the World tree.

All the birds are antipodes of khtonic monsters — hydra, snake, dragon.

4. The attribute of some of them, for example, Turul and Simourg celestial
(divine) flaming sword. It dates these images from the famous legend
about heavenly attributes sent to tsarist Scythians.

5. In the iconography of majority of birds there is an element — fan-shaped
tale, making it possible to identify a part of the picture with a peacock.

It is expedient to compare sacred Turkic birds with analogous images of
Slavian mythology on the basis of typological peculiarities. The most famous
birds of Russian and as a whole Slavian mythology are Gamayun, Semargl,
Searin and Alkonost. The bird Gamayun as his Turkic fellows is also a heraldic
figure. The picture of the bird Gamayun decorates the emblems of the town
of Smolensk and Smolensk province, the town of Mikhailovsk and the town
of Terbuny. In Russian heraldry Gamayun is “a mythic bird of happiness. It
also symbolizes peace, wealth, prosperity, grandeur” [5]. It is considered that
the image initially came from oriental (Persian) mythology. It was depicted
with a women’s head and breast. In the mythology of ancient Iranians there
is an analoque — the bird of joy Khumayun” [5]. As a whole, in Slavian
mythology Gamayun is “a prophetic bird singing divine songs for the people
and foretokening the future for those who can hear secrets. Gamayun knows
everything in the world. When Gamayun flies from the sunrise there comes a
fatal storm” [5]. The etymology of the word “gamayun” is derived from the
word “gamayunit” — lull to sleep and explain that these legends served as tales
for children at night [6]. But this etymologic interpretation is no good at all. It
is evident that the Russian Gamayun is a relative of the Turkic Khumayun or
the bird Khumo, probably even the goddess Khumay-Umay, the Most High
Tengri’s wife. Close ties of the goddess Umay with the bird Khumo is also
traced according to the name of snow griffin of Kazakhs — Kumay.

The word “Khumay-Khumayun” was borrowed from ancient Turks. The
ethnonym “kumany”, as well as “kumandins” (subethnic group of northern
altaians) and kumyks come of this theonym [7, p. 186-191]. “The adjective
“khumayun” (in Russian “gamayun”) is translated into Russian as noble,
flourishing, blessed, the highest, royal, successful, imperial. The word
“humayun” means the quality which differs the bird Gamayun from other
birds as the most regal” [8]. It is very interesting that the word “Gamayun”
as an adjective was used for the expression of superlative degree when

(O8]
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addressing to the person of very high rank in diplomatic deeds. For example,
Boris Godunov in his ambassadorial deed writes: “...his majesty...the most
high gamayun, glorious sovereign of Persia and Shirvan lands, Iranian
and Tiranian superior Abbas shah...” [9, p. 24-25]. To the point, the title
“Tiranian”, no doubt, means “Turanian”, i.c. Turkic.

The fact that the appearance of Gamayun from the sunrise brings a fatal
storm, finds analogues not only in corresponding myths of Turkic peoples
of the Central Asia, but also in tales of Crimean Tatars, an extract of which
N.Dyrenkova cites: “Black raven, so huge that when hi is flying, there comes
the eclipse, even the earthquake, marries the tsar’s junior daughter. When
her junior brother needed to find the sun’s daughter, the raven called all his
dependent birds and one of them helped him to find the sun’s daughter” [10,
p. 125]. She also cites a complex of myths of Turkic peoples of Siberia about
getting the fire where the birds appear. According to Yakut myth, in ancient
times when all the people lived together the strong wind put out the fire
got by the people. “Then various birds began to bring the fire for each clan
separately: these clans began to consider them their idols. Among these birds
are: swan, hawk and eagle [10].

The subject of the fire, the sun and natural cataclysm makes similar the
bird Gamayun with the image of Semargl (Simargl). Semargl is not a bird,
but a bird-like creature, sometimes it is a winged horse, but more often — a
winged dog. It is considered that in his image “there is a tie with the Fire-
bird”, at night he is on the watch with a flaming sword [11]. There is a direct
analogue with attributes of Simourg and Turul having a flaming divine sword.

One of primordial, initial images summing all the splendor of meanings
of iconography and symbolism of sacred birds of Eurasia — to my mind is the
picture on silver bowl from Bartym (region of Perm in Russia). Symmetrical
composition of two peacocks standing at the bowl with elixir of life in details
repeats the picture on the so-called Albanian capital discovered during
excavations of the ancient settlement Sudaghylan near Mingachevir on the
territory of Azerbaijan in 1949. The bowl was for the first time described by
O.Bader [12], but in 1962 in L.Matsulevich’s post-hunous publication it was
supposed that Bartym bowl had a Transcaucasian origin. Bartym peacocks
differ with their mixo-morphousness: the picture is as if compiled of fragments
of various creatures including a man. These are traces of much more ancient
syncretic image of a sacred bird common for peoples of Eurasia.
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But the hypertypical image of the sacred bird and bird-like creatures
crosses borders of Eurasia and takes us to Central America. The image of
feathered snake — Kukulkan having many common features with sacred
birds of the Turkic world appeared here. In the investigations of a series of
western and Turkic scientists of the XIX-XX cc. such as O.Rerig, S.Vikander,
B.Ferrario, A .Karimullin and others there was established that languages
of American Indians, first of all, Sioux and Maya “belong to Ural-Altay
family of languages and in this family they are closer to Turkic-Tatar group”.
For example, in the language of Maya the falcon is called “tucan” which
corresponds to Turkish “dogan” and ancient Turkic “togan”. But on this basis
the above-mentioned researches came into conclusion that “American Indians
are migrants from the Great Asia” [13, p. 24]. From our point of view, genetic
affinity of languages, mythology, ornaments, rituals, martial code and other
spheres of culture of Turkic, ugor and aboriginal peoples of America testify
to community of their origin in remote historical past.

In the history of the world civilization Morris Kotrell drew attention to
universal role of the sacred number 9. His researches began with the analysis
of numerical meanings of various groups of objects discovered in the graves
of the rulers of Central America. He ascertained that “coffin’s cover of the
ruler Virakocha Pachakamak was fastened to sides with three triple stripes
on each side (9,9,9,9). Corners were fastened together with such a number of
stripes... The tomb became the last place of the rest of Virakocha Pachakamak
and his 8 companions, in all 9 men. Corner cramps of tsar’s funeral carriage
were nailed with nine tacks and there were 9 bronze plates in the carriage”
[14, p. 290]. Such numerical appropriatenesses were discovered by M.Kotrell
when investigating the tomb of Egyptian pharaoh Tutankhamen who was
buried in 9 coffins put into each other.

Just M.Kotrell has for the first time made up his mind to understand the
symbolic meaning of “migrant subject” ofa whole series of ancient civilizations
presenting the picture of 9 the so-called “prisoners”. Nine prisoners tied
together by necks and in hands were depicted on the door stamps and on
the stamps of objects from Tutankhamen’s tomb” [14, p. 291]. The fresco
“Prisoners” from Waka Kasa Viekho in Peru depicting nine men following
each other differs according to its iconography. Such a compositional scheme
was reproduced on one of bareliefs of Kheti I in Egyptian Karnack. It depicts
prisoners-shashu banished from Egypt together with gessoes. According




N1 (67) Incasanat vo madaniyyat problemlori / Problems of Arts and Culture / TIpo6aeMbl HCKYCCTBa 1 KyJILTYpbl
yyot p! P!

to L.Gumilyov, gessoes are one of nomadic Turkic tribes who occupied
Egypt. After the accession of “kings-shepherds” as gessoes were called here,
all spheres of social life were cardinally reformed in Egypt and there was
introduced actual monotheism embodied in the image of the god Aton. These
pages of history of Egypt are known as the epoch of pharaoh Ikhnaton. There
appears such a question: didn’t Turkic tribes bring monotheism to Egypt and
isn’t the number 9 one of attributes of the Most High?

In order to answer this question let’s appeal to results of fundamental
investigations of the Ambassador Extraordinary and Plenipotentiary of
Azerbaijan Republic in the Republic of Poland Mr. Hasan Hasanov “Maiden
Tower: Kimmery-Scythian sanctuary devoted to fire goddess Tabiti”.
H.Hasanov’s investigation being notable for radical statement of questions
about historical origin of Azerbaijan culture and as a whole Turkic civilization
is full of unexpected comparisons and parallels, masterly new interpretation
of already well-known facts. In this book, as well as in unpublished work
“Buta. Scythian-Saco-Turkic relic and ornament” (the author of the paper is
a scientific editor of this work and has got acquainted with it in manuscript)
H.Hasanov puts forward the hypothesis about the fact that Baku in ancient
times was one of cities having the status of “the hub of the universe”. As it is
known Heliopolis, Delphos, Babylon, later Rome and Jerusalem were such
cities. In 714 B.C. in honour of victory of Kimmery-Scythian troops over the
tsar of Urartu Rusa I there was built a temple in Baku devoted to Scythian
fire goddess Tabiti dated officially from the VI-XII cc. A.D. Maiden Tower
is a monumental eight-tiered construction which according to H.Hasanov’s
opinion has in plan a form of a well-known ornament buta. Buta symbolizes
the fire, the Great Mother and a sacred plant of Turkic peoples — juniper. The
flowers of the juniper have a surprising feature — it has 8 petals.

Thus in the VII c. B.C. tsarist Scythians migrated to Azerbaijan and merged
with chimeras in a single Turkic people. As far Herodotus reminded about
“pantheon consisted of eight gods” of Scythians. According to H.Hasanov,
the Scythian pantheon consisted of eight gods “integrated kimmery-shaman
tradition” [15, p. 6].

As Scythian pantheon consisted of eight gods is evidently in keeping with
eight-tiered monument, the researcher masterly “settles” representatives of
Scythian pantheon to the floors. Upwards it is as follows: on the first floor
there “lived” the goddess Api, on the second — Tabiti, on the third — the god
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Tagimasad, on the fourth — Argimpasa, on the fifth — Goytosir, on the sixth —
Kerakle, on the seventh — Ares. The eighth floor occupied Scythian god Papey,
the equivalent of Greek Zeus and all-Turkic Tengri. The settlement of each of
them to the floors of the tower has its logic explanation. Let’s cite a fragment
as an example: “The settlement of the highest goddess Tabiti on the second
floor is predetermined so that firstly altar — niches of the fire begin from the
second floor, secondly, Tabiti as fire goddess can be placed between the Earth
(Api) and the water (Tagimasad)” [15, p. 34]. Thus owing to H.Hasanov’s
investigation the architectural-planning structure of Maiden Tower has for the
first time got comprehensive interpretation from the point of view of ancient-
Turkic outlook.

The point is that in plan MT presents an exact form of nine. If to take into
consideration this fact there is built the whole succession of numbers ended in
nine. It is well known that 9 is the number of Tengri in Turkic tradition. Let’s
mentally build one more floor over MT. What is it? It is the sky. Everlasting
Blue Sky — Tengri. The absent metaphysical ninth floor is seen to Tengri from
the sky, to us in plan in the form of the number 9 or in aerial photography.

The recognition of 9 as a semantic culmination of the image of Maiden
Tower opens new possibilities for conforming the conception of Turkic origin
of the monument carried out by H.Hasanov. First of all we must remember
that professor Davud Akhundov put forward the hypothesis about two
tower temples identical in form on the territory of Baku, one of which is
lost. It is well seen in his draft of the reconstruction of “the ancient town
Atesh-i Baguan” [16, p. 75, pic. 98]. But in the draft both buttresses have
similar orientation to cardinal points. In my opinioin, the buttress of the lost
temple had the opposite orientation regarding the analogic element of the
preserved Maiden Tower. From the bird’s eye it emerged as 69, i.e. eternal
rotation, eternal movement, eternal change of seasons, yearly cycle, temporal
cycles in general. That’s to say, eternal calendar, if to express by means of
traditional terminology — the first calendar appeared in the condition of polar
hyperborean civilization. Some modern authors (F.Mouete, 2004; A.Dugin,
1993; A.Demin, 2004; A.Asov, 2004 and others) directly ascertain that Turks
are hyperborians. From this point of view tengrism and shamanism is a
fragment of polar hyperborean tradition.

Analysing the Scythian divine pantheon H.Hasanov compares it with
gods of Egypt, in particular, carries out parallels between Tabiti and Tefnute,
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Goytosir and Osiris. Indeed, in such a religious centre as Hermopolis the rule
of ogdad, eight gods but there are no direct analogues of Scythian gods. But
in Heliopolis which is known as “the hub of the universe”, there was revered
the ennead, i.e. nine gods and the god-creator Ra-Atum headed it.

Then H.Hasanov shows that MT was built in the city which was
considered to be “the hub of the universe” and comes to the conclusion
that “Maiden Tower was built in the “Center of the World”, personified the
“World mountain”, had the “World pillar” for vertical movement of shaman”
[15, p. 29] and symbolically rested on Polar star, which to my mind once
more affirms polar hyperborean origin of the Turkic civilization. There is no
information indicating that Polar star is connected with the number 9, but it is
known that 8 symbolizes the planet Venus.

At last one more argument can be adduced in favour of the fact that divine
plan, upper regions of the Being which are embodied in the architecture of
MT are symbolized by the number 9. Morris Kotrell reminds about biblical
code of the devil — 666 and as the last is contrary to God, the researcher insists
that divine code is 999. Just this opposition of codes could be reflected in the
composition of two towers orientated to opposite cardinal points.

Fragments of tengrism in shamanism of Mongols preserved this tradition
in the form of mentioning of 9 or 99 Tengri. It is, for example, “9 Sulde
Tengri”. In the epos “Oghuz-name” there is told that Oghuz khan found his
lost horse on the ninth day, “he placed ninety marquees with peaked domes
on the earth, covered silk carpets in ninety places, nine tumans were paid
him tribute from Georgia”, there was also reminded “nine black-eyed, bright-
faced, tall girls” [17] etc.

Sacred number 9 is also reflected in the Turkic heraldry. Three closely
placed circles making an equilateral triangle are depicted on the flag of Timur
empire. This is a symbol of miraculous stone of Chantamani embodying vital
cycles, keepers of which are 9 Strangers according to Indian mythology.
Now this symbol in a slightly changed form is known as Roerich’s sign.
Chingiskhan’s personal standard was white nine-legged toug (banner). In
Ottoman Turkey there existed a tradition of honouring of the number 9: here
“nine-spired white toug-bunchuk (or nine bunchuks) symbolized Turkish
sultan’s dignity” [18, p. 39-40].

Conclusion. Completing this review I’d like to make a quotation from
the Russian historian (kumyk by nationality) Murad Hajy: “The sky in Turks
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was divided into nine tiers and there was profound meaning in it. Hence is
the hierarchy in temples — tengrian priests had nine ranks. All from God,
everything as in God... Nine was the number of Tengri. In it there is three
in three times” [19, p. 156]. Thus the structure of Turkic outlook is based on
objective principle of systematic triads known from thermodynamics.

As we made sure the image of a sacred bird and symbolism of the number
9 in Turkic culture are connected with such signs as height, divine being, fire,
the Sun. The least evident, but more ancient layers of symbolic meanings
should be considered to be geographic direction “north” and astronomic
orientation towards the Polar star.

Turkic civilization side by side with some other cultures is one of
successors of ancient initial (Primordial) Tradition. The community of certain
symbols indicating upper regions of the Being in Turkic, Egyptian, Indian,
especially Mesoamerican culture testify to a single source of their origin, but
not about interinfluences of these cultures.
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ortegin Salamzada (Azarbaycan)

Tiirk madaniyyatinds Varhigmiist qatlarinin romzlarivaikonoqrafiyasi

Tiirk madeniyyetinin Varligin iist qatlarinin romzlari moqalade ham badii
obraz, hom doraqom kodifikasiyasi asasinda nozoarden kegirilmisdir. Maqgalanin
birinci hissasi Tiirk diinyasinin miigeddes quslarinin ikonoqrafiyasina, ikinci
hissasi iso miigoddas rogom olan 9-a hosr olunmusdur. Biitiin quslar heraldik
romzlori, dovlstlorin yahud siilalalorin gerblori olmus, ya da olmaqda da-
vam edirlor. Onlar “zirve quslaridir”, Diinya daginin vo/yahud Diinya aga-
cmin zirvasinds tontons ilo oylosirlor. Onlardan bozilorinin, masalon, Turul
va Simurgun atributu ilahi odlu qilincdir. Quslarin oksoriyyatinin ikonoqra-
fiyasinda he¢ olmazsa bir element — tosvirin bir hissasini tovuz qusu ils eyni-
losdirmaye imkan veran yelpikvari quyruq var.

Tiirk onanasinde 9 Tanr1 rogemidir. Tanrigiligin mongol samanliginda gi-
riglart bu snanoni 9 yahud 99 Tanr1 formasinda goruyub saxlayir. 9 miiqod-
dos ragomi homginin Tiirk heraldikasinda oks olunmusdur. Masolon, Osman
imperiyasinda doqquzmilli ag tug-buncuq Tiirk soltaninin yiliksok monsobi-
nin romzidir. Hom miigaddas qus, ham do 9 ragominin simvolikas1 Tiirk me-
doniyyatinds zirve, sacdagah, alov, Giinos kimi oslamatlorlo baglidir.

Acar sozlar: ikonografiya, Tlrk madeniyyeti, miiqaddes quslar, romzlar,
9 roqomi.
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Ipmezun Canamszaoe (Azepoaiorncan)

CuMBoJIMKA M NKOHOTPa(us BePXHUX pernoHoB BbiTus

B THOPKCKO# KYJbTYype

CuMBONHM3M BEPXHHUX PETHOHOB OBITHS TIOPKCKON KYyJIBTYPBI paccMaTpu-
BAEeTCs B CTAaThe KaK HAa OCHOBE XyJ0XXECTBEHHO-00pa3HOM, TaK M YMCIOBOU
kogudukanuu. IlepBas 4acTh CTaThU MOCBSAIICHA MKOHOTPa(QHH CBAIICHHBIX
IITUL] TFOPKCKOTO MHpa, BTOpasi — CHMBOJIMKE CBALIIEHHOTO uncia 9. Bee nTu-
bl OBUTM WJIH TIPOIOJDKAIOT OCTABATHCS TePaIbINIeCKUMH CHMBOJIAMH, Tep-
06aMy ToCcyaapCcTB WIM AMHACTHIA. Bce MTHUIIBI SBISIOTCS «BEPUIMHHUKAME,
BOCCEJAIOT Ha BepIrHe MupoBoi ropsl u/wim MupoBoro apesa. ATpuOyTom
HEKOTOPBIX U3 HUX, Hanpumep, Typyna u Cumypra, sBisieTcst HebecHsIi (00-
KECTBEHHBIN) OTHEHHBIH (TJITaMEeHHBI) Med. B nkonorpaduu GoibpmnHCTBA
NITHIL TPUCYTCTBYET XOTSI ObI OUH JIEMEHT — Beepo0oOpa3HbIii XBOCT, IT03BO-
JSIFOINUHN UASHTU(DUITUPOBAT YaCTh U300pakeHUsI C TaBIMHOM.

B tropkckoit Tpagunun 9 ssisercs yuciom Tenrpu. OCKOJIKM TEHIpUaH-
CTBa B IIAMaHW3ME MOHTOJIOB COXPAHWIU 3Ty TPAAMULUIO B (popme yrmomu-
HaHuA 9 win 99 Tenrpu. CBslIEHHOE YUCIO0 9 OTPaX]KEHO TAKKE B TIOPKCKOU
repanpauke. Hanpumep, B OcMaHCKON UMIIEpUH IE€BATHILTIBHBIA OeIbIii
Tyr-OyHUyK CUMBOJIM3UPOBAJ CaH Typeukoro cyiaraHa. M o6pas cBaieHHON
NITULBI, 1 CUMBOJIMKA YuCia 9 B TIOPKCKOW KYJbTYpe CBSI3aHbI, IO KpaitHel
Mepe, C TAKUMU MPU3HAKaMH, Kak Bepx, 00kecTBo, oroHb, CoHIIe.

Knrwouesvie cnosa: nkoHorpadusi, TIOPKCKasi KyJabTypa, CBSIEHHbIE TTH-
IIbI, CHMBOJIMKA, YMCJIO 9.
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THE TRADITIONS OF THE EAST:
THE TYPOLOGY OF MENTAL CODES OF THE
ARTISTIC THINKING AND ARTISTIC PICTURES
OF THE WORLD

Abstract. In the course of this study, the systems of truth and artistic thinking
were examined that ignored the Aristotelian law of the excluded middle: these are
nondualistic and pantheistic-monistic systems. These systems had a significant
impact on the medieval art of the East, forming a particular picture of the world of
art. The formulas of a nondualistic system are: “A is not identical to A, therefore
Ais A“, “Ais A, therefore A is not A”. In the meantime, * there is neither A,
nor not -A”. These absurd and paradoxical formulas permeate the entire Far
Eastern thinking and can be found in the Taoist, Ch’an and Zen texts, as well as
in Nagarjuna and appear in the method of the Far Eastern Art (“Draw a bamboo,
become a bamboo, and then forget all about bamboos”) [18, p.806-811].

The masterpieces such as “The Patriarch chops a bamboo” (a medieval
master) and “The Patriarch and a tiger” use an exclusive logic of psychic
automatism. Some of “Sumi-e” pictures, especially the works of Toyo Sassu
can be generally regarded an abstract expressionism.

The pantheistic monism pervades the entire medieval Islamic art. It
manifested itself in architecture, book miniature and decorative arts

Pantheism-monism, which is a monistic system of truth, stands out in this
research work, as the non-duality of the Far East does not prove to be a strict
monism (Teachers of Zen would say: “Neither two nor One!”). “Vudjudism”
deals with the Unity of Living, while the non-dualism of Mahayana and Zen
looks into the emptiness of “Shunyata”.

As insists, Dr. Sc. Prof. A.A.Salamzade, [ 16, pp. 93, 94] the lauguage of the pure
monism doesn’t know “Nothing” or Zero. By A.G.Dugin this ignorance was typical
to the Premordial Tradition [6]. But the most distinct expression Monism has got
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in conception of the “only Being” by Ibn al — Arabi (“vahdat al-vujud”) and then,

just, in the princip of Islamic Monotheism. Muslim Monism is not only identity of

“1” itself (“1=1"), but also the conscious rejection from the dialogue with Unbeing

(“1-0=17), as the rejection of Zero, which can be ignored as a resalt of its unexist.
Key words: logic, tradition, monism, Islam, world picture, typology.

Introduction. In the early twentieth century the foundations of the
Aristotelian logic experienced a shake and the three-valued logic of Gddel,
Lukasiewicz and von Neumann emerged, while Marxists brought about the
dialectical law of the unity of identity and difference [10]. In the meantime,
multi-valued algebraic logics emerged in the West, while all these disproved
“the law of the excluded middle”. (L-Zade).

In later periods it was revealed that multi-valued logics have existed for
thousands of years in the East. One tetra-lemma of Nagarjuna alone consisted
of four members.

K. G. Jung [12] and E. Fromm were the first ones to pay attention to the
paradoxical non-dual logic. Later, D.T. Suzuki investigated this phenomenon
through the lens of Zen Buddhism [18] and T.P. Grigoryeva [§8], V.V. Malyavin
[13] and E. Zavadskaya [24] spotted this logic in the Far Eastern traditions.

The basis of the philosophical methodology of this study is the concept of
“plurality of worlds” by H. Everett and the “multiplicity of reality tunnels” by
R.A. Wilson. [23]. The present study used methods of typology of cultures,
typology of art, formal logic and information science, psychology, artistic
analysis. Methodological basis of research is a comparative analysis.

The Mental Codes of the nondualistic system of truth and artistic thinking.

The dualistic artistic picture of the world evolved already in the antique
aesthetic thoughts, while it did not gain any sufficient expression in the
Classical Greek and Roman art (the antique theatre reverberates it in its fullest).
The aesthetic categories are constructed based upon the principles of dual
pairs in the ancient aesthetics (“beautiful and ugly”, “tragic and comic”, etc.),
which is very uncommon to the Far Eastern aesthetic thinking. Successively
these binary constructions were inherited by the Western European aesthetics.

A different system of truth and a different artistic world picture lies behind
these properties of the Far Eastern art, which is closely associated with the

practice of Chan Buddhism and Zen.
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In Zen “higher affirmation extending beyond the limits of the logical antithesis
of a simple affirmation or denial” is far more valued [18, p 382]. The Zen logic
refutes the logic of Aristotle: “We usually state that “A” is “A” and “A” can never
become “B”. However, in a worldview of Zen “A” isnot “A”, and as a consequence
“A”1s “A”” [18,p. 404]. From this standpoint, a being is not a being, and a unit
does not equal to a unit; a unit is zero, but a being is a non-being. As A equals to
non-A, which is also affirmed by patriarch Chan Huey-nen, “the true mind is not
amind” [4]. Accordingly, a spontaneous unconscious or over-conscious character
of the creative process in the art of Chan and Zen appears from this understanding.
A more significance is attached to the understanding “absence of mind” (“musin”
in Japanese and “u-sin” in Chinese) or absence of thoughts (“munen” in Japanese
and “u-nyan in Chinese) in Chan and Zen aesthetics of art, which is necessary in
the artistic creativity [18, p.806-811].

In the opinion of V. V. Malyavin “desire to depict the metamorphosis
of things,” pushed the artist to ensure that the image is reduced to “pure
expression”, “which is carried out in a spontaneous non-duality of intimate
interior and decorative exterior” [13, p. 172].

The greatest impact Chan Buddhism had in the work of many artists
of the XIII century, namely Mu Qi, Liang Kai, Ying Yujian [13], whose
paintings reminiscent of the creations of Kandinsky and American abstract
expressionists. as well as the abstract expressionists of the XX century, the
Chinese masters of the XIII century were guided by the creative method of
psychic automatism and spontaneous improvisation, which naturally flowed
from Chan principle of a “no-mind” and “lack of thought”.

Chan also had an impact on the artists of flow “wen-jen-hua” (“the painting
of men of letters”) of the XII century, particularly in calligraphy and painting
Mi Fu. [24]

Regarding the poetry, it can be said that Chan has formed the entire poetry
of the era of Tang and, in particular, already mentioned Wang Wei and Monk
Zhao-Jian. [20]

The word “Chan” is the Chinese transliteration of the Indian word
“dhyana” (deep meditation, reaching to the “samadhi”). However, if the
Indian “dhyana” is a complete death of the mind (“nirodh”) and its complete
distraction from any of objects, then Chan and Zen tend to enter the activity
of “mind”, or rather of “no-mind” in “satori”. “Satori” is mobilizing of all the
forces of the organism and the enlightment in the “Dasein” (Haydegger).
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A great Japanese poet Matsuo Basho, who was taught Zen-training from
Bankai, was guided by permanent ““satori” in his work. Basho told his disciples:
“haiku and no other thoughts,” or another “haiku should be written ahead of
the idea”. [2, p. 27] Outstanding Zen painter Toyo Sassyu also tended to the
complete psychic automatism and improvisation. Zen also indirectly influenced
the masters of Japanese prints “Ukiyo-e”” Hokusay, Hiroshige and others.

The law of the dialectical unity of identity and difference originated in
ancient Indian philosophy and penetrated deeply into Zen, where it is called
“bhedosokusyabetsu, syabetsusokubhedo”, i.e. “the identity in difference and
the difference in the identity.” Its effect can be illustrated in a haiku by Basho:

“All the vines look alike.

And gourds in autumn?

No identical of two!” [11, p. 256]

The pantheistic monism and Sufi art picture of the world.

From the perspective of monistic doctrines, on the contrary, all that exists
is only being, non-being does not exist.

If in the dualistic art picture of the world beauty and ugliness — are the
equal independent origins, then in the monistic art picture of the world of
binary opposition there is just no “beauty-ugliness”, because it recognizes
the existence of beauty only, and as if ugliness does not exist. This monistic
concept of beauty we see in Sufi aesthetics and the art of the Muslim East.

With this monism, to non-recognition of the availability of alternatives
to good and beauty is related one feature of the miniatures of the Muslim
East, about which we can say by words of Pitirim Sorokin: “The vulgar, low,
ugly, abnormal, bizarre cannot be the subject of such art. Even if the negative
values are selected for the image, they also get embellished ... “[17). This trait
of eastern miniature notices Niyazi Mehdi: “... in the art of miniatures the
images of ugly were minimal, peripheral. Sometimes portrayed, as is evident
from the Azerbaijani miniature “Battle Tahmuras with divas”, ugly, terrible
looks of fantastic creatures, but it is the fabulousness of these images that
seems to weaken their negative impact on the decorativeness of the image...
In general, decorations were incompatible with the ugly for the medieval
artist” [14, p. 3-21]. We can say that sometimes eastern miniaturist so
embellished and ennobled the things that are considered to be ugly portrayed
in the miniatures, that they were already a few strange, bizarre manifestations
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of the beautiful, not the ugly. Of course, in the eastern miniature of classical
period were found the death scenes of characters, for example, in the battle
scenes, but they are fabulously surreal, unreliable and in no way are designed
for catharsis.

Possessed a monistic understanding of the world. Shaytan, from the Islamic
point of view, is not a worthy adversary of God, for they are incommensurable.
Allah is great, and shaytan negligible. “Allah is beautiful and loves beauty!”
- says a well-known hadith. Mosque - a house of Being, of spirit, there is no
place for unspiritual. All Sufi teaching that is reflected in the eastern miniature
permeated with the spirit of pantheistic-monotheistic monism.

Muslim miniature, especially Tabriz miniature, is a vivid embodiment of
the idea of “Unity of Being”, which is called vudiudism. Firstly, all the works
of Tabriz miniaturists of the XVI century, i.e., the heyday of the school, are so
the integral and permeated by the unity of all the figurative elements that we
can only marvel at the skills of the artists of the school of Sultan Muhammad.
Secondly, many of the miniaturists display not a literary plot of illustrated
manuscripts, but the model of the whole universe. These are “Majlis at
courtyard of Sam Mirza” of Sultan Muhammad, miniatures of Mirza Ali or
Agha MireklIsfahani (“Khosrov and Shirin listen to stories of the maids”).
These miniatures represent Sufi conical model of the universe that can be
seen from their cone-shaped compositions.

Conclusion.

1) For the first time it was revealed in this work that in artistic creativity, in the
world of art prevailed non-Aristotelian logical-information codes. This was
shown by the example of the Muslim, and especially the Far Eastern art.

2) The artistic structure of the Quran and its semantic content is dominated
by “Aristotelian” logic-information codes, rigid dualistic logic, which
eliminates paradoxes. On the contrary, in Sufism and Sufi art, particularly
in the eastern miniature, architectural decoration, etc. are dominated by
monistic mental codes. (“1=1", “1-0=17)

3) It has been shown that none of the existing systems of truth, based on
Aristotelian and non-Aristotelian codes cannot claim to be the absolute
truth.

4) In the non-dualistic removal of subject-object separation lies a great
danger.
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However, it is the objective (the removal of the opposition) that Zen

pursues. As in the tank of Setetsu:

“In the dark night

What will I pour in one

With my heart?

It is autumn lightning

That flickers in the clouds.” [11]

5) And so we come to the conclusion that the differences in systems of truth,

6)

types of artistic thought and artistic pictures of the world stem from the
neuro-linguistic programming and subtle energy centers, in particular
right-hand “causal” (a term by K. Wilber) heart and “love center “in the
heart chakra. The centers studied by M. Eliade [7] and K. Wilber [22]
behave differently according to the “nested” program. If you enter content
of Surahs “Al-Fatiha” and “Al-Ikhlas” into them, they will contribute to
the development of the supernatural discrimination of consciousness and
become the “point of non-identity” [19] of man and of the world, man
and God, which corresponds to the Islamic worldview. If you enter Hindu
mantras in them and let the archetypes of Hindu deities into them, then
they will turn to identical Atman in Vedanta Brahman. If we let vacuum
fluids (or emptiness) in them in the tradition of Chan and Zen, then they
will turn into “u-sin” (Chinese) or “mu-sin” (Japanese) - “empty” or
“absent” heart, ready to merge with nature and to the implementation of
the “suchness” ( “tathata”). Therefore, in poetry and painting of the Far
East, the main thing - the landscape, the scenery, but of course, refracted
through the meditation on consciousness. And in poetry and painting
of the Muslim East, in particular Azerbaijan, the main thing is a man, a
carrier of “points of non-identity.” Nessesery to say that pluralism of the
mental codes is not pluralism of Absolute Truth.

Thus, the Muslim art developed under the influence of both Islam and
vudjudizm-pantheism. It is necessary to add here the Turkic, Arab, and
Persian local ethnic traditions.

The Far-Eastern art with its metamorphoses of dualism (“yin-yang”) and
non-dualism (in Taoism and Chan) also developed under the influence of
many factors: the irrational Taoism and Zen Buddhism and the rational
Confucianism.
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Tahir Bayramov (Azarbaycan)

Sarq ananalari: badii tafokkiir kodlarimin va diinyanin badii

monzarasinin tipologiyasi

Professor ©.9.Salamzadonin iddia etdiyi kimi sirf monizmin izhar dili
riyazi sifirin “he¢ no” anlayisini tanimir: bels ki, A.Duqinin fikrino géra bu
bilmamazlik on ilkn ananayas xas idi. Lakin monizm 6ziiniin on aydin ifadesini
Ibn ol-Orobinin “vohdat al-viicud” adlandirdigr Varligin Vohdaniyyati kon-
sepsiyasinda vo sdzsiiz ki, Islam monoteizmi nazariyyasinds tapmisdar.

Amma onu da demak lazimdir ki, miisalman elminda riyazi sifir anlayisi
N.Tusi vo onun kimi bagqa alimlorin asarlorindon artiq molum idi. Ona goéras
do miisolman monizmi tokca Vahidin 6z-6zii ilo eyniyyati («1=1») deyil, hom
do Onun yoxlugla («1-0=1») dialogdan imtina etmosi, daha dogrusu sifirin
istisina olunmasdir, ¢iinki geyri-mdvcudlugu sobabindan onun (yani sifirin)
iizorindon rahathigla vaz kecils bilor.

Advayta-vedantanin, mahayanlarin, qismen daosizmin geyri-dualizmi va
xiisuson Can/Dzen-buddizm variantlari, sol yarimkiiroys xas olan rasional
diisiinconin dgqital (rogomsal) kodunu dagidaraq oavozindo “ani holl olunan
nirvana’ni (A.Kurayev) toklif edir. Buna baxmayaraq yaxud da biitiin bun-
larin sayasindo Can vo Dzen Cin vo Yapon badii tofokkiiriine giiclii tosir edo
bilibdir. Onlar Van Vey, Tszyao Jan, Mi Fu, Masuo Basyo, Utamaro, Xirosiqe,
Xokusay, Toyo Sessyu kimi gérkomli rossam, xottat vo sairlorin yaradiciligi-
na tosir etmigdir. Homginin Dzen samuraylarin 6liim estetikasina (Misima) vo
harbi sonata tosir etmisdir.

Islam monizmi do («vohdoat ol-viicud») homginin tiirk-miisolman, sufi
incosonating: moascidlorin memarhigina, kitab miniatiirloring, xottathiga,
ornamenta tasir etmisdir. Deya bilarik ki, qeyri-dualizm 6z “realliginin tune-
1i” ii¢lin haqigotdir (dualizm — 6zlinlinkii, monizm do — 6ziiniiniikii G¢iin...).
Lakin mental kodlarin pliiralizmi he¢ do Vahid olan Miitloq Hoqigatin pliira-
lizmi demok deyil, ¢linki O Tok vo Ayrilmazdir.

Acar sozlar: montiq, onond, buddizm, monizm, islam, diinyanin monzorasi,
tipologiya.
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Taup baupamoe (A3epoaiorncan)

Tpaauuuu BocToka: THIOJIOTHS KOIOB XY/10:KeCTBEHHOI'0

MBIILIEHUS U XY10:KeCTBEHHBIX KAPTHH MUpA.

SI3BIK YMCTOTO MOHHM3MA, Kak yTBepxkaaeT mpod. D.A.Canamsase, He 3Ha-
€T «HHYTO» MaTeMaTH4ecKoro Hyis: mo A.Jlyruny, 3To He3HaHUE ObLIO MPH-
cyme M3nagansHoit Tpamuiuu. Ho Hambosnee 4€TKoe BBIpa)KEHHE MOHU3M
MOJTYYHJI B KOHLICTIIIMH eqUHCTBEHHOCTH bbitus M6H an-Apabu («vahdat al-
vujud»), a TakKe, COOCTBEHHO B CAMOM TPUHITUTIE HCIAMCKOTO MOHOTEH3MA.

OnHako HaJO CKa3aTb, YTO MATEMATHUECKUN HYJb ObLIT U3BECTEH MYCYJIIb-
MaHckoi Hayke H.Tycu u ap. [Toatomy dhopmyna MycyaTpMaHCKOTO MOHH3MA
— 3TO HE TOJBKO CaMOTOXJIECTBEHHOCTh €IUHUIIBI («1=1»), HO U cO3HaTENb-
HBII 0TKa3 OT aAuasiora ¢ HeObITHEeM («1-0=1»), T.e. UCKIIIOUEHHE HYJISA, KOTO-
PBIM MOXKHO NPeHeOpedb UMEHHO B CHITY €T0 He-CyII[eCTBOBAHHS.

He-nyanusm anBaiita-BeJaHThl, MaxasHbl, OTYACTU JTA0CU3Ma, U, B OCO-
OEHHOCTH, YaHb W J39H, pa3pyllaeT AUTHTAIBHBIA KOJ JIEBOIIOIYIIAPHOTO
PalMOHAJIBLHOTO MBIIUIEHUS W MpeJiaratoT B3aMEeH «OBICTPOPacTBOPUMYIO
HupBaHy» (Kypaes).

HecMmotps Ha 370, min e Onarogapsi BCeMy 3TOMY, YaHb U JI39H OKa3aju
CUJIbHENIIIEE BIUSHUE HA XY/I0’)KECTBEHHOE MBIIIIJIEHUE KUTANIIEB U SITIOHLEB.

OnHu OKkazajy BIUSHUE HAa TAKUX 3HAYUTEIHHBIX XyJO)KHUKOB, KaJUIUTpa-
¢oB u mosToB kak Ban Beii, 1350 Xanp, Mu @y, Mamyo bac€, Yramapo,
Xupocurs, Xokycait, Toé¢ Caccro. [[3eH Takxe MOBIUSI HAa caMypaiCKyro
acretuky cmeptu (FO.Mucuma) u 60eBbie UCKYCCTBA.

Ncnamckuit Morm3M («vohdat al-viicud») Takke moBius1 Ha Bce cepsl
TIOPKCKO-MYCYJIBMAHCKOTO, CY(QHICKOTO UCKYCCTBA: apXUTEKTYpy MeueTei,
KHIDKHYIO MHUHHATIOpY, KauTUrpaduio, opHaMeHT. MOXHO CKa3arb, 4TO He-
Jyajau3M MCTUHEH JUISl CBOET0 «TYHHEIsI PEaIbHOCTH», AyaJlu3M — Ui CBO-
€ro, MOHU3M — AJis1 cBoero. Ho rropann3M MEeHTaJIbHBIX KOJAOB HE 03HA4aeT
nopanmu3ma AdbcomorHoit Mctunsl, kotopas Ennna.

Knrouegwie cnoga: norvika, Tpaguuus, Oyaau3m, MOHU3M, HCIaM, KapTHHA
MUPA, TUITOJIOTHSL.
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AFSHARI CARPET “SONGUR” (SONGOR)

Abstract. In the paper the origin of the unique and well-known design of
the carpet of Afsar «Songur», design features and semantics of decorative motifs
performs as the subject of research. At present in private collections, mass media,
and in the descriptive texts on carpet drawn up by foreign companieson the sale
of goods «Songur» is presented as a Kurdish carpet art. However, it is disturbing
to present various sources of carpets, such as «Kolyayi», «Sirjan», «Hamadany,
«Zanjany, «Saraby, «Kalardasht» and even «Khotany. Pointing to this issue in the
article, it is proved that the territory of carpet is Turkish-Afshar origin.

Key words: Afshar, Songur, Turkish carpet, nomadic, tribal carpet.

Introduction. The unique and recognizable design of the carpet «Songur»
1s indicated in world collections, dealer sites and Internet resources under the
names indicating its various geographical origins. These conflicting names for the
same design create confusion when classifying this carpet. The appearance on the
market of numerous replicas further complicates the situation. Obviously, there
is a need to understand the authenticity of the cultural and historical environment
in which it appeared. Considering that the carpet was created by nomads and
contains an original design, a stable ornamental potential and symbolism of tribal
traditions, the ethno-cultural “soil” of its origin should be clarified.

The interpretation of the main material. The first question that needs to
be answered is: Who are the creators of this carpet? And only after the answer
to it do the geography of the origin of the carpet.

The same design of the carpet is designated under different names: “Koli-
ai”, “Songor”, “Sirjan”, “Hamadan”, “Zanjan”, “Nakhavand”, “Sarab”. This
design can be found even under the name «Khotan». This confusion reflects
more than carpet replicas. Among them are authentic carpets.
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The traditional design of any tribal carpet is a local cultural phenomenon
and its authenticity is associated with the specific ethno-cultural environment
and traditions that gave rise to it. Wherein. The evolution of design is important.

Analysis of 74 published for free access copies of this carpet in collections
and dealer descriptions, revealed that the most numerous names are “Koliai”
and Sirjan . Next, to decrease, follow: «Songor», «Hamadany», Zanjan «,»
Sarab «,» Nahavand «,» Kalardasht «,» Khotan «.

Let’s start with the most popular name, “Kolyai” (Koliai). Koliai is a rural
district center of Songor County. The district and the city of the same name
Songur is located in the Iranian province of Kermanshah. The main popula-
tion of the district and its villages Kurdish, Azerbaijani and Lurs [1; 2]. The
name «Songur» comes from the Turkic word «sungur» (osprey) - from the
family of eagle birds. The bird Osprey was an ancient ongon of the Turkic
tribes who founded this fortified settlement as SafavidKyzylbashs. The ma-
jority of the inhabitants of Songur speak the South Oguz dialect of the Azer-
baijani language, which linguists consider to be the Aynalu dialect [3, 43-55].
The Aynalu clan is a substrate of the Afshar and Shahseven tribes.

From the middle of the 17th century, a new, civil settlement began to
form not far from Songur, the original name of which was Kulliye. The name
Kulliye comes from the Arabic word and meant a collective place, where the
palace, the mosque, the madrasa, the bazaar, the hamam, the caravanserai
and other buildings were located in a heap. The old name - Kulliye gradually
distorted by the new Kurdish settlers, took the form - Koliai.

Thus, Koliai is the name of the district center, which is part of the Songor
district. Along with Koliai, in the vicinity of Songor there are two more vil-
lages (Qal a-ye FarhadKhan - 2 km north of Sonqor; and Qorva - 5 km south-
west of Sonqor). The spoken language of these villages is slightly different
from the Songuri dialect (azerbaijani) 3, 54].

Along with Koliai, carpets were also made in these villages. But for some
reason “Koliai” was chosen as a trade name. In the name of this carpet it
would be more correct to use the common name of the district - “Songur
carpet”.

The autochthonous population of the city of Songur associates its origin
with the Shah’s Guards of the Safavids, the Kyzylbashs of the Oguz tribe
[4]. But the ethnic history of this district begins much earlier, from the epoch
when this whole territory was part of the Ak-Koyunlu Turkoman ethno-po-
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litical confederation [5]. The Turkomans positioned themselves as a union of
the Oguz tribes.

The population and its environs initially consisted of two tribal associa-
tions - Afshari and Bayandur. Over time, the Shahsevens, also belonging to
the South Oguz group, joined this confederation [6]. The Afshars, Bayandurs
and Shahsevens, in turn, were divided into clans, each of which lived in an in-
dependent oymak (oymaq) (homeland). The population of these oymak con-
sisted of nomads - herders. The routes of their nomads extended to the north,
up to the mountain pastures of Mount Savalan.

Mount Savalan is located in close proximity to the Caucasus Azerbaijan.
Along the bed of one of the tributaries of the Araks River, starting from the
mountain range, nomads and cattle freely moved to Caucasian Azerbaijan
(across the Araks River in the village Khudaferin) to the Dzhabrail steppe and
Mugan (Caucasian Azerbaijan). Nomads perceived the ranges of Caucasian
Azerbaijan and Persia - as equivalent to their homeland. For this reason, this
group of nomads calls itself- “MoganShahseven” (Shahseven of Mogan) [7].
In the carpet attributions can be found the term «Mogan / SavalanShahsev-
en». At this time, the habitat and pastures of these nomadic tribes were not yet
divided between the Russian Empire and Iran.

Today, Afshars, Shahsevens, Qashqai, Qajars, Bayanduri, Baharlu, Ayna-
lu and many other Oguz ethnic groups on both sides of the Araks River are the
main subethnos that formed the modern Azerbaijani nation of the Caucasus
Azerbaijan.

The ethnic Kurds, nomads of Songur district and southeastern Kurdistan,
also experienced the cultural influence of the Oguz tribes. After the Gulistan
Peace Agreement of 1813 between Persia and Russia, many Kurds of this re-
gion were resettled in Caucasian Azerbaijan (Muslim Kurds voluntarily and
Kurds Yezidis forced.) The Kurds of the Songur district had close contacts
with the Afshars and the Shahsevens.

Speaking of the influence of Caucasian carpets on Kurdish carpets, Pres-
ident and Founder of Claremont Rug Company in Oakland, CA Jan David
Wihnitz speaks : “To a remarkable extent, Kurdish rug-makers have always
readily adapted the antique carpet patterns of the neighboring weaving tradi-
tions into their own carpets. This is clearly seen in the nomadic and village
pieces of the Kurds of Azerbaijan and the Caucasus. The Kurds of Iranian
“the Northwest,” as they are called, adopted the prevalent Caucasian carpet
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designs of Kazak and Karabagh such as the diagonally striped field, and the
crenellated fence and stylized dragon borders...” [8]. In the future, we will
witness that Shirvan carpets also had a tangible impact on Kurdish carpets.

Another expert on oriental carpets - William Eagleton there is also no
doubt about the influence of Caucasian carpets on Kurdishs: “The overall
effect is reminiscent of some of the crude, but much appreciated, Caucasian
rugs of the late 19th and early 20th centuries” [9].

Along with the nomadic migration of carpet traditions and designs, the role
of the Silk Road trade missions should be noted. Caucasian carpets “moved”
not only along the western route to Istanbul, and from there to Europe. They
were exported along the southern route: from the Caucasus Shemakha and
Beylagans - along the route: Ardabil-Rasht-Qazvin-Hamadan-Baghdad [10].

Numerous Caucasian pilgrims who made Haj to Mecca moved along the
caravan routes of the Silk Road. They also moved the carpets of Caucasian
Azerbaijan to Hamadan in their carts, and from there to Baghdad and Mecca.

As a result of the exchange and trade between the related tribes Afshar,
Shahseven and Qashgqai, Kipchak and others, the motifs of “Songur Carpet”
appear in the carpets of these tribes. The migration of the “Songur Carpet”
design to the south of Iran, to the Kerman region, is connected with the forced
relocation of a part of the nomad Afshar from the Songur region to Sirjan.
There, the design «Songur» acquired a new name - «Sirjan Carpet».

Other names of the carpet «Songur», such as: «Hamadany, «Zanjan», «Na-
khavandy, «Sarab», which are available in dealer attributions, are associated
with routes and points of delivery of carpets to the market. The presence of the
largest carpet market in the region in Hamadan also had an impact. The carpet
delivered by the dealer from Hamadan is the acquired name “Hamadan carpet”.

As for the prefix to the name “Koliai” of the carpet - “kurdish” and “kur-
di”, it is rather a speculation or a marketing ploy. Koliai is indeed the Kurdish
settlement of Songur County and also has old carpet traditions. The design of
the carpet «Songury, its ornamental potential, and the semantics of the motifs
exclude the Kurdish origin of this design. The opinion of Jan David Wihnitz,
William Eagleton, and other experts on the impact of Turkic (Azerbaijani)
carpets on Kurdish was mentioned above.

Consider the main motifs of the carpet «Songur»:

1. A three-part “ketebe” of the central field with a red background, form-
ing a central gel (rosette) is present in the Anatolian and Shirvan carpets.
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Identical iconography of symmetrically repetitive aftoba (a jug of water for
ritual ablutionNamaz) is characteristic of Afshar and Shirvan carpets. The
background color of the gel (central outlet) is necessarily red.

2. Some ornamental motifs of the carpet contain in their «genetic memo-
ry» tamga and runic signs. Their presence is characteristic of Turkic and not
Kurdish carpets. Having turned into an ornament, Tamgas were included in
the tribal or clan symbolism of carpets.

The most characteristic motif of the central rosette of the “Songur” car-
pet is a horizontal strip (usually of black color), formed from two parallel
lines with bent ends. This basic typological motif forms a common design
basis with mirror-like bottom and top of the central field of the carpet. Such
a dividing horizontal strip is typical for Turkmen carpets “TekkeEnsi” and
“YomutEnsi”). If in Turkmen carpets this band plays the role of a dividing
border, here it is turned into an independent motif of the central rosette.

The horizontal strip in the design of the “Songur” carpet separates (unites)
the schematic and decorative motif of the Muslim talisman “Hamail” (Mus-
ka). In reality, this talisman containing a prayer written in Arabic graphics
was hung around the neck of a Muslim. Fringe or thin chains hanging from
the talisman make this motif recognizable.

The triangular (arrow-shaped) mascot form imitates the mikhrab arch
(niche) of the mosque, to which the worshiper addresses during prayer.

The symbolic combination of the ancient talisman and mihrab of the
mosque can be clearly seen on the prayer rugs of Anatolia. The presence of
the same motive in the “Songur” carpet indicates a close connection with
Anatolian carpets.

3. The mother bordure of the Songur carpet also contains a tamgas motif
transformed into a stylized dragon. The Tamga of the Bayandur tribe, which
is in alliance with the Afshars and Shahsevens, is S-shaped and perfectly suit-
ed for creating a sketchy dragon. The Bayandur tribe entered into a confed-
eration with the Afshar tribe. Tamga in the form of a dragon was also in the
state symbolism of the Apsharids.

It is well known that the tribal and clan tamgas of nomadic Tiirks were
considered to be protective signs and depicted as amulets. Such a protective
function and has a symbolic image of a dragon. In the Kurdish mythology, on
the contrary, the dragon (Ajdakha) has negative symbolism and is a carrier
of evil. The symbolism of the Kurdish dragon goes back to the ancient Elam
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and Zoroastrian motifs of the evil dragon «Ajidakha.» A negative evaluation
of the image of the dragon is found in Kurdish myths, folklore and literature.
In Kurdish Yezidi mythology, the dragon “Zia” is the eternal enemy of the
people. In the myths and tales of the Kurds there is a young hero who fights
with the dragon and there is an image of the god-killer of dragons - Vaha-
gan (11. 199-235: 12.1089). Based on this, an authentic Kurdish rug would
hardly contain a dragon symbol. Most likely, the dragons in Kurdish carpets,
“originated” as replicas of Turkic motifs. In the «Songur» carpet, the dragon
motif is repeated many times, placed around the perimeter and serves as a
protective border. The dragon motif is widespread in Caucasian and Afshar
rugs since the Safavid era.

In the carpets, “Songur, there is another ornamental motif formed from
the tamga. Straight horizontal line ending at the ends of ram horns. This is
a “koch-tamga” (tamaga - sheep). Two Koch-tamgas are depicted both con-
nected to each other and in a disconnected form . The image of this motif can
be seen in the Anatolian carpets.

Thus, the design, color, and the entire decorative potential of the “Songur”
carpet leave no doubt that it is a product of nomadic culture characteristic of
Afshar and Shahsevens.

Conclusion:

1. Analysis of the iconographic features of the design and motifs of the
“Songur” carpet speaks of its close relationship with Afshar, Shahseven, Qa-
shqai carpets and also with Shirvan and Anatolian carpets.

2. The name “Koliai carpet” in the mass media with the frequent prefix
“Kurdish” or “Kurdi” has a speculative character and is an artificially “pro-
moted” brand. More serious dealers and experts use a compromise name -
“Songur-Koliai” carpet.

Speaking of geographic origin, the most objective name of this carpet
can be considered “Songur carpet”. The district of Songur was the cultural
environment in which the traditions of the Turkic and Kurdish rugs “mixed”.
At the same time, the prevalence of the Turkic motifs in this design cannot
be denied.

Authentic tribal carpets of nomads are incorrectly called a geographical term.
Nomads say: «My homeland is where my flocks graze.» The most acceptable
classification of this carpet can be considered tribal attribution - «Afshar carpet».
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3. The name “Hamadan carpet” originated due to the trade movement of
this carpet through Hamadan. Further promotion of this carpet through Zan-
jan, added to the existing names also “Zanjan carpet”.

4. The common name “Sirjan carpet” arose as a result of the “migra-
tion” of authentic “Songur” design into the Avshari-Kashkai environment of
the southern Iranian province of Kerman. The authenticity of the archetype
“Songur carpet” is best preserved in its “Sirjan variants”.

In numerous replicas of the “Songur” carpet, woven elsewhere, the no-
madic archaism and simplicity of the carpet design are lost. Replicas of this
carpet can be recognized by the excessive “elegance”, refinement of motifs
and professional weaving and unjustifiably high density of knots.

Epilogue

«Songur» carpet was the most loved in the collection of world-famous
ballet dancer Rudolf Nureyev. The grave monument of the famous artist in
Paris is made in the form of a coffin covered with «Songur» carpet. Ethnic
Turk (Tatar) Nureyev did not part with his beloved Afshar carpet and even
after death.
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Telman Ibrahimov (Azarbaycan)

Afsar “Sonqur” (“Sonqor”) xalisinin monsayi barasindd

Mogqalods 6ziinomaxsus vo taninan dizayna malik Afsar “Sonqur” xa-
lisinin mongayi, dizayn xiisusiyyetlori vo dekorativ motivlerin semantikasi
aragdirma predmeti qismindo ¢ixis edir. Hal-hazirda soxsi kolleksiyalarda,
kiitlovi Informasiya vasitolori vo xali satisi {izro xarici kompaniyalarin xali
barasinda tartib etdiklori tasvir matnlorinds “Sonqur” xalis1 — kiird xal1 sonati
kimi taqdim olunmaqdadir. Bununla belo, miixtolif monbolorde “Kolyayi”,
“Sircan”, “Homadan”, “Zancan”, “Sarab”, “Kalardast” va hotta — “Xotan”
xalist kimi togdim olunmasi ¢asqinliq yaradir. Moglods bu masaloys diqqst
yetirilorak, xalinin tiirk-Afsar mongali olmasi siibuta yetirilir.

Acar sozlar: Afsar, Sonqur, tiirk xalis1, kdgori, tayfa xalisi.

Tenvman Hopacumos (Azepoaiiorcan)

O npoucxoxnenun Apmapckoro koppa «Conryp» («CoHrop»)

B crarpe Hanwia orpaxkeHue npodiieMa STHHUECKON M KYIBTYPHOU UJICH-
TUPUKAIMK 3HAMEHUTOro KoBpa «CoHryp». HemoBropumblii U y3HaBaeMbIi
nu3aiiH koBpa «CoHryp» 0003HAYeH B MUPOBBIX KOJJIEKIUAX, AUIUIEPCKHX
caliTaXx U MHTEPHET pecypcax NOoJ pa3Iu4yHbIMU MMEHAMHU, YKa3bIBaIOIIUMU
Hapas3JIU4YHbIe reorpaguueckoe mpoucxoxaeHue. Juszain koBpa 0003HaYEH
o[l pa3iauuHbIMU Ha3zBaHusAMU: «Komnaw», «Conryp», «Cupmpxan», «Xama-
nan», «3anmkan», «HaxaBanmy, «Capab». DTOT Au3ailH MOXKHO BCTPETUTH

30



Incosanat vo madaniyyat problemlori / Problems of Arts and Culture / TTpo6iieMbl HCKYCCTBA 1 KyJBTYpbl N1 (67)

Jla)ke I10J1 Ha3BaHUEM «XOTaH». DTH NPOTUBOPEYUBBIE HA3BAHUS OJHOTO U
TOT'O K€ IM3aifHa CO3/1al0T MyTaHMIly NPH KJIACCH(PUKALUU KOBPA.

[TosiBneHMe Ha PbIHKE MHOTOYHCIIEHHBIX PEIUIHK elle 0os1ee OCIOKHSET CU-
Tyanuio. O4eBUIHO, Ha3peaa HEOOXOMMMOCTh Pa3o0paThesi B ayTEHTUYHOCTH
KYJIbTYPHO-UCTOPUYECKOU CPEebl, B KOTOPOM OH MOsABUIICS. HYacTo BCTpevaro-
muecs Ha3BaHus «Kosep Konnany ¢ npuctaBkoil — KypACKHiA, UMEIOT CIIEKYJIsI-
TUBHBIN XapaKTep, HE OTPAKAIOLIUI IOAJIMHHOE IIPOUCXOKICHHUE KOBPA.

Knroueswie cnosa: Conryp, Adap, TFOPKCKUN KOBEp, KOUEBHUKH, I1JIe-
MEHHOM KOBED.
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REFLECTION OF THE TRADITIONS TYPICAL FOR THE
AZERBAIJANI CARPET WEAVING ART IN THE WORKS
BY E. MIKAILZADE

Abstract. Throughout the centuries the Azerbaijani people have created
a unique carpet art with rich traditions. In modern times, the development
of Azerbaijani carpet art is distinguished by its specificity and originality.
The source for creative search of carpet artists is the traditional artistic meth-
ods and techniques embodied in classical carpets, which are world-wide art
works. Eldar Mikayilzade‘s creativity is a vivid example of loyalty to modern
Azerbaijani carpet weaving traditions. The art style in his works reflects the
basic principles of the Tabriz carpet-weaving school, as his work can be re-
garded as a decent continuation of that school for the modern stage.

Key words: tradition, carpet art, carpet artist, composition, subject carpet.

Introduction. Within many long centuries, the Azerbaijani people have
created an original carpet weaving art, known for its diverse traditions and
being distinguished by a high artistic quality of its decorative solutions, an
original color palette, clarity of composition and a perfect technique.

At the current stage of its development the carpet weaving art of Azerbai-
jan differs by its originality, of the world, is observed in their creative work.
Each artist has his own individual style and method of realization of a deco-
rative principle and creation of harmony in a composition.

One of the challenges that art has been facing for many centuries is a prob-
lem of continuity of traditions. Of course, the contemporary carpet weaving
art still faces this problem. Unfortunately it has not been solved yet. It should
be emphasized that the carpet weaving art is a kind of art with a strict and
obligatory “code of rules”, these rules are very stable and little affected by
any changes. The above mentioned “code of rules” “or in other words, “gene
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pool” that defines an artistic and aesthetic principles of the carpet (a structuring
of a composition, color, symmetry, etc.), and its ideological essence, is charac-
terized by the national perception of the world, psychology, [2, p.8] etc. during
all periods of the carpet art developing it has been the major starting point in a
chain of the different variations of carpet compositions’ creating. The creative
approach towards the artistic decoration was possible only in the context of this
“Gene pool”, on its background and was tightly connected with it.

The interpretation of the main material. The carpets by Eldar Mikail-
zade are the bright and remarkable works, which clearly demonstrate us a
continuity of traditions existing in the contemporary art of the Azerbaijani
carpet weaving. The art style of his works reflects canons of the Tabriz carpet
school, and his works on the right can be considered worthy continuation of
development of this school at the present stage.

Informative entity of E. Mikailzade’s carpet works has under itself pure-
ly national basis. To manage “read” its carpets, it is necessary to be the real
Azerbaijanian who is deeply knowing the past, have ability to select from his-
tory and the culture of the ancient East what belongs to your nation [1, p.30].
It should be mentioned that not so many ornamental carpets are available
among his works. Most of his carpets were so called carpets with a definite
plot, i.e. the “plot carpets”. Such carpets completely disclose the high level
professional skills, a non ordinariness and an ingenuity. First of all it is tightly
connected with a fact that in the middle of the twentieth century, a group of
artists has been already formed and grew in experience day by day. Moreover
their carpets could serve an example of a fresh approach as they added the
creative originality into the further development of the carpet weaving art
of Azerbaijan. The traditional artistic methods, some plots embodied at the
classical carpets which are the world wide known works of art, have been a
source of their creative searches. At the same time a search of new approaches
and improvisations, while decorating the carpet surfaces, which is connected
with a contemporary perception pithy, thoughtful and deep, varied inner world
of E. Mikailov. E. Mikailov’s creativity is saturated by subject and thematic
carpets. It is connected with the fact that subject and thematic compositions
help the artist to open most fully the opportunities, to express the deeply sub-
stantial and versatile inner world. The subject of numerous compositions, as
well as approaches to its disclosure, in E. Mikailzade’s works is various and
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interesting. He is the only artist touching non-standard and original subjects
in the creativity. It would be desirable to note that the plan specification in
composition which is reached the general graphic creation of work is inherent
in almost all works of E. Mikailzade. The artist addresses always difficult and
extraordinary subjects.

In all his works, he continuously develops the traditions of the classic car-
pets with a plot, in which the pictorial part of each composition was depicted
by means of definite artistic ways inherent in the art of miniature painting. Ev-
ery live item was represented as a flat object without any checkered light and
shade, so all the colors were local, contingent and conditional, a horizon was
not depicted on a surface of the carpet. The ornament has quite limited features,
so it was impossible to convey the key points and meaning of a complicated
plot’s lines by means of it, various motifs of each plot decoratively interpreted
and organically introduced into the ornamental decoration of a carpet, served to
increase an effect and impact of its images. The floral motifs displayed in the
center of the carpet also have been ornamentally interpreted. This way, it was
possible to achieve a common decorative solution for a whole the carpet. The
traditions of a Tabriz Art of Miniature Painting and a Tabriz school of carpet
weaving harmoniously merged in works by Eldar Mikailzade. Not only a tech-
nical essence, but a texture of the carpet also requires an application of certain
artistic methods which would not be contrary to its initial content. The relative
simplicity of the carpet itself requires certain decisions while placement some
elements to decorate it. At the same time as a master, who creates the so called
«plot carpets” he demonstrates the high level of professionalism, clearly depicts
the proper theme and joins together the plot’s patterns and the ornamental dec-
oration. In this regard, the most appropriate way to place the image on the sur-
face of the carpet is a traditional, classic one, as opposed to the realistic manner,
typical for the most of the modern carpets.

Not only themes and topics of E.Mikailzade’s carpets but the approaches
he applied to disclose them are various and interesting as well, they require a
suitable level of implementation. The poetry by Fizuli, Nizami, admiration by
creativity of an outstanding local artist Sattar Bahlulzadeh, and the religious
themes have inspired him to create his carpets and were extraordinarily re-
flected in his works. Such his carpets as “The Birth”, “Shabi Hijran”, “Sattar
Bahlulzade”, “Zodiac”, “Nizami”, etc., stands separately and could be high-
lighted as they clearly demonstrate his masterliness and talent.
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E.Mikailov is a participant of many both republican, and international ex-
hibitions. In 1987 in Germany the gold medal for carpet work under the name
“Birth” was appropriated to him. Work was performed in 1984. A graphic
part of composition of a carpet reflects the idea of the artist in disclosure of
the stage-by-stage process of creation of the carpet connected with laborious
work, leading to the carpet birth. The originality of the idea found interesting
artistic realization in the choice of subject of a plot of a carpet.

In 1981, E. Mikailzade creates one of the great works devoted to the great
poet, the thinker of the 16th century Fizuli under the name “Shebi-Hidzhran”.
The originality of this work consists in ability of the artist on the small carpet
plane when using limited art means to transfer rich inner world of the great
poet, his gift of the poet and thinker.

Ease and lightness is inherent in the general composition of a carpet. Fi-
zuli’s shape is kind of dissolved in the general decorative furniture of com-
position. This work is a magnificent example of synthesis of the subject com-
position constructed on abstract form of presentation of contents with the
ornamented carpet plane.

The carpet composition “In the world of fairy tales” differs in a peculiar
structural creation and original disclosure of contents. This work is distin-
guished by the big amount of ornamens, light and juicy color scale and ec-
centricity of functional submission of separate parts of composition to a plot.

As usual, the artist builds carpet composition out of two parts — the central field
and a border, delimiting them a light narrow border, not ornamenting it with a pat-
tern. At the same time in certain cases E. Mikailade visually destroys this border,
making an impression of the illusory window gleam presented by the central field.

Characters of fairy tales are various, and all of them are represented in
motion. One of them flies on a magic carpet, another — on a firebird. There
is a daredevil struggling with a dragon; there is a rider who uprooted a tree.

Decoration of a border part is solved as continuation of thematic disclo-
sure of the central field. If in the central field elements are located freely, then
in a border, on the contrary, all area is sated with elements. The close texture
of ornaments, generally elements xachali-islimi the large sizes with graphic
elements creates fine bordering of the central field.

In general the composition is distinguished by originality and eccentricity
in disclosure of a plot. It is formed on harmony of color and the line that does
work highly professional.
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The artist himself has repeatedly emphasized that two teachers on the car-
pet - Latif Kerimov and Sattar Bahlulzadeh - had great influence with him and
actively participated in his formation as a professional artist. Latif Kerimov
taught him the secrets and subtleties of the carpets’ ornament, and Sattar Bah-
lulzadeh correspondingly was a person who inspired him a lot and was his
creative mastermind.

Carpets by E.Mikhailzade are distinguished by a competent compilation
of'a color composition. He has a fine sense of color; it allows him to achieve a
perfect harmony in combination of different colors. His works demonstrate a
wide range of his skills and capabilities. His creative style is an extraordinary.

His carpets can be classified by a composite structure, composition and col-
or palette. The carpets with a definite plot, i.e. “plot carpets” can be divided
into some groups. The first group consists of the carpets designed in accor-
dance with the compositional principles typical for the ornamental carpets. The
second group includes the carpets with a plot and some narrative features; the
theme of these carpets is gradually explained and disclosed in every detail.

One of the features of his carpets is to specify and elaborate the key idea
in the composition. He achieves this by means of arranging a common image
on the carpet. While analyzing the works of the artist and observing them in a
chronological order you come to the conclusion that all the carpets have been
weaved at a high professional level, regardless of whether they belong to the
early period of his career, or to the later one.

Conclusion. All works by E. Mikailzade could serve a bright confirmation
of a fact that his carpets are distinguished not by a principle of a superficial
exploration of a number of life processes and realities, but by a principle of
their careful and thoughtful consideration.

In his works he successfully combines the national poetry on one hand
and the philosophical values of universal significance on the other hand, ap-
pealing at the same time to traditional canons of carpet art of Azerbaijan.
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Aida Sadiqova (Azarbaycan)

E.Mikayilzadanin asarlorinds Azarbaycan xalca sonati ananalorinin aksi

Uzun osrlor boyu Azarbaycan xalqi zongin anonslors malik 6ziinomoxsus
xalca sonoti yaradib. Miasir dovrdo Azorbaycan xalga sonotinin inkisafi
Oziinomoxsuslugu vo orjinalligi ilo forglonir. Xalgag1 rossamlarin yaradiciliq
axtariglar1 ticlin manba diinya miqyasl sonat asarlori olan klassik xalgalarda
tacassiim etdirilon ananavi badii metodlar va siijetlordir. Eldar Mikayilzadanin
yaradicilig1 miiasir Azarbaycan xal¢aciliq ananslarins sadiqliyin bariz niimu-
nasidir. Onun iglorindaki badii tislub Tabriz xalgagiliq maktobinin tomal qay-
dalarini oks etdirir, belo ki, onun islorini tam haqq ilo homin moktobin miiasir
marhalos tigiin layiqli davami hesab etmak olar.

Agar sozlar: anono, xalca sonati, xalgaci rassam, kompozisiya, siijetli xalca.

Auoa Caovizosa (A3epoaiidiican)

OrpaxeHue TpaguIuii a3epOaiizKaHCKOT0 KOBPOBOI0 HCKYCCTBA

B padorax J.Mukani3ane

Pesrome: Ha mpoTsbkeHUM MHOTHX CTOJIETHH a3epOaiKaHCKHA Hapoj
CO3[1aeT CaMOOBITHOE KOBPOBOE HCKYCCTBO, OOajaroiiee OOTaTbIMH Tpa-
munusvMu. Ha coBpeMeHHOM 3Tane pa3BUTHSL KOBPOBOE HCKYCCTBO A3sep-
OaifjpkaHa OTIIMYAET CBO€OOPA3HOCTh U HEOPAMHAPHOCTh. McTouHnkoM asist
TBOPYECKOI'O MOUCKA XYIOXXHUKOB IO KOBPY CIIy’KaT TpPaJWLIMOHHbBIE XYJO-
YKECTBEHHbIE METO/Ibl, CIOXKETbI, BOIIOIIEHHBIE B KJIACCUYECKUX KOBpaXx, sB-
JSIFOUIMXCST TPOU3BENIEHUSIMU UCKYCCTBAa MUPOBOro Mmaciutada. TBopuecTBo
Onbnapa Mukannzaje sBiaseTcs ipKUM IPUMEPOM [TPEEMCTBEHHOCTH TPaIH-
LMI B COBPEMEHHOM a3epOailKaHCKOM KOBPOTKauecTBE. Xy/10’KECTBEHHBIN
CTHJIb €r0 padoT OTpakaeT KaAHOHbBI TEOPU3CKOM KOBPOBOM ILIKOJIBI, U €r0 pa-
0O0TBI MO MPaBy MOXKHO CUUTATh JIOCTOWHBIM IPOJOJKEHUEM PA3BUTHUS STOU
LIKOJIBI HA COBPEMEHHOM 3TaIlle.

Knrouegwie cnoea: Tpanuunu, KOBpOBO€ UCKYCCTBO, XYA0KHHUK 110 KOBPY,
KOMITO3ULUS, CHO’KETHBIE KOBPBI.
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RUSSIAN THEME IN CREATIVE WORK
OF PEOPLE’S ARTIST TOGHRUL NARIMANBEYOV

Abstract. In this paper the subject of the research is the Russian theme in
the creative work of the modern prominent brush master, the national artist of
Azerbaijan Toghrul Narimanbayov. The author notes that the artist’s creativ-
ity is characterized by bright national colors, ornamentality of compositions,
themes related to his home city with that historical and architectural symbols
likeGyzGalasy, Shirvanshahs Palace, and massive walls of Icharishahar for-
tress. Along with this in the artist’s creativity a certain place is also occupied
the Russian subjects, which in the author’s opinion come out in two main
genres like portraits and landscapes. This is a series of interesting works,
where the artist has retained a bright and rich palette characteristic of his
national themes. Such works cause interest as portraits of the poet and artist
Viktor Golyavkin, a friend of the artist, stage director Sergei Gerasimov, as
well as Galina Vishnevskaya and Mstislav Rostropovich. It is curious that the
artist painted M. Rostropovich’s two portraits and each of them has differ-
ent characteristic bright palette, unique compositional, ideological and artis-
tic peculiarities. In both portraits Rostropovich is depicted playing the cello,
surrounded by symbolic artistic elements, famous architectural monuments
of Baku, the city of his childhood, as well as well-known cities of the world.
Artist’s city landscapes are also interesting, which depict such architectural
sights of the capital of Russia as St. Basil’s Cathedral, Red Square with the
Spasskaya Tower, and a number of other buildings.

Key words: Toghrul Narimanbayov, the Russian theme in art, Mstislav
Rostropovich, Galina Vishnevskaya, Vasili Blazhenni Temple.

Introduction. The creativity work of People’s artist Toghrul Narimanbeyov,
who is famous for his individual, colorful shades, national color in Azerbaijani
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art, is wide and varied in content. “The artistic language of the artist is so colorful,
bright and rich that it is difficult to relate him to a certain creative direction. The
artist himself interpreted his works as a unity of abstract and figurative art” [7].

It is possible to find interesting works related to Russia, Russian life and
life style. The works are mainly painted with oil paint on canvas. We can see
portraits of different people among them — the portraits of Toghrul Nariman-
beyov’s nanny Anna Andreyevna (on canvas with oil paint, 1962; it is em-
phasized in some sources that she is Polish), his friend Petr Matveyevich (on
canvas with oil paint, 1968), artist Rastinin (autolithography, 1972), writer
and artist Victor Golyavkin, producer Sergei Gerasimov and actress Tamara
Makarova (on canvas with oil paint, 1983), world famous violoncello master
Mstislav Rostropovich, his wife, prominent actress Galina Vishnevskaya in
the role as Toska, also the temple of Vasili Blazhenni in Moscow (all on can-
vas with oil paint, 1991) and etc.

The interpretation of the main material. As you see, the great artist’s
most works on the Russian theme are portraits. They are mainly divided
into two groups. The first group includes the artist’s friends, relatives, the
second — the well-known figures of the 20th century Russian culture. The
portrait “Anna Andreyevna” is especially distinguished among the portraits
included into the first group. As it’s known, Toghrul Narimanbeyov’s child-
hood years were not so happy. This merciful woman was a supporter for him
in the most difficult moments and awakened love for art, music in his heart.
It’s not accidental that T.Narimanbeyov painted the portrait of this old woman
in the early 1960s and considered it as one of his best works [6].

A middle-aged, white-haired man with glasses, a cigarette in his left hand,
his right hand in his pocket was described in Pavel Matveyevich’s portrait. His
efficient pose, characteristic facial features, thoughtful face reveal that this person
has objective outlook, doesn’t like to be idle and he is optimist, hard-working.

T.Narimanbeyov was a participant of numerous exhibitions. We would
like to remind some of his exhibitions in Russian — the Soviet period. These
exhibitions were both individual and collective. Of course, the majority of
the collective exhibitions that the artist participated in during his youth years
were all-union. Most Azerbaijani artists — T.Salahov, M.Abdullayev, I. Akhun-
dov, S.Bahlulzadeh, B.Mirzezadeh, M.Rehmanzadeh, E.Shahtakhtinskaya,
0O.Sadigzadeh, N.Gasimov, N.Abdurrahmanov, Y.Huseynov, L.Feyzullayev,
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B.Aliyev, R.Babayev, Najafgulu, etc. participated in these exhibitions with
their paintings during 60-80s of the last century. For example, his new paint-
ing “Dawn on the Caspian Sea” (1957) was exhibited in All-Union exhibition
on the occasion of the 40th anniversary of the October Revolution in Moscow
during the early stage of the artist’s creative work — in 1957 [1, 133]. The
young artist’s path to the summit of the great art began with the same work.
After that, T.Narimanbeyov began to participate regularly in exhibitions in
Moscow with other Azerbaijani artists. Also his works were exhibited in exhi-
bitions of “The 40th anniversary of Komsomol” in 1958, the 50th anniversary
of the October Revolution in 1967. At that time T.Narimanbeyov had already
gained popularity in the Moscow art environment. Russian colleagues — art-
ists and critics knew and loved him. The artist’s first personal exhibition was
held in Moscow in 1967. The artist participated in the exhibition of the 50th
anniversary of Komsomol in Moscow in the next year — 1968. Toghrul Nari-
manbeyov’s personal exhibition was held in Vilnius, Volgograd and Baku in
1972. Again, T.Narimanbeyov’s paintings were exhibited also in the exhibi-
tion of art works dedicated to India at the Moscow Friendship House in 1972
(as it is known, the artist was in creative mission in India in 1971). Two years
later, the artist’s personal exhibition consisting of works belonged to Indian
series was held in Baku, then in Moscow in 1974. The artist was a participant
of three exhibitions held in Moscow in 1981. One of them was the All-Union
exhibition “We are building communism”. Numerous artist and sculptors
from Azerbaijan exhibited their works in this exhibition. T.Narimanbeyov
was among them. For the second time T.Narimanbeyov was a participant of
the exhibition “Soviet artists on India” held in Moscow. Finally, the artist’s
personal exhibition was held in Moscow in the same year [5, 83-86].

So, even a brief look at T.Narimanbeyov’s artistic activity reveals how
close he was with Russia, especially with Moscow. It should be noted that the
artist’s work in this field has become a life-style for the most brush masters
of Azerbaijan. Together with T.Narimanbeyov, Azerbaijani artists’ paintings
were also exhibited in the above mentioned exhibitions. Generally, partici-
pation in exhibitions is one of the most active pages of Azerbaijani-Russian
fine-arts relation during 50-80s of the last century. We are witnessing it again
in the case of T.Narimanbeyov.

T.Narimanbeyov’s creative work has always been the focus of attention of
Russian art critics. “Narimanbeyov’s painting is worldwide, they consist of
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things, it seems like you can feel his warm breath when you hold your hand
for them. At the same time, this painting is a complete antipode of “thing-
ness”, visual forms. The poetic spirit of artistry transforms surroundings into
a new, very emotional reality; reality of feelings is stronger than the reality of
details here” [2, 11].

Azerbaijani-Russian fine arts relations during independence period had
a special significance in T.Narimanbeyov’s creative work. It is interesting
that he created mainly portraits in this field during independence years like
Tahir Salahov. One of the attractive aspects is that the artist often painted “the
celebrities” together. For example, director Sergey Gerasimov’s and actress
Tamara Makarova’s portraits can be mentioned. Although these portraits have
different compositions, there is a certain connection, idea-aesthetic unity be-
tween them. We can say alike words for Mstislav Rostropovich’s and Galina
Vishnevskaya’s portraits. These two portraits have different compositions.
But the author tried to represent them as if in unity. He represented both
masters in the creative process. G.Vishnevskaya was described as perform-
ing Tosca part in the work. Thus, the artist represented the actress in dual
form — both in her appearance and in a way transmitted to the image [Fig. 1].
T.Narimanbeyov’s bright palette and tendency to decorativeness were also
shown in G.Vishnevskaya’s portrait (in facial features, coloring resolution,
etc.). But, in our opinion, these peculiarities were expressed more clearly in
M.Rostropovich’s portrait. Well-known artists created the portraits of world-
famed musician M.Rostropovich. T.Salahov and T.Narimanbeyov, who are
not behind Rostropovich by their popularity, are among these artists. The im-
ages created by these two artists represented the inner world of the talented
musician with rich colors.

T.Narimanbeyov is the author of two famous portraits of Rostropovich. It
is interesting that both portraits were painted in 1991. Let’s have look at these
portraits separately. One of them is called “M.Rostropovich — a world-class
musician”. The image that created by T.Narimanbeyov in this portrait has
more decorative content. Thus, he avoided the artistry peculiar to Rostropo-
vich’s image created by T.Salahov. T.Narimanbeyov represented him playing
the violoncello (as T.Salahov) [Fig. 2]. But this performance is more human-
istic, colorful and decorative in T.Narimanbeyov’s portrait. T.Salahov’s harch
realism does not give an opportunity to place strange, imaginary elements
in the composition. But T.Narimanbeyov’s decorativism combines imaginary
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details skillfully into the general composition. Taking this advantage the art-
ist grouped interesting imaginary appearances around the violoncello master.
These are mainly the symbols of separate cities. It is interesting that the city
symbols star from Baku in the right corner of the portrait and complete with
Moscow in the left corner. We can see separate stops, in other words, cities of
the great art route of the maestro among them: Paris, London, New York ...
name of each city was written on the symbol of it in the portrait. Rostropo-
vich’s great art route that began from Baku passed through many cities of the
world, met with unprecedented applause and finally ended in Moscow. This
scheme expresses by the artistic means that as a personality, Rostropovich
was Bakuvian, universal, Russian. It is interesting that there are architectural
symbols of this or that city in this composition. The Philharmonic building,
dome roof and towers are seen in the Baku part. Paris is represented by Eiffel
tower, New York by skyscrapers. The most interesting and large scale archi-
tectural samples fall to Moscow’s share. Three domes of Vasili Blazhenni
temple (let’s note that the Vasili Blazhenni temple is repeated several times
in T.Narimanbeyov’s creative work) are seen in the left corner of the portrait.
Domes give a special colorfulness to the composition by their grandiosity,
colors and decorativeness. And there are two black-eyed, black-haired small
children — a boy and a girl above, who seem like angels from Azerbaijani
fairytales. They throw flowers on the world-famous master’s head...

The second portrait of the prominent violoncello master created by T.Na-
rimanbeyov is also interesting. The work is called “M.Rostropovich is in his
native city — Baku” (1991). It is interesting that the author wrote the name
of the work in French with his handwriting in the lower right corner of the
work. The composition is remembered with its bright color tones, conven-
tional means of expression, optimistic spirit [Fig. 3].

Both portraits have decorative features peculiar to T.Narimanbeyov’s cre-
ative work. M.Rostropovich was represented almost in the same pose — sitting
and playing violoncello in both of them. However, there are some differences
between these two portraits. The decorative conventionality is stronger in the
second portrait. When T.Narimanbeyov created the image, he used a lot of
conventional features, mainly blue and partially red color spots in the back-
ground, on the left side. The author represented the image of Baku peculiar to
his creativity on the right side of the composition. You can see Maiden Tower,
Baku Boulevard, part of the Caspian Sea here. Of course, the Baku symbol
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was also represented in the other portrait of Rostropovich. But besides Baku,
there are also symbols of Moscow, New York, Paris and other cities in that
portrait. But the artist described only Baku in the background of the por-
trait here. In general, the ideological-artistic and compositional peculiarities
of both portraits are revealed in their names. Rostropovich is presented as a
world-class master in the first portrait and symbolic images of the big cities
of the world are embodied here. But the author represented M.Rostropovish
in his hometown in the second portrait and this feature is clearly seen in the
name of the work. So, Rostropovich was presented as a world-famed musi-
cian and an old Bakuvian [8].

These two works are T.Narimanbeyov’s portrait works. But as noted, the
artist has city views on Russia theme. As a rule, Moscow, the centre of Mos-
cow, the Golden Square, the Spasskaya Tower and Vasili Blazhenni temple
were painted in these works.

Especially, the artist’s “Vasili Blazhenni temple” (1991) is distinguished
among the works on the Russian theme [Fig. 4]. The work is a sign of the great
Azerbaijani artist’s interest, respect and esteem to Russian culture, Russian
morality. T.Narimanbeyov is regarded more as an artist who created decora-
tive compositions in Azerbaijani folklore themes. Characters of Azerbaijani
fairytales, national symbols, architectural monuments, the Maiden Tower, na-
tional coloring are the main features characterizing the artist’s creative work.
At first glance, the skill to create works on the Russian theme of such an art-
ist can be met unbelievable. However, when we analyse the artist’s creative
work, we can easily see that it is not so. Undoubtedly, the Azerbaijani theme,
national folklore and symbols form an important part of T.Narimanbeyov’s
creative work, but not all of it. In other words, a considerable part of his artis-
tic heritage forms other motifs beyond Azerbaijan and the Russian theme set-
tles exactly in this part. This theme was represented by considerable works.
It is interesting that an artist, who had a national spirit as T.Narimanbeyov,
was able to see the Russian theme with Azerbaijani artist’s eyes and include
temperament, colorful paints and features peculiar to our national character to
the “foreign” theme. Usually, the works of Azerbaijani artists on the Russian
theme remain in the shadow. This applies especially to well-known artists.
In our opinion, such stereotypes do not justify themselves. On the contrary,
promoting our artists’ works on the Russian theme and highlighting them
in the light of contemporaneity serve to both the multicultural policy of our
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state and strengthening of friendly relations with the strong neighbor state and
meet our national interests.

“Vasili Blazhenni Temple” work was painted in a way peculiar to the art-
ist’s style. This is where the aspects as free composition, conditionality, deco-
rativeness, colorfulness show themselves clearly. Although the theme is related
to Russia, Azerbaijani color and temperament prevail here. In fact, this is an
aspect arisen from the great artist’s mastery. He looked at the Vasili Blazhenni
Temple with Azerbaijani eyes, presented it in the national spirit of Azerbaijan.
The number of domes of this many-domed church (in fact, there is a separate
church under each dome), which was built on a single foundation in various
works of the artist, is different. The aim of the artist was not to have realistic ex-
actness, but to represent the architectural monument in conditional, decorative
spirit. Therefore, the number and appearance of the domes are conventional.
Beside it, the artist represented the architectural features and colors (keeping
the decorative harmony) of each dome quite accurately. The number of the
domes is 7 in this work. Of course, it is difficult to represent all domes from a
point of view, the limitation of number can also be explained by it. However,
besides precise proportions, there is also independence arisen from decorative
attitudes. The pointed roof of the bell tower of Porkov church is seen in the
lower left corner. But only three domes of the Vasili Blazhenni Temple were
depicted in the portrait of Rostropovich. The conditionality is stronger here.
The artist placed the domes not in a straight line, but in a mixed way. Literally,
mushroom like domes turned over each other. Generally, bending, turning over,
even “dancing” of historical-architectural monuments are characteristic fea-
tures of T.Narimanbeyov’s creative work. The Maiden Tower is also described
so “lively”, balanced in some paintings of the artist. But the artist represented
eight towers of Vasili Blazhenni Temple in “Moscow. Red Square” painting.

Warm colors were preferred in coloring resolution of “Vasili Blazhenni
Temple” painting. Cold colors are basically the colors of artistic arrangement
of individual domes, so the artist portrayed them naturally.

Conclusion. Optimistic holiday spirit was prevailed in the artist’s another
painting related to Moscow. May Day (1st May) holiday held in Moscow, in the
Red Square is described in a unique, decorative way in the work. The composi-
tion has quite large landscape size and was worked from above. The Red Square,
the Spasskaya Tower of Kremlin, the Vasili Blazhenni Temple, a little behind oth-
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er buildings of the city are seen in the painting. People stream, waving flags
draw attention in the foreground. As the artist described the Red Square in a
wide landscape form and above that we almost cannot see separate people,
their faces here. The demonstrators cross the left and right sides of the Vasili
Blazhenni Temple surrounded with red flags. The flags are approaching the
foreground, rising up and are replaced with flowers here in the right part of
the painting.

Spasskaya tower of the Kremlin is located in the centre of the compo-
sition. Other architectural monuments are grouped around it. There are red
waving flags in the sides of the composition [Fig. 5].

The coloring resolution of the work is also not ignored. The artist used
the contrast of his favorite colors — red and blue skillfully. The mutual use of
these two colors is characteristic for T.Narimanbeyov’s many paintings. But
it is interesting that the color of blue wasn’t almost used in “Vasili Blazhenni
Temple” work, the coloring basis of this painting consists of warm colors
(yellow, red, etc.). The artist applied to the coloring resolution in this paint-
ing that is more peculiar to the artist’s creative work. The Kremlin tower, the
Vasili Blazhenni Temple, as well as the flags and flowers were described with
warm, red tones. The sky and the mysterious clouds, separate areas between
flags, elements were described mainly with blue color. This work is one of
T.Narimanbeyov’s most interesting compositions on the Russian theme.
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Xozor Zeynalov (Azarbaycan)

Xalq rassami Togrul Norimanbayovun yaradicihiginda rus movzusu

Moqalonin tadgigat obyekti miiasir dovriin istedadli firca ustasi, Azorbay-
canin Xalq ressami Togrul Norimanbayovun yaradiciliginda rus mévzusun-
dan ibaratdir. Musllif qeyd edir ki, rossamin yaradiciligi ti¢lin onun dogma
sohari, bu sohorin Qiz Qalasi, Sirvansahlar sarayi, i¢orisoharin galin divarlar
kimi tarixi-memarliq romzlari ilo bagli olan parlaq milli kolorit, kompozisi-
yanin dekorativliyi, tematika xarakterikdir. Bununla yanas1 rassamin yara-
diciliginda rus movzusu da miioyyen yer tutur ki, bu da, miisllifin fikrincs,
osason iki janrda — portret vo menzora janrlarinda 6z oksini tapir. Bu mov-
zu bir sira maraqli islordon ibarotdir ki, rossam burada onun milli tematikasi
liciin saciyyavi olan parlaq va zongin palitrani qoruyub saxlamisdir. Rossamin
dostu olan sair va rassam Viktor Qolyavkinin, rejissor Sergey Gerasimovun,
hamginin Qalina Vignevskaya vo Mstislav Rostropovigin portretlori diqqati
colb edir. Maraqlidir ki, rassam M.Rostropovigin iki portretini yaratmisdir.
Onlarin har biri xarakterik parlaq palitra, 6zlinomaxsus kompozisiya va ideya-
badii xiisusiyyatlori ila segilir. Hor iki portretdo Rostropovig¢ violongelds ifa
edon durumda, Bakinin — 6z usaqliq sohorinin, elaco da diinyanin taninmais go-
harlorinin moashur tarixi-memarliq abidslorinin ¢evrasinds tosvir olunmusdur.
Rassamin gohor manzarslari do maraq dogurur ki, bunlarda Rusiya paytax-
tinin moshur memarliq abidolori - Vasili Blajenn1 mobadi, Spassk qiillssi ilo
birlikds Q1z1l meydan, bozi digaer binalar tosvir edilmisdir.

Acar sozlor: Togrul Norimanbayov, incosonotds rus movzusu, Mstislav
Rostropovig, Qalina Visnevskaya, Vasili Blajenn1 mabadi.
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Xazap 3eiinanoe (A3epoaiidncan)

Pycckasi TeMa B TBOpYecTBe HAPOJAHOIO XY10KHHKA

Torpysna HapumanoexoBa

B crartbe npeameToM HcciiejoBaHus ABIISIETCS PyCCKasi TeMa B TBOPYECTBE
BUIHOTO MacTepa KHUCTH COBPEMEHHOCTH, HApOIHOTO XyI0KHHUKa A3epOaii-
xana Torpyna HapumanOekoBa. ABTOp oTMeUaeT, /il TROPUECTBA XyJO)KHHKA
XapaKTepHb! IPKUN HallMOHAJIBHBIN KOJOPHT, I€KOPAaTUBHOCTh KOMIIO3UINH,
TEMAaTHKa, CBSI3aHHAsI C €r0 POJHBIM TOPOJOM, C TAKUMH UCTOPUKO-aPXUTEK-
TYypHBIMU CUMBOJIaMH, Kak ['b13 ['anacel, JIBopen IllnpBaHIaxoB, MaCCUBHBIE
KpenocTHele cTeHbl Muepumexep. Bmecre ¢ TeM, onpeneneHHOE MECTO B
TBOPUYECTBE XYI0KHUKA 3aHUMAET U PyCCKasl TEMaTUKa, KOTOpasi, 10 MHEHHIO
aBTOpA, MPOSABIIECTCS B JIByX OCHOBHBIX ’KaHpPaxX — MOPTPETax M Ieh3akax.
DTO cepusi HHTEPECHBIX padoT, TAe XyJIOKHUK COXpPaHUI APKYyI0 U Ooraryro
MAJIMTPY, XapaKTEPHYIO U1 €r0 HAMOHAJILHOW TEMAaTUKU. BBI3bIBaIOT MHTE-
pec Takue paboThl, KaKk MOPTPETHI M03Ta U XyAokKHUKa Bukropa ['onsBkuHa,
Jpyra xynoxkHuka, pexuccepa Cepres ['epacumona, a Takxke ['anunasl Buii-
HeBCcKoi 1 Mcrtucnasa PoctponoBrya. JIx000IBITHO, UTO XyTOKHUK HAIMTKCAI
JBa noprpera M.PocTponoBruya u KaxKAblii U3 HUX OTIIMYAETCSA XapaKTEPHOM
SIPKOM TAJUTPOH, CBOCOOpPa3HBIMH KOMITO3MIIMOHHBIMUA W WICHHO-XYIOKe-
CTBEHHBIMU 0COOEHHOCTSIMH. B 000ux moptperax PocrpornoBud nzodpaxeH
WTPAOLIMM Ha BUOJIOHYEIIN, B OKPYKCHUU CHUMBOJIMYECKUX XYHO0KECTBEH-
HBIX JIEMEHTOB — M3BECTHBIX apXUTEKTYPHBIX NaMATHUKOB baky — ropoaa
€ro JIeTCTBA, a TAaK’K€ U3BECTHBIX TOPOAOB MHpa. MIHTEpeCHBI Takke ropoi-
CKHE TEeH3aXH XyJOKHUKA, B KOTOPbIX M300paKCHbI TaKHE apXUTEKTypHBIE
JOCTOIPUMEYATeNbHOCTU cToIMIBI Poccun, kak cobop Bacunus braxxenno-
ro, Kpacuas momazns co Criacckoit OamrHei, psa qpyrux 3IaHui.

Kntouesvie cnosa: Torpyn HapumanOekoB, Tema Poccun B MCKyccTBe,
Mcrucnas Poctponosny, ['aninaa Bumaesckas, xpam Bacunus biiaskeHHoro.
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FIGURES:

1. “Galina Vishnevskaya was described as
performing Tosca part”. Oil, canvas. 1991.

2. “M.Rostropovich — a world-class musician”.
Oil, canvas. 1991.

3. “M.Rostropovich is in his native city —
Baku”. Qil, canvas. 1991.

4. “Vasili Blazhenni temple”. Oil, canvas.
1991.

5. “Moscow. Red Square”. Oil, canvas. 1991.
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MOROCCAN RIADS IN THE CONTEXT OF THE
DEVELOPMENT OF MODERN TOURISM IN UKRAINE

Abstract. Article is devoted research of modern guest houses in Moroc-
co. In particular, riads, maisons, dars, — the buildings of farmstead type con-
nected with tradition of a premise with an internal court yard. Considering
development of the industry of hospitality in Ukraine, in which else in XVIII
century there were extremely widespread phenomenon caravans-sheds along
the big ways, it is necessary to involve experience of the separate countries
of Maghrib concerning revival of traditional forms of constructions which
are nowadays restored, restored and equipped under hotels, restaurants,
spa-salons and so forth. In this connection foreign experience valuable to
the Ukrainian tourism, after all it expands offers of designers to the modern
consumer in northern African-ethnic stylistics. Accordingly, a research objec-
tive — to consider exotic enough forms for our earths puanos, which have old
Berbers (and Arabian) the implanted traditions of synthesis and arrangement.

Key words: riad, interior, Morocco, Berbers (Moors), Tuaregs.

Introduction. Nowadays, tourism is actively developing in Ukraine, but
the proposals for visitors to foreign countries, in particular, Muslims, are still
rather modest. Considering the possibilities of the hospitality industry in the
world, it needs to consider the prospects for expanding the range of hotel ser-
vices. In particular, taking into account the established forms of Eastern archi-
tecture with a closed infrastructure (with a light well in the center, a garden in
the courtyard or a whole mini-park). Therefore, riads, dars, Maysons of the
Maghreb countries in this sense can be a tempting highlight for visitors to our
state who are in love with exoticism, who are used to comfort, luxury and chic.

The interpretation of the main material. The relevance of the chosen
theme is obvious, since even an analysis of the well-known publications on
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Moroccan and Hispanic-Mauritanian architecture almost does not shed any
light on the outlined circle of issues that can be studied today rather through
field research. Separate general data from the designated problematics are
indicated in the book “The Art of the Maghreb: Middle Ages, New Time” by
T. Kaptereva (M., 1988) [3]. The said author stayed on the riads, in general
analyzing the subject-material environment of the Maghrebi residential build-
ings, on the roofs of which families gather in the evening hours of the gentle
sun. The researcher was interested in the “lack of facade” of such buildings,
choosy rhythm of the cubic volumes of exteriors [3, p. 238, 240]. An impor-
tant semantic accent of this scientific work is the statement of the fact of the
“berberisation of arabs”, and not vice versa, with a clear indication of the
rooting of authentic works in the pre-Islamic past [3, p. 156-174].

Informative can also be considered the publication of the second volume
of the General History of Art [1, p. 40-53] under the general editorship of
B. Weimarn and Y. Kolpinsky (M., 1961), dedicated to the art of the Mid-
dle Ages. B. Weimarn and T. Kaptereva generalized statements regarding the
components of the national cultural traditions of the Maghreb countries in the
middle Ages in the section “Art of Tunisia, Algeria, Morocco and Moorish
Spain” [1, p. 51]. Single factual data, important in the context of studying this
issue, are found on the worldwide network [6; 7]. The ethno-cultural features
of the “Far West” country, as translated from Arabic, its name “Maghreb El-
Agsa” was also explored by M. Volodina in “Berbers of North Africa: Cul-
tural and Political Evolution (by the Example of Morocco)” (M, 2011) [ 2].
The last author notes on page 6 of his work: “in the late 90s of the XX - at the
beginning of the XXI century Morocco is entering a new stage in its develop-
ment, which is characterized by the emergence of the Moroccan nation” [2, p.
6]. This feature draws attention to certain markers of Moroccan identity. After
all, the manifestations of their ethno-cultural specificity are extremely pro-
nounced in the everyday way of life, which rallies around traditional Berber
and Hispanic-Mauritanian values. Of the latter, a significant place is reserved
for the modest outside and elegant home, which in French sounds like Mayson,
and in Arabic as a “dar” —a house, or “‘er-riad” —a garden. Based on the last inter-
pretations mentioned, some of the estates, which combine both semantic fields,
have the dual name “the dar of the riad”.

The purpose of the work is the lighting of the Moroccan traditional “mi-
cro-palace” architecture, filled, like museums, with authentic works of Ber-
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ber art. The main task is to outline the distinction between a European-style
guesthouse (the so-called “guesthouse”) and Moroccan houses of the Portu-
guese-Andalus type (referred to as “maison” in the north of the designated
country), as well as traditional forms of residential buildings with a courtyard
(dar) and a garden (riad). In addition, it is important to understand the char-
acteristics of filling the traditional interior in such a manor, always executed
in the ethno stylistics.

The autochthonous indigenous people of Morocco are Berbers (their num-
ber reaches 99%) whose self-name is imazigen (imazigi), translated as “free
people” [2, p. 10]. Over time, they assimilated with alien Arabs, from whom
they converted to Islam. However, until now the Berbers make up the largest
authentic component of the population of Morocco and, on an equal footing
with the nomadic Tuaregs, “set the tone” for the identification of the inhab-
itants of the country. Over time, their embroidery and carving, ornaments
of ceramics and weaving under the influence of waves of migrations of the
Portuguese, Spanish Andalusians and the French only received more refined
forms, however, they are still performed within the traditions.

Tuaregs are descendants of the Berbers, farmers of the European race,
who mixed with African and Arab representatives of the population in North
Africa. Predominantly white skin, their population dyed clothes in indigo. At
the same time, men cover their faces in order to “protect their family from
undesirable emergence of spirits of the clan”. Therefore, in the tuareg tribes,
women wear only a headscarf, which they cover. The strong floor at the same
time carefully covers not only the head (hair), but also the face, from which
these “blue people”, as others call them, received a blue skin tone [8].

The country’s three state languages are Arabic, Berber and French. The last
of these languages dominates in large, in particular, the so-called imperial cities
— Casablanca, Rabat, Fez, Marrakesh. Also in the north of the country, where it
was colonized by the Portuguese and Spaniards, they know the languages of the
peoples who conquered. Namely, in the Atlantic El Jadida, Rabat, Tangier, Asil,
Chefchaouen, etc. This latter circumstance leaves a definite imprint on the cul-
tural identity of the indigenous population, enriching it with the traditions of those
peoples with whom they linked long-lasting cultural relations. This is reflected in
many manifestations of life, from the appeal of “Madame” to croissants with cof-
fee and jam for breakfast in guesthouses and the charm of the French intelligent
and easy communication of hoteliers.
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In general, Morocco is a country of contrasts. The courtesy of the manners
of the enlightened French and houses with the gardens of Yves Saint Laurent
and Jacques Majorelle here borders on the heritage of the pirate state of the
XVII-XIX centuries, mostly by the poor, for whom a salary of 100 euros per
month is the maximum earnings. Therefore, riads are mini-palaces that are ar-
ranged, as they were 300—400 years ago, as if they were hiding their treasures
from the inquisitive eyes of the low-income population, who are trying to
capitalize on basic search assistance to tourists (so-called “helpers”).

In general, in Morocco, there are now about 4,000 riads (dars, maison) for 35
million people [6]. At the same time, at least 2.5 million tourists visit the country
annually [7]. Most of them are trying to settle in the riads — places of great concen-
tration of authentic memos, mini-museums for filling the internal space with inter-
esting layouts. Indeed, in such premises, real luxury of a palace rest, understandable
to a European, is reproduced, which willingly enjoys something remotely similar to
an Italian courtyard on the one hand, and on the other — borders on a harem culture
and the opportunity to feel the Sultan with women in a “‘golden cage”.

The emergence of the riads should be associated with the tradition of caravan-
serais — visiting yards, inside which it was possible to stay with the cattle and to
have a good rest and to have a snack. Such residential buildings from the middle
ages began to build along the paths not only in the Arab-Muslim world, but also
in the territories of the Slavic states. According to Elena Kazakova, a researcher
of the guesthouses of Ukraine, after O. Rybchinsky, these structures also were
built on our territories. Most likely after the XIIIth century, when they became
widespread among the Ottomans, most likely during the XIth — XVIIIth centu-
ries. Moreover, most of them were located in our western lands — in Khorostkov,
Kamenets-Podolsky, Tulchin, Medzhibozh, Shargorod, Tartak, Sokal, Zalishchi-
ki, Markovtsy, Belogorsk, etc. [four]. During the XVII-XVII centuries, a type of
the so-called “gostiny dvor” was formed on the base of the planning system of
caravanserais. Its Europeanized versions from the X VIIIth century in Kyiv have
already been designed and erected by outstanding architects, in particular, the
well-known instigator and world affairs master 1. Grigorovich-Barsky, etc.

A caravan could mean people with animals (horses, mules, camels, etc.,
who moved in an organized manner). The barn (with the Persian. “Gray”
— the palace) — a place of rest, a building for the night. The synonyms of
this joint name, which came to the Ukrainian language from Turkish, were
the Syrian “Khan” (“Kan”), the armenian “Ijevan”, “Hanapar”, “Pnduk”, etc.
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[five]. The earliest domestic monument can be the caravanserai of the city
of Old Crimea on the Crimea peninsula, which began to develop during the
XIIth — XVth centuries. The Crimean Tatars’ indigenous population of the
peninsula was in close cooperation with the Turks, from which they adopted
the language, cultural structure and military traditions.

It is known that Turkish expansion also took place during the XVIIIth —
XIXth centuries in Algeria, the neighboring state of Morocco, from where
the tradition of building caravanserais and buildings of religious schools in
the madrasas with Koranic schools, which had an inner courtyard, as well
as small palaces with seral (harem) part with internal infrastructure) could
spread to other countries of the Maghreb.

Most likely, somewhere since the late middle ages, riads, which nowadays
have a tradition at least in 3-4 centuries, have spread to Morocco. So, Tatiana
Kaptereva mentions them in the art section of the Maghreb countries of the XVth
— XVIIIth centuries [3, p. 243-244]. As the researcher notes, “a small riad is a
prototype of a large palace garden — an agvedal, who became famous for the resi-
dence of the Moroccan sultans” 3, p. 243]. Now, many visitors to the Moroccan
riads have the unanimous opinion that de facto this atrium-patio is an echo of the
ancient Roman tradition and most likely originates in estates like Volubilis, the
central city of Mauritania Tingitanskaya, once located between the modern cities
of Meknes and Fez (erected no later than The third century AD, is now under the
protection of UNESCO), where nowadays there is a museum on the ancient ruins.

T.Kaptereva also wrote that the inner courtyard of such premises, which
included the inner garden, which in Arabic is called ar-riad, often had regular
planning with an irrigation canal along the main axis and included a reservoir
with a fountain “sharab” (Arabic, as a low bowl with a side) [3, p. 243]. To-
day, studies of traditional riads indicate a transition from the use of a round
fountain in them to the forms of wall fountains with half-planks, covered with
a zelydzh mosaic. As usual, this is a single architectural, planning and design
element, indivisible in its ensemble, used in dars and masons.

Today, studies of traditional riads indicate a transition from the use of a
round fountain in them to the forms of wall fountains with half-planks, cov-
ered with a zelydzh mosaic. As usual, this is a single architectural, planning
and design element, indivisible in its ensemble, used in dars and masons.

The mentioned type of mosaic most often has a size of fragments not
larger than 3x3 cm that fit into geometric patterns, in which an accent place is
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given to 6-sided starry azhura and variations of arabesques. Bright and pure
colors are used most often — a combination of indigo blue, red, green and
yellow (the predominance of blue in the design of houses is associated with
a significant Jewish component, especially in the north of the country). Two
elements are super-bright in the frame of such housing. The first is textiles
in the form of traditional berber carpets on the floor near the beds and up-
holstery with rectangular cushions with a geometrical or vegetable pattern in
tone in the sofa rooms, which are equipped with soft seating around the room
(traditional men’s room for re-interpreting in Islamic society). The second is
the colored glass of stained glass in the upper parts of the door and window
openings and in the hanging chandeliers (usually of a multifaceted shape).

Despite the described polychrome color of the room, it is not the main
style element in the Berber house. As usual, the riad contains 2-3, less often
4 floors of a complex of rooms, cohesive around the inner garden along the
perimeter. Since the courtyard is small, for example 10x15 m, most often its
space narrows somewhat upwards and forms something in the manner of an
air vault, sometimes covered with only wooden slats and, if necessary, with
transparent polyethylene (for the period of winter and rains).

Based on such planning and design features, the walls of the inner patio
have a height sometimes up to 15-20 meters. Those. a large light well, un-
covered by overlappings. At the same time, the entire inner space of the walls
of the atrium is decorated with a carved thud and colorful painting in the Mo-
roccan tradition according to all the architectural elements. All rooms of the
specified perimeter have windows with shutters that overlook the courtyard,
in this light well. Made like doors, they are in the technique of complex con-
vex carving with curved horseshoe or other complicated terminations. These
windows with shutters, which, apart from carving, often densely decorated
with folk-style paintings, began to acquire a secular tone during renovations
and restorations, echoing exquisite multi-layered carvings of plaster knock,
often include Koranic verses and carved names of the Prophet Muhammad.

Elegant carved (including with mashrabiya - openwork decorative trim-
mings and wall partitions, 6-sided tables and benches, furniture of buffet type
and chests, often additionally painted), as well as metal openwork elements
in the interior (side torch-like lamps-sconces, ceilings broken geometrical
shapes, complex lanterns, cumane-type dishes with a narrow thin neck, etc.,
overlay plates of metal embossed foil around numerous mirrors, elements of
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inlaid boxes with marquetry and painting) creates a junction of the main im-
age accents, which are a bit too much for traditional European interiors.

In this greatness, with a harmonious selection of primary elements against
the background of the traditional “tadelakt” plasters that imitate marble, wood
and metal, together with a bang, play the first violin, diverting even the bright-
est textiles and the more modest Tazhin-type ceramics as a secondary place.

That is, if the Europeans insist that, the national identity of each nation is most
clearly manifested through the patterns of ceramics and textiles; this thesis does
not work in the case of Morocco. Although upon closer inspection, it turns out
that Berbers and Tuaregs have an extremely harmonious embroidery, which is
very close to the Ukrainian one, in patterns and colors, and resembles Carpathian,
and sometimes Podneprovskaya. They also embroider patterns with a cross, put
on traditional clothes like gerdan and around the wrists, and wear woven spare
wheels and flocks, sometimes checkered and striped. At the same time, in the
patterns of woven fabrics and in the upholstery of furniture and patterns of em-
broidered pillowcases and tablecloths for the interior, the craftsmen adhere to
the coordination of the components of the ornament, as if transforming the same
repeating motifs that they work with in the same way in zelydzh mosaics.

From the traditional forms of ceramic and metal products, which are deco-
rated specially with the interiors of riads, dars and maison, it should be re-
membered, above all, tagine. Now they are used everywhere as a griddle for
roasting or stewing meat with a side dish and vegetables, which are covered
with a lid in the form of a high tent-cone. Most often, they are designed for
a pair of persons — 2, 4, 6, 8. Usually, simple terracotta are using in every-
day life, with the same covers, with a thick crock. But tajiny are maked with
colored watering and painting.

In Fez they also manufacture tableware from colored green and blue clay,
which has heat-resistant properties (suitable for use in dishwashers, micro-
waves and high-fire ovens). Objects have the properties of stone mass. The
author’s better mass, with a “designer” decor, is also produced in Tangier.

Also in Morocco, there are “zlafs” — bowls with legs, which resemble a
wide glass (like the old Russian “bratina’), which are considered to be the
predecessors of tagins without a tent cover; “gobans” — polychrome glazed,
somewhat vertically elongated ovoid soup vases with high lids, which in
their shape somewhat resemble a cone cut from above with a platform that
is crowned with a tongue [3, p. 207-208]. It is noteworthy that for breakfast,
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riad forms are served with shaped forms of a rosette, filled with butter, jam
and cheese, with hipped covers as small tagine. There are also built-in small
plates in the form of small vases-bottles made like a tripod, which essentially
resemble wedding dishes for wine, known in the countries of the Caucasus, in
particular, Georgia (like miniature amphora-like “kvevri”).

Numerous are also metal kettles of various forms, which often fill the inte-
rior of the riad as authentic accessories, which also have a utilitarian function.
Separate forms of them, such as a “boulyotka” with a spout and a heating pad,
are located near the central fountain of the atrium in dars (masons), when the
garden replaces a large hall — with a richly decorated with valuable works of
art — a living room. Sometimes these kettles are put up on a large round dish
like a frog, where there are low cylindrical metal cups around in front of the
outer edge in small recess cells. Something such an ensemble resembles Jew-
ish “qiara” for pieces of ritual dishes with a kettle inside.

In general, it can be argued that the Moroccan manor of the riad type
absorbed that condensed figurativeness, which is characteristic of the East-
ern man’s idea of the Garden of Eden and the paradise bushes. Often in the
middle of the patio (mostly square or rectangular, it meets with a pool in the
middle) orange or tangerine trees are planted in the four corners, which bear
fruit in Morocco almost all year round. So, T. Kaptereva in the last century
noted that nature in the gardens of the atriums of the Moroccan riads looked
“artistically humble”, which was associated with the image of the Muslim
paradise. After all, the “voice of water” should sound chastely in it [3, p. 244],
necessary for cleansing several times a day before “Namaz”, and the rational-
ity of being obeys the aesthetics of a heavenly, extraterrestrial paradise. This
is what riad gardens look like in the present, sometimes supplemented by
modern technology, wi-fi and murals outside.

In general, today, in Moroccan society, there is a perceptible substantial
“french” and a slight relation to wine. People here are leisurely, trying to enjoy
every moment, create the same atmosphere in their premises, nurturing their own
cultural “micro world”.

In some dars, instead of a small courtyard and farmstead rooms around
the perimeter, residential buildings are now being erected under one wall, an-
other has a restaurant and an economic administrative block, devoting a large
place to a garden-oasis (something in the manner of Ukrainian eco-groups)
behind which there are livestock farms and auxiliary facilities. For example,
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you can relax in Rashidia. In addition to coffee, tea and alcohol, the guests are
offered traditional berber chanting in folk costumes accompanied by musical
instruments resembling spectacular performances of water-carriers and snake
charmers in Rabat and Tangier.

Important toilets of Moroccan comfort in riads are also the lavatories and
hygiene rooms. Most often, a semicircular vault is erected above the shower,
thereby bringing the place for ablutions to a place under the tent or dome.
All these elements are obviously intended to create the impression of a large
“washing ceremony” when everyday procedures turn into acts of purification
of the soul and body, which are extremely important for the Muslim tradition.
Separately, the bathrooms pay a lot of attention to high ceilings, as well as in
general in the rooms of the riads, if only in the summer in the heat a person
could enjoy the light coolness and internal microclimate of the house.

Beautiful additions to showers and toilets are stylized elements of the
frame — mirrors in elegant frames, often with additional shutters, thickly
painted in colors; holders for paper, towels, stands for toothbrushes and soap,
the actual shape of the sinks, which are often used metal under brass, and
form together with other elements of the environment a single organic whole.

The openwork lattices on the windows complement the image of the luxu-
rious gray dragon, the rhythmic geometric pattern of which echoes the plas-
tic elements of the most refined knocking, that is used even in the frame of
open verandahs (supra-crown terraces) where food is often taken. In particular,
breakfasts. Considering that the number of rooms in medium-sized riads varies
from 6 to 10, a roll of inner windows decorated with fastidious configurations
of shutters, curved lines of the most curved cutout (most often of a horseshoe-
shaped) upper edges of window openings, and amazing beauty of forged grilles,
creates, in addition to flickering light, patterns of shadows and colors of stained
glass inserts of chandeliers and door and window openings. All these compo-
nents together will not leave indifferent a single visitor, whose rest in a quiet,
closed from the outside noise of the world, full of pleasing things, colors and
sounds, will be the best memory of the country of Morocco.

The difference between a Moroccan-style guest house and a European
one is obvious. After all, in our latitudes, usual hostels are accustomed to call
guesthouses, where they can live indoors up to 50 m — up to 10 persons in one
space. Even in the countries of the Caucasus and Turkey, where guesthouses
are often arranged in old estates with high roofs and “intimate” races for 2—3
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families, there is a completely different idea of the provision of hotel services.
In Morocco, the same 20—40 (50) meters is designed to rest two people. At
what the cost of such an individual residence starts from 10—-15 euros per per-
son (since breakfast, 90% — own bathroom and Wi-Fi).

Conclusion. Nowadays riads are becoming the hallmark of Morocco, in
which peace and quiet envelop in moments of finding the soul on itself with
the beautiful and with God. Every traditional thing in such interior becomes a
bridge between the past and the future, notifying the present to admire the per-
fect manifestations of forms, textures, textures and ornamental patterns found
by skilled craftsmen, artists and artisans who put the heat of their hands in every
perfect work intended for utilitarian use or just for beauty, aesthetic catharsis.

Considering that even now a significant part of ancient riads belongs to
well-known and well-to-do families, a significant proportion of such guest-
houses are located in medina with irregular streets, the distance between the
walls of which, sometimes, is only 80 cm — Im in height, and narrows up-
wards. The refined canons of luxury of the Maghreb countries are connected
with their mental vectors to the Arab, Turkish, Iranian worlds on the one hand,
and the Christian (Portugal, Spain, France) — on the other.

At the same time, samples of berber embroidery made in large cities are
distinguished by the traditional patterns and the perfect craftsmanship of their
authors. This also applies to the manufacture of leather slippers with colored
embroidery (an analogue of the Transcarpathian numeral), as well as ceramic
dishes. The indicated elements in riads are used less frequently than bright
woven textiles for sofas, as well as lint-free, nap and nodular kilims. At the
same time, in the suites, gilding can be added to the traditional stucco mold-
ing, inlaid marble floors, tables, even lavatories and gallery walkways and
stairs are often decorated with furniture, and decorated with fastidious slats
with golden arabesque patterns, creating an atmosphere of solemnity.

An integral part of the riad is inlaid and painted pieces of furniture such as
sideboards, 6-sided tables and benches with a complex post-carving of legs
and sidewalls, additionally also decorated with intricate painting. Sometimes
the latter consist of legs with transform crossbars, and when they are opened,
a wide metal dish with an embossed pattern like a Caucasian lyagan is super-
imposed. The ensemble of stained glass windows in wooden rims of windows
(such as Azerbaijani “shebeke”) sometimes ends with wooden carvings of the
“Shushabandi type”, common in Georgia and Armenia.
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Olqa Skolnaya (Ukrayna)

Morakes riyadlar1 Ukraynada miiasir turizmin inkisafi kontekstindo

Moqalo Morakesdo miiasir qonaq evlorinin, o ciimlodon daxili hoyato malik
evtikma anonasi ilo alagadar olan malikana tipli evlorin — riyadlarin, mayson-
larin, darlarin tohlilino hasr edilmisdir. Holo XVIII asrdo bdyiik yollar boyun-
ca karvansaralarin ¢ox genis yayildigr Ukraynada qonaqparastliyin inkisafini
nazars alaraq Magribin ayri-ayr1 6lkalorinin hazirda barpa edilon va otel, res-
toran, spa-salon vo s. kimi qurulan anonovi formali tikililorinin dévriyyayo
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colb edilmasi sahasindoki tacriibasindoen yararlanmaq lazimdir. Bununla
olaqadar olaraq xarici tacriiba Ukrayna turizmi ii¢lin ohomiyyat kasb edir, belo
ki, o, dizaynerlorin miiasir istehlak¢iya tokliflorini Simali Afrika etnoiislubiy-
yatinda genislondirir. Miivafiq suratds - todqiqatin magsadi bizim yerlor {igiin
kifayat godar ekzotik olan riyad formalarinin nazarden kegirilmasidir ki, bu da
gadim barbar (vo arob) daimi anonalarinin va goraitinin sintezini nozards tutur.

Acar sozlor: riyad, interyer, Morakes, borborlor (mavrlar), tuareqlor.

Onvea lllkonvnaa (Yxkpauna)

MapokkaHCKHe pHaJAbl B KOHTEKCTe Pa3BUTHS

COBPEMEHHOI0 TypU3Ma YKPauHbI

CraTbs OCBSAIIEHA UCCIIEA0BAHUIO COBPEMEHHBIX TOCTEBBIX JOMOB B Ma-
pokko. B wactHOCTH, pHaioB, MaiiCOHOB, TapOB, — 3[aHMI ycaJeOHOTO TUTIA,
CBA3aHHBIX C TpAJULUEH TOMOCTPOCHUN ¢ BHYTPEHHUM JBOPUKOM. Y UUTHI-
Bas pa3BUTHE MHIYCTPUM T'OCTENPUUMHOCTH B YKpauHe, B KOTOPOU elle B
XVII cronerun ObUIM YpE3BBIYAMHO PACIIPOCTPAHEHHBIM SIBJICHUEM Kapa-
BaH-Ccapau BJOJb OONBIINX ITyTeH, CIIeyeT IPUBIICYD OMBIT OTAEIbHBIX CTPAH
Marpu0a OTHOCUTENBHO BO3POXKACHUS TPAIULIUOHHBIX (OPM COOPYKEHHIH,
KOTOpBIE HBIHE PECTAaBPUPYIOTCS, BOCCTAHABIMBAIOTCS M 00yCTpPaMBalOTCS
II0Jl OTEJIM, PECTOPAHbI, ClIa-CaJIOHBl U T.II.. B CBA3M ¢ 3TUM MHOCTpPaHHBIN
OTIBIT LIEHHBIN [yl YKPAMHCKOTO TypU3Ma, BEJlb OH PACIIUPSET IPEIOKEHUS
JM3aifHEPOB COBPEMEHHOMY MOTPEOUTEINIO B CEeBEpOAPPUKAHCKON ITHOCTH-
auctuke. COOTBETCTBEHHO, 1LI€b MCCIEN0BAaHUS — PACCMOTPETH OBOJIBHO
9K30TUYECKHUE Ui HAIIUX 3eMellb (JOPMbI PHAI0B, KOTOPbIE UMEIOT JaBHHE
6epOepckue (1 apaOckre) NOCTOSIHHBIE TPAJAUIIUK CBEICHUS U 00yCTpOIMCTBA.

Knioueswie cnosa: puan, uareprep, Mapokko, 6epOepbl (MaBphbI), Tyapert.
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FIGURES:

Figure 1. Elements of internal furniture Figure 2. Elements of internal furniture of the mayson «Razoli Sidi
of the mayson «Razoli Sidi Fatekh» in Fatekh» in Medina of Rabat
Medina of Rabat.

[

Figure 3. Elements of internal furniture of the Dar Figure 4. Elements of internal furniture of the Dar
«Dar Rita» in Medina of Marrakech. «Dar Rita» in Medina of Marrakech.

Figure 4. Elements of internal furniture Figure 6. Elements Figure 7. Elements of internal furniture
of the Dar «Dar Rita» in Medina of of internal furniture of the riad «Riad Boustan» in Fes.
Marrakech. of the riad «Riad

Boustany in Fes.
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MONUMENTS OF ARCHITECTURE IN FIZULI
(MOSQUES)

Abstract. Mosques were built in Fuzuli as well as in many towns and
villages in Karabakh. Haji Alakbar, Haji Giyasaddin, Horadiz, Gochahmadli,
Mardinli and other mosques are of this sort. Mosques in Fuzuli region are
historically divided into three groups: the first group includes up to architect
Karbalayi Safikhan; the second group was built by Karbalayi Safikhan him-
self; those who entered the third group were built after him under the creative
influence of this architect.

Key words: architectural monuments, mosques, design, construction, ar-
chitectural peculiarity.

Introduction. It appears from the sources on the history of Azerbaijan, that
as the pressure of the Arabs on the indigenous peoples living in the territories
conquered by them increased beginning from the 7th century the promotion of
Islamic religious was also increased and as a result mosques were constructed
on the places of the temples belonging to the pre-Islamic religions [6]. Mosques
were constructed in such places where they could play central role in the es-
tablishment of the settlement plan. It appears from the historical sources that
mosques were not used for worship, training, education only, but were also
used as a sacred public building of large capacity in the solution of interstate
social problems. For this purpose, as in many towns and villages of Garabagh,
a mosque was built in the center of Fizuli as well. According to local elderly
residents, the building of the mosque was ordered by their fellow-villager Haji
Alakbarbey. (Fig-1) Therefore, the mosque still bears his name. There is an
opinion that besides this mosque, Haji Alakbarbey built a mill, a bath-house and
underground water source as well. But to our regret, they did not reach up to
the present day. It is said that, by firing a shot from his balcony Haji Alakbarbey
signaled the beginning of the four constructions at the same time.
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The interpretation of the main material. The plan of Haji Alakbar-
bey mosque was a square-shaped. Its main idea is the same as in the Juma
mosques in Shusha and Agdam. However, unlike the mosques in Agdam
and Shusha, the portal of Haji Alakbarbey mosque is asymmetrical. And
this is due to the rather large glassed veranda designed for women and the
subsidiary room on the ground floor - under it. Pilasters installed on three
other facades of the mosque are considered to be a continuation of its inter-
nal structures.

Figure-1.The Haji Alakbar mosque in Fizuli town.The plan and interior of the Haji Alakbar mosque
in Fizuli town. Draft and dimensions by R.Garabaghli. 02. 03. 1991year.

By adding rectangular geometric fig-
ures on the pilasters in the main facade the
architect tried this part to look even more
beautiful. The asymmetrical dusky portal
with bow-shaped arch arranged in the white
background of the main facade and decorat-
ed with geometric elements attracts atten-

) . Figure-2. Architect Kerbalai Safikhan
tion from afar. The mosque’s main entrance Garabaghi. 1817-1910. Drawn by

and the inscription in the old alphabet are R-Garabaghli. 1993 year.

also here. We read these words in the inscription:”Built by architect Kerbalayi
Safikhan Garabaghi’s” and the date of construction-1307 Hijrah (1889-90).
(Fig-2) Taking into account the local climate, the architect had designed the
interior of the mosque so that anyone entereing here even in summer heat
would meet with coolness and silence. The vault and the nine central domes of
the prayer hall are supported by the four octagonal columns. They also divide
the prayer hall into three naves. The bow-shaped arches supplementing the
bays in the hall are of the same constructive position and is in harmony with
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it. The talented architect having arranged the pilasters of the inner wall on the
same axis with the columns in the center of the arch and placing a wing of
the columns on them achieved the goal: to lessen the weight on the columns,
also to look the interior aesthetically beautiful. As a result, the constructive
elements of the building are transformed into bliss works of architecture and
delight our eyes, and there is no necessity for deceptive decorative elements.
Of course, this kind of works are regarded highly in architecture, and this is
the indicator of the intellect and talent of the artisan. Like in Agdam and Shu-
sha mosques, here on the second floor, opposite to the alter the architect has
built a glass veranda exclusively for women. The entry is not from the portal
of the mosque, but from the special door on the left side of the building. As in
all the mosques of Garabagh the floor of the Haji Alakbar mosque was deco-
rated with rugs and carpets tastefully woven by the Garabagh women. The
study of Haji Alakbar mosque showed that the local builders not once having
carried out spontaneous restoration works on this monument which included
in Kerbelai Safikhan Garabaghi’s mosques without minaret and as a result
the roof of the building has been modernized and the view of the pool in the
opposite changed.People say that, the pool was built by Haji Alakbarbey’s
close relative Jamal bey Vezirov and his name was inscribed there. Of course,
when we conducted the research works here once, along with the architecture
we were interested in the personality of these generous people as well, and
we gave a little information about them in the book “The architect Kerbalayi
Safikhan Qarabaghi” published in 1995 in “Azerneshr”. But taking into ac-
count this work to be associated namely with Fizuli district, we briefly present
some points related to Haji Alakbar bey and Jamal bey Vezirov.

Haji Alakbar bey had worked in various positions in Baku province. In the
declining years of his life he fell gravely ill and left for Tiflis for treatment.
After being cured he first goes to Ganja, then to his ancestral land - Garabu-
lag- the present Fizuli town. The poor and miserable appearance of his native
land filled his heart with compassion. So, Haji Alakbar bey decides to spend
the rest of his life to the development of this native town and for this purpose
he invites a group of well-sinkers from Iran and builders of the mosque from
the Shusha fortress. He reminds the masters from Shusha about his wish of
building the mill and the bath, and they agree with pleasure. Thus, Haji Alak-
bar bey instructs the Iranian masters with the construction of kehriz and those
from Shusha with the construction of the mosque, bath-house and the mill.
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It is said that this event offended one of the authoritative beys of Garabagh
Jamal bey Vezirov’s self-esteem. Hearing this, Alakbar bey entrusted him to
bear the expenses for construction of the pool in front of the mosque. This job
did not really require too much money, but for the sake of a good deed, he
gives his consent. Thus, all the works done for the sake of peace and comfort
of the Fizuli people were completed within a short period. As a sign of respect
for his good deeds the local community buried him in front of the first win-
dow, on the left side of the prayer hall of Haji Alakbar bey mosque.

We would like our historians, along with these two persons, to conduct ex-
tensive research on our countrymen, who had played an important role in the de-
velopment of our native land and let the future generations to know them closely.

Studies have shown that mosques in Fizuli area in terms of history can be
divided into three groups:

The first group includes those built up to Kerbelai Safikhan;

The second group includes those built by Kerbelai Safikhan;

The third group includes those built then, under the influence of the archi-
tect’s creativity [1].

Only one of the mosques in the territory of Fizuli built up to Kerbelai Safikhan
has reached our times in good condition. And this is above mentioned Haji Gi-
yasaddin mosque in Garghabazar village. (Fig. 3) The dates of construction of the
mosque and caravanserai are the same century (XVII). We read these words in
the inscription above the door: “O Allah, Mohammed or Ali. This mosque was
constructed by a generous servant of God Haji Giyasaddin. Hijrah 1095.” The
inscription on the right side says: “Allah is the one who opens the doors”.

1 2 3

Figure-3. The Haji Giyasaddin mosque in Garghabazar village. 1. General view of the mosque, 2. Plan,
3.Section. Draft and dimensions by R.Garabaghli. 02. 03. 1991 year.
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Being constructed on the large rocks on the hill in the center of the village,
this mosque consisted of only room with width 8.12m and length 9.45m. It is
only entrance door being completed with bow-shaped arch is faced with the al-
tar. There are small niches on right and left sides of the altar completed with
wave-shaped arch, and slightly above the floor on side and front walls. A pair of
windows placed above the niches on the side of altar allows enough light to il-
luminate inside of the mosque. There was a heater on the wall to heat the inside
of the mosque during winter time and its smoke pours from a hole on the ceiling.
The roof of the mosque is completed with a semicircular vault. To increase its
strength, the second adjoining vault was built beneath the ceiling. Undoubtedly,
the mosque was designed not only for the rural people but also for the Muslims
who stayed at the caravanserai as a guest. First of all, being constructed near the
caravanserai allows us to say this. It should be noted that there is also bath and
underground water line near the caravanserai along with the mosque. All these are
the characteristic features inherent to architectural traditions of the Muslim East.

As we mentioned above, the mosques in the second group are those built by Kerb-
elai Safikhan Garabaghi. One of them is the Haji Alakbar mosque which we men-
tioned above. One of the other mosques is located in Horadiz (Fig. 4) and another one
in Gochahmadli village (Fig. 4). First of all, it should be noted that the plan and the
construction design of both mosques are similar to Haji Alakbar mosque. However,
the wooden balcony on the top fagade of Horadiz mosque is the element distinguish-
ing it from the others. The fate of the architectural monuments is like the human fate.
Some of them (palaces) are decorated as bride, some (fortress) look to the vast valleys,
caravan routes like a bird perched on the highest mountain peak, and some (mosques)
are praying to God’s temple by extending their “long arms”, and some (tombs) are
looking out to passerby from ancient burial grounds for centuries.

Figure - 4. The Juma mosque in the village of Horadiz. 1. General view of the mosque, 2. Plan,
3.Interior. Draft and dimensions by R.Garabaghli. 02. 03. 1991 year.
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The mosque in Horadiz,erected many years ago than the Gochahmadly
mosque, is located near the ancient kehriz in the center of the village. Overall
dimensions of the mosque are 13.7 x 18.18 m. Like in Haji Alakbar mosque
the four octagonal stone columns in the prayer hall separate it into three naves.
In addition, the glass gallery built for women in the opposite of the altar con-
tain the idea of interior design. However, as mentioned above, the wooden
balconies constructed on the side of the portal-in front of the windows on the
second floor is one of the features that distinguish it. Owing to these balconies
it bears resemblance to the residential building than the mosque. But in any
case, the balconies have a certain function as well. According to elderly local
residents, during religious ceremonies mullah, akhund or influential people of
the village standing on the balcony used to address to the public.

The existence of the second quarter
mosque in Horadiz village (Fig.5) shows
that it was mainly functioning as the Juma
mosque. These balconies were constructed
in the facade of the mosque for this reason.
One of the features distinguishing the Hor-
adiz mosque from the Haji Alakbar mosque

is the | £i .. its f Figure - 5. A quarter mosque in the vil-
1s the large number o Inscriptions on 1ts fa- lage of Horadiz. Photo by R.Garabaghli.

cade and portal. They are 10 there. These 1988 year.
ten inscriptions were carved on a stone slab, each being in a different geomet-
ric form.

For instance, the four stone inscriptions between the windows of the ground
floor are circular, the one on the top of the portal - trapezoid, those on the right
and left of the entrance - rectangular, the stone which is the completion of the
entrance - arch-shaped and the seat of the one relatively above is straight and
the top is semicircular. Like these stones that differ in their geometric form,
the inscriptions differ in the content as well. Those inscriptions related to the
religious themes on the side and over the entrance mostly attract attention.
It appears from the inscriptions that the mosque began to be constructed in
1308 Hijrah (1890-91) by order of Haji Mullah Abdullah. The other inscrip-
tion shows that the construction of the mosque was continued by Haji Mam-
madgulu and completed in 1326 Hejira (1908). According to local residents,
Haji Mammadgulu was Haji Molla Abdullah’s son. If it is so indeed, then
it appears that the construction of the mosque beginning by the father were
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stopped for some reason or other, then after 18 years this noble work was con-
tinued and completed by his son. But it is rather interesting that the mosque of
Horadiz was not named afternone of these two persons. It can be assumed that
despite these two men were the initiators of the mosque’sconstruction, all the
villagers bore the expensesof the construction and worked there. In our opinion,
therefore the mosque was nameless. It should be emphasized that, till the oc-
cupation of Fizulidistrict planned restoration works were being carried out both
in Haji Alakbar and Horadiz mosques. But the war interrupted it. In any case,
it was necessary to stop the restoration. Because despite the high quality the
new minarets were being erectedfar from the buildings. The minaretsrecallinga
chimney installed in the yard of the factory would undermine the solution of
the mosque’s composition. In our view, if the minarets of both mosques were
built in the right corner of the main facade it would have been more traditional
and complete architectural solution. We should note that Safikhan far seeingly
had placed niches (wooden)in this part of the portal. Opening these niches as
a door one would be able to enter the minaret. At one time, while conducting
investigation there we made a motion to the restorer architect and construction
workers with these suggestions. Stressing that the minaret historically was built
long after the mosquethey tried to ground such an architectural solution. But if
so an inscription could be written and put on the minaret. We consider necessary
to note that the inscription informing the date of construction of the minaret had
already been put on. Then rises a question: What made the people to build mina-
rets isolated from the mosques and to spoil the composition of the building? We
hope that restorers will make their work more efficiently after the liberation of
Garabagh from the Armenian occuation.

The mosque in Gochahmadly village is considered to be one of the last
religious buildings in Safikhan’s creativity. (Fig.6) As we mentioned above,
the mosque was erected on the upper end of the village, on a foothill plain
in front of Shukur bey’s mansion. Despite of slight differences in size of the
mosque, both for outer and interior architecture and for the design it reminds
the Haji Alakbar mosque. Four octagonal stone columns in the prayer hall,
the bow-shaped archs and domes,as well as pilasters on theload-bearing wall
surface placed on the same axisare almost identical structural elements with
those in Haji Akbar Mosque.

A glass gallery for women facing alter, on the second floor of the interior
and a separate entry going upstairs on the mosque’s side shows the architect
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to remain faithful to his own creativity. The inscription above the entrance
gate indicates as the date of construction the1905-1906 years. The ruins of
the building built near the Gochahmadly mosque that later was seriously
damaged, in terms of the constructive structure repeats its elements. It can
be assumed that this served as a subsidiary building of the mosque. As we
mentioned above, the third group of mosques include those built afterwards,
under the influence of the architect Kerbelai Safikhan Garabagi’s creativity.

Figure - 6. The Gochahmadly village mosque. 1. General view of the mosque, 2. Plan, 3.Interior.
Photos and drafts by R.Garabaghli. 1993 year

First of all, it should be noted that these mosques by outward resemblance
remind the quarter mosques built in Shusha by Safikhan. One of such mosques
is in Garakhanbeyli village. The wall corners, sides of the doors and windows
of this mosque, not so differing from the village houses for its appearance, are
bordered with flatly evened stones. The asymmetrical mosque portal is com-
pleted with the only arch-shaped stone on the top. Although the stone is semi-
circular above, it is divided into 5 small semicircles in the inside. The central
semicircle has the moon and the stars embossed on, the others have vegetal
ornaments carved in keeping harmony. Below them there is inscription of the
mosque. The window on the right side of the entrance door is the replica of
the windows in the Julfalar and Haji Yusifli quarter mosques of Shusha. Win-
dows placed at this level are usually designed to light the women’s section.
It should be noted that in the prayer hall of the Garakhanbeyli mosque, at a
height of 1.2 m from the floor level, on the opposite side of alter there is a
special place for women. The flat-shaped roof of the mosque is supported by
eight wooden columns. The columns standing in two rows in the hall divide it
into three naves. Windows lined up on both sides light the praying hall. As it
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indicates there was a necessity in the tradition of Safikhan while building the
Garakhanbeyli mosque that had a simple solution of design and architecture.
We observe the same idea in the example of Dedeli and Beyuk Behmenli vil-
lage mosques. Although the Dedeli and BeyukBehmenli villages are at a long
distance from each other, mosques in these villages have many common, but
at the same time they have some differences. For example, the entrance of
the Beyuk Behmenli village mosque is from the side of main facade, while
the entrance to the Dedeli mosque is on the right side. Unlike the Dedeli
mosque the Beyuk Behmenli village mosque has two windows to illuminate
this section of the mosque, despite both mosques have a special place intend-
ed for women. 10 wooden columns divide the interior of the Beyuk Behmenli
mosque with 9.8 m bays into three naves, and 5 columns divide the interior
of the Dedeli mosque with 9.43 m bays into two naves. As it indicates, both
mosques differing from each other by some external architectural elements,
the interior design elements have the same and distinctive features as well.

Conclusion. Much to our regret, none of these mosques has inscription
on. But unlike them the Merdinli mosque differs from the Dedeli and Beyuk
Behmenli mosques both for its architectural solution and inscriptions in the
facade. In contrast to it, the Gejejohzlu village mosque hardly differs from
the village houses. But in any case, these mosques are places of worship for
our people and, the center of religious unity. Therefore, they should be inves-
tigated and passed on to future generations. Much to our regret, as a result
of occupation of the territory of Fizuli we are not able to utter any concrete
opinion about the monuments in the town, including the religious buildings-
vestiges of our near and remote past-in Yukhari (Upper) Refedinli, Guzdek,
Divanalilar, Gajar, Veyselli and other villages, as well as the “Dedeli under-
ground water source”, the “Ali bridge”, “Kerem bridge”, the “Bahmanbulagi
(spring)”, the “Qayib tomb” and other monuments.
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Rizvan Qarabagl (Azarbaycan)

Fiizuli rayonunun memarhq abidslori (mascidlar)

Qarabagin bir ¢ox sohor vo kondindo oldugu kimi, Filizuli rayonun-
da da moscidlor insa edilmisdir. Hac1 ©lokbor, Haci Qiyasoddin, Horadiz,
Qogohmadli, Merdinli vo s. mascidlor bu gobildondir.

Fiizuli erazisindoki mascidlari tarixi baximdan ii¢ qrupa ayirmaq olar: Bi-
rinci qrupa daxil olanlar - Memar Korbolayi Sofixana qodar olanlar; Ikinci
qrup Korbolayi Sofixanin 6z tikdiklori; Ugiincii griipa daxil olanlar iss bu
memarin yaradiciliq tosiri altinda ondan sonra tikilonlordi.

Acar sozlar: memarliq abidslori, moscidlor, dizayn, konstruksiya, memar-
liq 6zalliyi.

Puszean I'apabaznvt (A3epoaiiorncan)

IHamATHUKHN apXuTeKTYpPbl PHU3YJIMHCKOr0 paiioHa (Me4eTH)

PaccmarpuBaemblie B CTaThe MEUETH ObUIM OCTPOEHBI B PU3YIH, a TAKKe
BO MHOrHuX roponax u cenax Kapabaxa. K num otHocsarcs meueru ['amxu
Anexnepa, I'apxu Kuscagnuna, l'opagus, ['ouaxmennu, Mepaunnum u gpyrue
CEJIbCKUE MEYETH TAKOI'O TUIIA.

Hcropuuecku meuetn B PU3ynu NOApa3IeisIlOTCS Ha TPU IPYNIILL: B IIEp-
BYIO BXOZSAT MeueTu nocrpoennsle 10 Kap6anau Cadpuxana; Bo BTopyro rpymn-
Iy BXOJAT Me4YeTH, HocTpoeHHble camuM Caduxanom; Te, KOTOpbIEe BOLUIN B
TPETHIO TPYIIY, ObUIM MOCTPOEHBI MOCIIE HErO MO TBOPYECKHM BIMSHUEM
9TOr0 apXUTEKTOPA.

Kniouesvie cnoga: apXUTEKTypHbIE NMAMATHUKHM, MEUETH, JAMU3ailH, KOH-
CTPYKLUH, APXUTEKTYPHBIE XaPAKTEPUCTUKU.
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CONSISTENCY METHODS AND STRUCTURES GEOMETRY
OF DESIGNS APPLIiED ON THE INTERNAL
WALLS OF KIRMAN BAZAARS

Abstract. In this article the author clarifies the exploited markets in an-
cient cities such as Tabriz, Shiraz, Kirman, and geometrical and mathematical
calculations of the geometrical structure of the arches, domes and their deco-
rative compositionsnoting that the covered markets are still exploited.

In the national architecture of Iran the cover of large “dahanas” (corks)
was made by the geometric shapeslike brick, raw brick, arch built natural
stone, and dome. As it is known, there is fewer wooden building materials in
the country and in most regions of Iran, flat ceilings with pole and column
have not been used or used less. Thus, Sardarabad in Kirman is taken as
an example, and the sequence method and geometry of the projects imple-
mented in its structure are studied. Application of geometry caused to remain
Sardarbazar for centuries as an historical monument interpreted on the basis
of mathematical calculations. Balancing and proportion of its structure ele-
ments, their characteristics of the ratio are analyzed. At the end of the article
is shown that, the correct application of geometry from ancient times to the
national architecture of Iran is considered to be the main factor for centuries
of ancient buildings.

Key words: Kirman market, arc, decorative compositions, covered mar-
ket, rectangular.

Introduction. The traditional, national covered bazaars of Iran, also Ta-
briz, Shiraz and Kirman bazars are still in use and keep their working ca-
pacity. Designs applied in these bazars consist of brick material, mostly, tag
(archs), gunbez (dome) and “karbondi”’s. With their decorative compositions
and beauty, these bazars are considered precious buildings. Cover of great
“dohano” (corks) in the traditional national architecture of Iran were con-
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structed from brick, raw brick, and natural stone materials and formed as
arch, dome and “karbandi”. Also, because of lack of wooden construction
materials in Iran plane ceilings that constructed by shanks and columns were
not or less used in most regions [1]. Especially, in Iran and dry climatic re-
gions (Kirman, Kashan and others) cover of ceilings were like arch and dome
form. Therefore, cover of the traditional national covered bazars were in arch,
dome and “karbandi” shape. “Karbandis” made the condition of the building
more useful and played internal decoration role of the building.

The interpretation of the main material. Besides “Karbandis” applied
in these bazars, domes (small domes) in the upper parts of “Karbandis” were
worked among the “dohanas” of colourful beauty designs in such a way that
designs in each “dohanas” of bazars are very different from each other.

Sardar bazar of Kirman consists of severel small bazars, crossing “rasta”
(trading row) as a sample. Three main rasto joins freely to bazar. Sardarcara-
vansary is fomed among three main rasto. This bazar locates in the centre of
the ancient “baft” (structural junction) of Kirman. Consistency, methods and
geometry of the applied designs are researched in the present article [4].

Picture 1. Kirman Sardar bazar corridor.
Picture 2. Arches, domes, small arches
of Kirman Sardar bazar [5].

Karbondi” designs that sued among the
arches in the designs of Kirman bazar build-
ing is a simple decahedra, zamina of karbandi
is foursquare. Sides are proportional and ap-
proximately are b=4, a=3, sides of karbandi
are calculated as 2[(a+b]-2]. 2[(3+4)-2]=10. B

The medium (area) of circle is drawn on
the quadrangular zamina (base). (Sketch 1).
Then, one pentagonal is drawn as belowmen-
tioned within the circle in order to divide the
medium — area of circle into ten equal parts.
AB and CD diameter of circle is drawn and
BO radius is divided into two equal parts. Thus, F point is got. Then such Kaman
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with FD radius the centre being F is drawn, so that it could cross AB line on the E
point. Afterwards, the second Kaman with DE radius is drawn in the centre D and
Kaman crosses AD arch on the H point. H and D points are connected. Thus, one
side of pentagonal is obtained, other sides are also obtained with this method. The
circle has been divided into five equal parts as a result (Sketch 2).

Sketch 1 Sketch 2

HD, HG, GP and KD arches are divided into two equal parts according to
the Sketch 3.

IO.
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Sketch 3 Sketch 4 ye

An arc with radius more than HD/2 is drawn having H centre point on
the HD point. So, radius is drawn being bigger than HD/2 in the D centre,
perpendicular line is drawn from crossing of these two Kamanstowards HD
Kaman and this perpendicular line divides HD Kaman into two equal parts.
DK, PP, PG, GH arcs into two equal parts according to the said method. Thus
encircled circle in the foursquare is divided into ten equal parts in the ABCD
“zomind” according to Sketch 3. As BC side of foursquare covers 1/3 of cir-
cle, connects the points of circle in the form of 3x3 and lines of “karbondi”s
plan are obtained from crossing to these lines according to sketch 4. At that
time one arch can be considered for all lines of karbandi [3].

Here the arch(five and seven) may be considered as an arch according to
the sketch 5. Three parameters “karbandi” of bazar “rasto” (coridor) is got
from crossing of these arches according to the sketch 9.
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Sketch 5 Sketch 6

Sketch 7 (B-B cut)

Sketch 9. Geometry of three parameters “karbandi” of bazar
Structure and geometry of decoration design of “Karbandi” upper domes.

Picture 2. Geometric design of
“Karbandi” upper domes

Geometry of this design based on
circle crossing and R1 radius is drawn
equal to “somso” radius according to
S1 circle (sketch 10) in the first step
while geometric drawing [6]. Then
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medium (area) of S1 circle is divided into 20 equal parts (sketch 11). In the
second step, they are connected to each other as one section of AB line in the
form of 6x6 according to the Sketch 12. Another circle with AB=R2 radius is
drawn by considering each division of S1 circle as a centre and it is called S2.
For example, two points,a andb are considered as a centre.

One circle with AB=R2 radius is drawn in the A centre. Also, another cir-
cle with AB=R2 is drawn in the B centre. K point is obtained from crossing
of two circles on the T1 vertical line (diameter of circle). Then, the distance
from O up to k is called R3. A circle with R3 radius is drawn in O centre and
is called S3 (Sketch 13). External part of geometric pattern is obtained from
crossing of S2 circles [2]. Thus, geometric patterns are formed from crossing

of S2 circles according to the Sketch 14.
S4

Sketch 10 Sketch 11

S$4 T

, 2

Sketch 12 Sketch 13 =7

A
]
Sketch 14 %
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Conclusion. Operation and protection of historical national and tradition-
al buildings, as well as, safeguarding of Sardar bazar in Kirman city as a his-
torical monument was possible thanks to geometry science, because science
of geometry allows defence and protection of traditional, national buildings,
also plays great role in their being fascinating and proportional. So, balanc-
ing, proportionality and correlation of structural elements of a building is
possible by means of geometric logic. Geometry played great role from the
most ancient times in city architecture and town-planning in the world culture
and was almost, one of the main factors of protection of these traditional —
national buildings for many centuries.

References

I35 Olxaw Ol LSSl csylars Hd dwdda co3a) eSSy (1
1385

1383 sl ol HLASS) cdwdda s cdgaxs o Jwgs (2

e (Jae Ho dwdda o4y LS ) (Sl dwads e ldgdl gl o Sla) e (3

1384 Gg,w ol LASSI

abli> lo glojle ol )Lais] csasayls 5 o038 « kol dloyad (4
1361 ) ! SLiwly HLST

sl b slade slaal g cagde s Jligs c00l) ) (5
1374 g0 o)y LASS) < 45,

1366 @y w ol HLAGS! czi! 5 Glb (ouadl Sluk (SLELS wsbas (6

Ohmad Panahi (Iran)

Kirman bazarimnin daxili divarlarinin sathlorinds tatbiq

olunan layihaslorin ardicilhq iisullar1 vo strukturlariin hondasasi

Hazirki maqalado miisllif Tabriz, Siraz, Kirman kimi qodim tarixo malik
olan gohorlordos ortiilii bazarlarinin halo do istismar olundugunu qeyd edorok
bu bazarlarda totbiq olunan layihsalorin, taglarin (arkalarin), giinbozlorin
handasi qurulusunu vo onlara vurulan bazok kompozisiyalarint hondasi vo
riyazi hesablamalrla aciqlayir.
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[ranin milli memarliginda bdyiik “dohano”lorin (agizliglarin) &rtiiyii
karpic, ¢iy karpic, tobii das materialindan tikilmis tag, glinbaz, kimi handasi
formalar vasitos ilo aparilmisdir. Molum oldugu kimi 6lkoads taxta tikinti ma-
teriallar1 az oldugundan Iranin oksor regionlarmda millove siitunla tikilon
miistovi tavanlardan istifadoe olunmamisdir vo ya az istifade olunmusdur.
Odurki, Kirman gsharindoki Serdarbazari bir niimune kimi gotiirtilorok onun *
(struktur qurulugunda totbiq olunmus layihalorin ardicilliq isulu ve hondasasi
aragdirilir, Sordarbazarinin aslor boyu tarixi abide kimi qalmasina sebab olan
handasi elmnin totbiqi riyazi hesablamalar osasinda sorh olunur vo onun
struktur qurulus elementlorinin balanslagdirilmasi vo miitonasibliyi, nisbatlori
xiisusiyyatlori tohlil olunur. Maqalanin sonunda gdstarilir ki, handasa elminin
lap qodim zamanlardan Iranm milli memarliginda diizgiin totbiq olunmasi
gadim binalarin asrlor boyu qalmasinin asas amillori hesab olunur.

Acar sozlor: Kirman bazari, tag, dekorativ kompozisiyalar, ortiilii bazar,
dordbucagql.

Axmeo Ilanaxu (Hpan)

Metoabl 1mOC/I€10BATEILHOCTH U T€OMETPUS CTPYKTYP IPOEKTOB,
NPUMEHEHHBIX HA MIOBEPXHOCTH BHYTPEHHHUX CTeH pbIiHKa Kupman

B crarbe aBrOp, oT™Meuas (yHKIMOHUPOBAHUE M B COBPEMEHHOCTH KPbI-
TBIX PBHIHKOB B TAKMX ropojiax, 001a1aloux ApeBHeH ucropueii, kak Tedpus,
upa3, Kupman, pazpsacHSIET ¢ IOMOILBIO FEOMETPUUECKUX U MaTeMaTuye-
CKMX pPacyeTOB I€OMETPHUYECKYIO CTPYKTYpy IIPOEKTOB, ApOK, KyIIOJIOB U
HCIIOJIB3YEMBIX B HUX OPHAMEHTAJbHBIX KOMIIO3ULUN, UMEIOIIUX MECTO B
YCTPOMCTBE PHIHKOB.

B npanckoii HalMOHATBLHON aPXUTEKTYPe COOpYKeHUe 0a3bl ObLIO BBINOI-
HEHO MTOCPEICTBOM TAaKUX T€OMETPUUECKUX (HOpM, KaK apka, KyHoJ, IPpH 3TOM
HCIIOJIb30BAIMCh KUPIIUY, KUPIIHY-CBIPELl, IIPUPOIHBINA KAMEHHBIN Marepuall.
Kak u3BecTHO, B CBSA3M C HEIOCTATOUHOCTBIO CTPOUTENBHBIX MATEPUATIOB U3
JiepeBa B CTpaHe, B 0OJIbIIMHCTBE pernoHoB Mpana 1100 He HCIOIb30BaTHCh
IUIOCKKE TOTOJIKUA U3 LINHIEH U KOJIOH, JIMOO K MX BO3BEICHUIO Ipuderain
B OYCHb pelKUX ciayvasx. Tak, B3AThIl B KauecTBe oOpasua peiHoK Caprap B
ropone Kupman, o0ycinoBiauBaeT u3yyeHHE METO/a MOCIEeI0BATEIIbHOCTU U
TEOMETPUIO NIPOEKTOB, IIPUMEHEHHBIX B YCTPOMCTBE €r0 CTPYKTYPBI, Ha OC-
HOBE MaTEMaTHYECKUX PACUETOB OOBACHACTCS IPUMEHEHNE F€OMETPHUECKON
HayKH KakK IIPUYMHA COXPAHHOCTH Ha NPOTSLKEHUU BEKOB pbiHKa Cappap B

78



Incosanat vo madaniyyat problemlori / Problems of Arts and Culture / TTpo6iieMbl HCKYCCTBA 1 KyJBTYpbl N1 (67)

KaueCTBE MCTOPUUECKOTO MaMITHUKA, AaHAJTM3UPYETCS COITIACOBAHUE U YPaB-
HOBEILIMBAHUE €r0 CTPYKTYPHBIX 3JIEMEHTOB, COOTHOIIEHHE 0COOeHHOCTElH. B
3aKJIIOYEHUE CTAaThU MOKA3aHO, YTO BEPHOE MPUMEHEHHUE C IPEBHUX BPEeMEH
reOMETPHM KaK HAyKH B MPAHCKOH HAllMOHAJIBHOM apXUTEKType CUUTAETCS
OCHOBHBIM (DaKTOPOM COXPAHHOCTH JPEBHUX COOPYKEHHH Ha MPOTSKEHUU
BEKOB.

Kniouesvie cnosa: bazap Kupmana, apka, 1eKOpaTHUBHbIE KOMIIO3HIIUH,
KPBITBIN 6a3ap, YeThIPEXyTrOIbHUK.
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OEUVRE OF ARIF MELIKOV iN THE CONTEXT
OF THE WORLD MUSIC CULTURE

Abstract. In this paper reviewed the composer Arif Melikov’s creative her-
itage composed of nine symphonies, eight symphonic poems, ballets, suites,
cantatas, romances, songs, instrumental works, and plays and movies. One of
the main features of A.Melikov musical subjects is his theatricality and rather
its choreography. The “Legend of Love” ballet has earned world-renown and
has been staged in more than 60 world theaters. Particular attention was paid
to the symphonic creativity to the composer’s complex genre. The result is
that symphonic thinking, special harmonious language, the ability to describe
the folk song sources of the rhythmic structure, and most importantly, the
ability to portray the music, the colorful musical character, melodicism put
A. Melikov together with prominent representatives of contemporary world
music culture. The composer’s special attitude to mugham art is mentioned.

Key words: A. Melikov, symphonic thinking, ballet, mugham, music for
plays and films.

Introduction. The modern world raises an infinite number of questions
before the artist. How to realize yourself in the time stream? How to penetrate
centuries in time, without losing the connection with the present day? How
to merge into one the spiritual experience of world civilization and initial de-
mands of genetic memory? How to determine what is good: implementation
of his authority in the cause of civic duty or preservation of himself, his skill
and inspiration?

Only a significant, outstanding personality can handle these issues, the
personality perceiving himself by his talent not only in time, but above time,
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for whom the future is as real as the present. Such an artist is the People’s Art-
ist, academician composer Arif Melikov.

The interpretation of the main material. The artistic heritage of the
composer impresses by its scale and diversity. These are nine symphonies,
eight symphonic poems, ballets, suites, cantatas, romances, songs, instrumen-
tal works, music for dramatic performances and movies.

No exaggeration to say that Arif Melikov’s music that long ago striding
over national boundaries, sounds today all over the world. Deeply modern
both in spirit and by means of expression, it has never been aimed at solving
immediate tasks, but addressed to the problems of Eternity, and, therefore, to
many subsequent generations.

One of the main typical features of Arif Melikov’s musical thematism of
the early period is his original theatricality, moreover - choreography. Not
casually that he is an author of such ballets as “The Legend of Love” (1961),
“Stronger than Death” (1966), “Two on Earth” (1969), “Poem of Two Hearts”
(1982), “Yusuf and Zuleikha” (1999). It is also not gratuitous that he has writ-
ten wonderful music for drama theater and cinema. Thanks to the ballet “The
Legend of Love”, Arif Melikov’s oeuvre gained world fame.

Performed for the first time at the St. Petersburg Opera and Ballet Theater,
this masterpiece of the composer had startedits triumphal march through the
world stages and was shown, besides Baku, in Istanbul, Ankara, Cairo, Al-
maty, Tashkent, Moscow, Novosibirsk, Kiev, Prague, Sofia, Weimar, Dresden,
Helsinki, New York, Philadelphia, Los Angeles, Skopje and many other cities
of the world. The ballet was played on the stages of more than 60 theaters of
the world. Through the music of A. Melikov, millions of people in the world
got to know Azerbaijan and got acquainted with the culture of our country.

Exploring the work of then a young composer, who had gotten world fame,
musicologists noted that “Melikov’s music is temperamental and spontaneous.
It has a lot of romance of young impulses that cannot leave the listener indif-
ferent. It has a poetic angle, and intense passion, at times to an extreme. His
melosis has its own “big breath” and exigent rhythmic structure, which vividly
brings to mind the folk song sources” [4]. Nevertheless, a major feature of the
composer’s creativity works is “possessing mastery of a scenic musical char-
acteristic, the ability to “draw” with music, always concrete, even in the most
generalized designs” [3, p. 113]. “Melikov is an excellent melodist. His melo-
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dies are expressive and plastic, they sound on a wide breath. It is a melody that
determines a semantic charge, conveys an emotional content of one or another
episode” [3, p. 114]. His special harmonic languagemust be noted as well.

However, Arif Melikov is the symphonic composer first of all. The sym-
phony genre is one of the most difficult in the musical art. The composer’s
most important creative achievements are accumulated in the symphony gen-
re, as well as his philosophical reflections are concentrated there. The path
from the First to the Ninth Symphony is a long way from the student debut to
the top of professional excellence, from a simple mastery of the symphonic
form to its complete obedience to the needs of expression of a great artistic
individuality. Already in the first major symphonic works it is clearly felt the
author’s aspiration for his own reading of well-established schemes, for sub-
ordination of the form to the substantive aspect of music. In Melikov’s sym-
phonic works, the world is represented in complex spatio-temporal interlink
ages. Modernity is highlighted by the past, and the past is correlated with the
forward-looking spirit.

The first symphony of A. Melikov conquers by “sincerity of expression
of feelings, thoughts, romantic flight” [2, p.133]. The second symphony
dedicated to D. Shostakovich, had been first performed in Baku in 1967,
and then sounded in Tbilisi, Moscow, Ankara, Tokyo, Warsaw, Prague. “The
polar Third and Fourth symphonies reveal composer’s world of artistic im-
agery: the first is bright, cheerful, the second is dramatically-philosophical”
[5].Nevertheless, the Fourth, Fifth and Sixth symphonies are tied by a sin-
gle ideological concept and constitute a triptych of one-part symphonies. In
this, the Sixth Symphony is named by the composer “Contrasts”, and this
title reflects the artistic tasks that he has set for himself: “Through a con-
trasting alternation, a comparison, to show a circle of the most important
problems worrying humanity today” [5]. In this work, the improvisation is
especially noticeable, which is the “result of the synthesis of mugham and
modern-concert” beginning [5].

In general, it is necessary to note the special attitude of A. Melikov to
the art of mugham. In his symphonies there is a number of themes inspired
by mugham impulses. All of them are connected to the composer’s desire to
expand the sphere of lyrical images by introducing the eastern attitude and
world outlook in it. And it should be noted that Melikov manages to integrate
all this into the European symphonic concept.
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The Seventh and Eighth Symphonies “are addressed to the individual,
to uncovering of its soul conflicts” [2, p.133]. The composer dedicated his
Eighth Symphony to the memory of the outstanding politician the national
leader of Azerbaijan Heydar Aliyev. And he brilliantly managed to express
the historical scale of Heydar Aliyev’s personality by means of a musical
language. Without a doubt, Arif Melikov is the greatest symphony composer
of our times. And his creative works have been made an intrinsic part of the
world musical culture.

The integration of A. Melikov’s works into the world cultural space is also
the result of his creative collaboration with outstanding representatives of
literature, music, theater, art, science from other countries. Everyone is well
aware of the creative tandem of A. Melikov and Nazym Hikmet, resulting in
not simply in creation of the ballet “Legend of Love”, but also in emergence
of a qualitatively new synthetic artistic phenomenon. Though, much has been
written on this.

But very few people know the history of creation of the Seventh Sym-
phony. It is associated with the name of the distinguished son of the Turkic
world Thsan Dogramadzhi. Their acquaintance with A. Melikov took place in
1994, when Thsan Dogramadzhi had arrived in Baku. According to the com-
poser himself, “we talked very warmly, and he asked me to write a symphony.
I immediately replied that I would dedicate this symphony only to him. Then
I went to the Turkish city of Bilkent, where excellent conditions were created
for me for work” [6]. In 11 months Thsan Dogramaji built a beautiful concert
palace - especially for the performance of this symphony. The painting “Al-
mond Branch”, which the composer had done for I. Dogramayji, was exhibited
in the hall during the premiere of the symphony, and then it decorated the of-
fice of the great pediatrician and philanthropist.

The composer’s thematic thinking incorporates all the richness of the
modern musical practice - from the late romantics’ leitmotif technique to the
serial thematism, from traditional forms of a melodic texture to creation of
micro-polyphonic themes-complexes. But in his search of a new imaginary A.
Melikov naturally addresses the sources of his memory. And not coincidental-
ly that the true insides in this area are related particularly to the mugham art.

In the West, the composer’s musical sympathies are centred on the instru-
mental music of Bartok, Stravinsky, Shostakovich, Prokofiev, but of all the
diversity of national traditions, the composer has a definite preference for the
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mugham art. In the intersection of these two axes, the identity distinguishing
the Melikov’s musical thematism of the mature period is born.

Arif Melikov’s creativity works and his multifaceted activities are highly
appreciated by the state and society. He has been honored such high degrees
as the People’s Artist of the Azerbaijan SSR (1978) and the People’s Artist
of the USSR (1986), he has been awarded the State Prize of the Azerbaijan
SSR (1986), decorated with the Order “Badge of Merit” (1971) and the high-
est awards of the Republic of Azerbaijan - the Order “Istiglal” (1998) and the
Order “Heydar Aliyev” (2013). In 2014, he has been elected a full member of
the National Academy of Sciences of Azerbaijan.

Conclusion. Arif Melikov is the composer whose works combine the com-
mitment to the classical traditions with severe sense of modernity, respectful
comprehension of the previous experience along with the desire and skills to
move ahead swiftly. But like all authentic artists, he has a precious sense of
proportion. His creative path is in leisurely and dignity manner, which pro-
tects him of many mistakes and accidents. His name rightly follows a long
line of outstanding masters of contemporary culture. The composer himself
once said: “I am skeptical that one can be taught to composer’s skill.” Perhaps
he is right - it is a natural gift.

Yes, A. Melikov is an Azerbaijani composer, not only on the basis of his
belonging to the nation, but first of all on the basis of his mindset, his cosmo-
vision, creative temperament, by the way how the impulses of the national
tradition are proving themselves in each of his concepts. But his music has al-
ready become an integral part of the world music process and equally belongs
to both national and European musical cultures.
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Rona Abdullayeva, Nigar Axundova (Azarbaycan)

Arif Malikovun yaradiciigl dilnya musiqi madaniyyati kontekstinda

Magqalada bastokar Arif Malikovun doqquz simfoniya, sokkiz simfonik
poema, baletlar, siiitalar, kantatalar, romanslar, mahnilar, instrumental asorlar,
tamasa vo kinofilmlors musiqilorden ibarat olan yaradiciliq irsi nazardon ke-
cirilir. A.Malikovun musiqi movzularinin osas saciyyavi cohotlorindan biri
onun teatralligi, ondan daha ¢ox xoreoqrafikliyidir. “Maohabbot ofsanosi”
baleti diinya sohroti qazanmis vo diinyanin 60-dan artiq teatrinda sohnoyo
qoyulmusdur. Bastokarin miirakkeb janr olan simfonik yaradicilifina xiisu-
si diqqget yetirilmisdir. Belo bir natica ¢ixarilir ki, simfonik tofokkiir, xiisusi
ahongdar dil, ritmik qurulusun xalg-mahni manbalarini xatirladan oynaqligi
Vo on asast isa musiqi il tasvir etmak bacarig1, rongarang musiqili saciyyasi,
ona xas olan melodizm A.Malikovu miiasir diinya musiqi madeniyyatinin
gorkomli niimayondalari ilo bir corgaya qoyur. Bastokarin mugam sanatino
xiisusi miinasibati qeyd edilir.

Acar sozlor: A Moslikov, simfonik tofokkiir, balet, mugam, tamasa vo
kinofilmlors musiqi.

Pena Aooynnaesa, Huzap Axynooea (Azepoaitoycan)

TBopuecTBo Apuda MeIMKOBa B KOHTEKCTe MHPOBOM

MY3BIKAJIbLHOH KYJIbTYPbI

B crarbe paccMmaTpuBaeTcs TBOpUECKOE Hacaenue komnosutopa A.Menu-
KOBa, BKJIIOUAOIIee AeBATh CUMGPOHHMIA, BOCEMb CUM(POHUYECKUX MT0M, Oae-
ThI, CFOUTHI, KAHTAThl, POMAHCHI, IECHU, HHCTPYMEHTAIIbHBIC TIPOU3BEICHMS,
MY3bIKy K CHEKTakIsM M KuHO(uiabMaMm. OJHOW M3 TIIABHBIX TUIHUYECKUX
4epT MY3bIKaJbHOTO TeMaru3ma A.MenukoBa SBISIETCS €ro TeaTpalbHOCTb,
6onee Toro — xopeorpaduyHocts. baner «Jlerenaa o MrOOBM» MOTYUHIT MH-
POBYIO U3BECTHOCTh M OBLI MOCTaBIIEH Ha clieHax Oolee ueM 60 Tearpos
Mupa. Ocoboe BHUMaHUE YIeIeHO CUM(OHUIECKOMY TBOPUYECTBY KOMIIO3H-
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TOpa — CIOXKHEHUIIEMY My3bIKaJbHOMY JKaHpy. [lenaeTcst BBIBOA O TOM, UTO
CUM(OHNYECKOE MBIIIJICHUE, 0COOBII TapMOHIUYECKUN A3BIK, TPUXOTIUBOCTh
PUTMHUYECKOHN CTPYKTYpBbl, HAIIOMUHAIOLIAsl O HAPOAHO-IIECEHHBIX UCTOKAX U,
IJIJaBHOE, YMEHUE PUCOBATh MY3bIKOM, CO37aBaTh )KUBOIIMCHBIE MY3bIKaJIbHbIE
XapaKTEPUCTUKU, IIPUCYILIUN eMy MeJIoAu3M cTaBaT A.MenukoBa B psiji Bbl-
JAIOLIUXCS MPEACTABUTENIC COBPEMEHHOM MUPOBOM MY3BIKAJIbHON KYJIBTY-
pbl. OT™MeuaeTcst 0co00€e OTHOILICHHE KOMIIO3UTOPA K UCKYCCTBY Myrama.

Knrwoueswie cnosa: A MenukoB, CUM(QOHUYECKOE MBIIUICHUE, OajeT, My-
ram, My3bIKa K CIIEKTaKJISIM U KHHO(DHUIbMAaM.
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CREATIVITY AT THE EDGES OF THE
MUGHAM MODEL: TERMS AND EXPERIENCES

Abstract. While doing fieldwork in Azerbaijan from 2014 for three con-
secutive years, taking lessons on the tar with masters of various lineages, |
was struck by the vast body of local terminology that native musicians utilize
when talking about mugham creativity. In addition to words that identify par-
ticular gestures and ways of structuring musical material, musicians articulate
with passion, sophistication, and emphasis how they experience creativity.
My goal in the present article is to undertake a phenomenological analysis of
mugham creativity as a “lived experience” by exploring native terminology
for creativity and performed musical structures. I will focus on the different
types of creativity of tar performers (fretted, waisted lute), illustrated with
musical examples taken from mugham segah. Using hermeneutic phenom-
enology of Paul Ricoeur, I argue that heightened creativity that leads to “new”
music beyond the learned “model” is a result of musicians’ interpretation and
imagination of meanings, expressed in the sung ghazal poetry.

Key words: Azerbaijani mugham, creativity, tar, segah, phenomenology.

Introduction. While doing fieldwork in Azerbaijan from 2014 for three
consecutive years, taking lessons on the tar with masters of various lineages, |
was struck by the vast body of local terminology that native musicians utilize
when talking about mugham creativity'. In addition to words that identify par-
ticular gestures and ways of structuring musical material, musicians articulate
with passion, sophistication, and emphasis how they experience creativity.
My goal in the present work is to undertake a phenomenological analysis of
mugham creativity as a “lived experience” by exploring native terminology

!'In this article, I write Azerbaijani words and expressions using the Azerbaijani alphabet, with the exception of the wordsmugham
(mugam) and ghazal (qozal) because of a previously-established English transliteration for these words with wide currency.
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for creativity and performed musical structures. I will focus on the different
types of creativity of tar performers (fretted, waisted lute), illustrated with
musical examples taken from mugham segah. Using hermeneutic phenom-
enology of Paul Ricoeur (1991), I argue that heightened creativity that leads
to “new” music beyond the learned “model” is a result of musicians’ inter-
pretation and imagination of meanings, expressed in the sung ghazal poetry.

Creativity within and beyond the model. According to the native vocabu-
lary and musical techniques of Azerbaijani musicians, creativity of mugham
can be placed into the following categories: variation of musical material; idi-
osyncratic style of a musician; creation of entire musical sentences; and modu-
lation (Dessiatnitchenko 2017). All four forms of creativity, except for the first
one, here labelled as “variation”, are examples of music beyond the “canon”
or “model” which is the standardized form that is learned and memorized by a
student of mugham. Following Figure 1 below, which is a diagram that sum-
marizes this scheme, I will discuss each form of creativity in separate sections.

Figure 1: Model and creativity of mugham

Model
(Totality of the standardized mugham system)

Memorized by mugham student/

Creativity in performance

Most common | (a) Variation
(part of the learned model)

(b) Idiosyncratic style

(c) New ciimlaor gusa
(can be incorporated into the model)

Very rare (d) Unconventional modulation
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1. Variation

Variation of learned material is the overriding form of creativity in
mugham, continuously employed in a performance. Short musical gestures,
cadences, and whole musical sentences are spontaneously interchanged and
slightly modified. Figure 1 shows notations of different variations employed
for cadences in mugham segah.

Figure 2: Segahcadences

Version 1:

Version 4

%”' ﬁ“ ﬁlm—ﬁ-—@—ﬁ-—m—'—

Students of mugham allocate much time and effort to learning the rep-
ertoire of this modal system, memorizing the same mugham cyclical form
such as segah in various versions belonging to different teachers and lineages,
téte-a-téte and from recordings. After many different versions are internali-
zed, a musician automatically engages in a kind of creativity when he or she
spontaneously chooses gestures and phrases from the vast body of the learned
material; creativity comparable to what has been identified as “controlled var-
iation” by Laudan Nooshin (2015, 115), “formulaic variation” by Thomas
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Turino (2009, 105) or “strategic” creativity by Jean During (1987, 23).As
with other forms of creativity, variation is not explicitly taught. Perhaps, as
Nooshin suggests, the learned system already contains within it the seeds for
inventive variation: through learning the radif*‘students internalize both spe-
cific material (motifs or melodies, for instance) and, crucially, compositional
principles or techniques for developing that material” (Nooshin 2015, 125).
While not taught, creativity of this type is expected from a mature musician.
When it comes to variation among cadences, for example, those performers
who repeat the same cadential material from one performance to the nextare
viewed as unskilled. When I asked one of my teachers Eldar Miriyev? about
alteration of cadences, he said “Yes, this is how it is demanded! You must not
repeat things. This means you do not have enough knowledge!” (EldarMiri-
yev, interview, June 8, 2015).

The technique of variation is so ingrained in the process of performing
mugham that there is no separate word for it as a musical manifestation, howev-
er, there is a term for its experience — mugham tafakkiiriior “mugham thinking.”
Musicians describe this type of creativity as having the experience of conscious
manipulation of musical material, or an activity of the “mind.”

Talking about “mugham thinking”, many tar musicians stress that there
are also instances when this process leads to “new” music, experienced via
intuition (vs. the mind) as an “explosion of thinking”, “explosion of imagi-
nation”, and “revelation.”One of my teachers explained this dynamic in the
following manner:

In mugham there is the canon [model], and within its limits there is something like vari-
ation. While one is playing the canon, an explosion could happen due to enthusiasm, and
then intuition is in charge. After, the musician comes back to the canon and it is the mind
which is in charge.... At first a person studies mugham for many years, 20 or 25 years. In the
context of performing...he gets his own insights. Where do they come from? For example,
he may have studied with different teachers, here and there, and suddenly within the limits of
this, a musical sentence is created out of nowhere! This is a momentous explosion. There are
instances of creativity beyond the model, and this is not at all like variation. Suddenly, there
is an explosion outside and beyond the boundaries. This is an explosion of thinking! ...But
all that has been learned before helps the musician, and something new then can be created
(VugarRzayeyv, interview, October 16, 2015).

2In accordance with the ethical standards of research, the identity of individual interlocutors is disguised when I recount discussions
with them and quote them. Only in the case that musicians requested that their identity is not hidden, I mention them by their real name.
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What is clear from the musician’s explanation is that variation is consid-
ered to be an activity within the model but one that leads to moments of “new”
music beyond the model. These spontaneous discoveries take the form of an
idiosyncratic style, entire musical sentences, and modulation. The terminol-
ogy of mugham musicians reveals an obvious line that separates variation as
a form of creativity within the model from other types of creativity beyond
the model. Not only are there different verbal expressions for the musical
manifestations of the various creativity types, but there is also a completely
different way of talking about the experience of creativity within versus be-
yond the model.

2. Idiosyncratic style

For every mugham musician, creating a unique and recognizable style
of performance is of utmost importance. Whilst one’s style is almost always
deeply rooted in the style of one’s teachers and main lineage, the addition of
something personal is regarded with much more reverence than an austere
commitment to past conventions. In addition, an individual mode of perfor-
mance is one’s understanding and interpretation of the existing tradition: a
one-of-a-kind contribution to the model. While performing, musicians use
these idiosyncratic styles to continuously re-create musical material.

A unique manner of performance is referred to with the following terms:
barmagq (finger), yol (path), lahca (accent, for singers), and nafas (breath, for
singers). For example, when there is a particular musical gesture played idi-
osyncratically on the tar, it is referred to as the specific performer’s barmaq
(finger) and instrumentalist’s name precedes the word barmag, forming a
possessive case.

One’s barmagq forms based on one’s own way of using various techniques
and miniscule decorations, referred to as xirdalig (decorative gestures). In
other words, the aspects that shape one’s style are essentially ornamentations
of the basic model. However, these are not to be perceived as mere embel-
lishments that are insignificant extra additions to the model. On the contrary,
the specificities and details of one’s unique style are considered by musicians
to be more important than the model itself. In fact, ornament is a vital fea-
ture in Iranian classical music (Caron and Safvate 1966; Yarshater 1974) that
is closely linked to Azerbaijani mugham, both historically and structurally.
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Yarshater explains that in Iranian radif the musical phrases “...are not ex-
actly melodies, but rather melodic materials, bare skeletons and frameworks,
which only through ornaments blossom out as attractive and moving melo-
dies” (Yarshater 1974, 75).

Figure 3 and Figure 4 below feature notations of the first sentence of segah-
taught as part of the systematized model, followed by the form it takes on
the tar played by Ramiz Guliyev, a renowned virtuoso known for his unique
manner of performance. I divided the sentence into separate parts in order to
show more clearly how the model is elaborated by an individual musician.

Figure 3: First sentence of mugham segahtaught as
the bare model to a tar student®
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3 Notwithstanding the process of Westernization of mugham and accompanying temperament of instruments in the Soviet era, few
microtonal frets have been retained on tar. Today, musicians debate the use of microtonal frets and many add extra frets to their tars as
they seek to recover the “pure” mugham (Dessiatnitchenko 2017) . In this article, I show the most common manner of performance,
which includes using a microtone between B and C as indicated in these notations. However, other versions with additional frets and
tones exist among musicians.
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Figure 4: First sentence of segahperformed
by Ramiz Guliyev on the tar

v
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Figures 3 and 4 show how the barmaq of Ramiz Guliyev is an elaboration
of the model using his idiosyncratic plectrum gestures and fast virtuosic pas-
sages. His version takes twice as much time to perform and is peppered with
numerous dramatic silences and the employment of xun(sorrow) when the tar
is shaken in various ways to create an echo effect. While notations in Figures
3 and 4 donot capture all the details, they do reflect to an extent the specificity
of this musician’s style.

I had a chance to take lessons with Ramiz Guliyev and interview him
about his barmagq. Speaking about how his particular way of playing mugham
originated, he emphasized spontaneity and “a new spiritual inner world and
spiritual feeling” that “filled” him as a result of his “discovery”of his own
barmaq (Ramiz Guliyev, interview, December 19, 2014). Another master
with whomlI took zar lessons talked about his barmaqas such:

Through mugham, each performer must show his or her own heart. This cannot be
taught. I do not play the paths of my teachers; I have my idiosyncratic style, my own plectrum
method. My style formed as I just played by myself. I learned the entire mugham repertoire,
and I was only 22 when it first began to form [performs with much emotional intensity]. This
is my own barmag, these are my own melismas! I don’t know how, I just play with my heart,
I play from my self [Mon iirayimlo ¢caliram, 6zumdon ¢aliram] (Farhat Ahmedov, interview,
December 7, 2015).

In contrast to discussions about variation as a form of creativity, the
musicians’ reflections on their individual performance styles reference the
ineffable, including spirituality and the Divine, said to be implicated in the
experience. It seems that there are possibilities beyond the learned model that
become instances of inexplicable musical insight with this form of creativity.

3. Creation of new sentences

The words barmagq, yol, nafas, lahca, and xirdaliq are related to the crea-
tion of musical units of different size and complexity: gusoand ciimla. Ciimla
are shorter phrases that are inextricable from the section of a mugham in
which they are played and are approximately one musical sentence in length.
Musicians also come up with complete and separable gusa, referred to as
“philosophical ideas” (falsafi fikir). These are more sophisticated in structure
than ciimla, often consisting of two sentences that are symmetrical and com-
plementary. Gusa, unlike ciimla, are analogous to poetical two-line unitsof a
ghazal and often have their own names. The invention of new musical sen-
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tencesin the form of gusa is a highly esteemed form of creativity, as exempli-
fied in this interview with one of my teachers:

Arif Mutallibov: within the frames of mugham, whole new sentences can be created. |
once came up with a sentence in sur, and when I played it for my teacher Server Ibrahimov,
he began to cry. He said: “this is not mine, it is yours.” And he cried.

Author: why did he cry?

AM: 1 think from happiness — that there is a student he leaves behind who can create
mugham.

Author: this was a guso?

AM: yes, but smaller ciimla can also be created like that.

A: I remember that when you were teaching me sur, you didn’t play for me this gusa that
is your own. You said it was more like your secret...
AM: well yes, maybe at a concert I will use it myself. It must be heard from me.

A: so you remember it always?

AM: yes (Arif Mutallibov, interview, December 4, 2015).

There are two main ways that ciimlo and gusa can be created. First, the
sentences are created through gozisma (walking) using one’s idiosyncratic
style. Gazisma is a particular technique that is played while freely covering
the steps of a relevant mode section, wherein each tone is decorated with the
same miniscule pattern. Second, musicians specifically reference sung ghazal
poetry as the main catalyst for the creation of both ciimlo and gusa. In this
case, tar players can perform musical sentences that are a close imitation of
the singing or invent sentencesthat are dissimilar from the singer’s melodies,
but are said to be produced by the inspiration from the ghazal meanings. One
master explained:

Sometimes when I hear the mugham singer’s words, I play and I cry along with him!
This is from pride! Look at how beautiful these words are! I forget about my playing, I am
just playing. And then afterwards when I listen to what I have played, I realize that this was
influenced by the words being sung, it was because of the words (ManafMadatov, interview,

December 7, 2015).
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Some musicians also emphasized aruz poetical metres* as a source for instrumen-
talist’s creativity. However, it was never made explicit how this occurs, and when
asked, musicians proclaimed that the poetical metres are felt and intuited. Therefore,
it seems that sensing aruz, and not necessarily knowing it, is responsible for this kind
of creativity. For example, discussing aruz, I heard the following remark:

I listen to different poetical metres [bohr] of ghazals and this goes inside me and then |
speak with my fingers what it all means. I also accentuate particular notes that are sung. I feel
the rhythmic metres of a ghazal and I use it. I try to go into this rhythm and then play like that
to influence the audience (Farhat Ahmedov, interview, December 7, 2015).

Figure 5 below presents a notation of segah, performed by the renowned
mugham singer Hajibaba Huseynov with accompaniment on the tar by Habib
Bayramov. Here, the way in which the instrumentalist imitates the singing is
evident. In some instances, the musical fragments of the tar player follow the
metrical patterns of the sung texts (highlighted in the figure).

Figure 5: Hajibaba Huseynov accompanied
by Habib Bayramovon the tar perform segah mugham
(recording provided from a private collection of a mugham master)

Yoire gp J J}# [ J Jb" l J J JI t J JJ! J JJJ] J
Sevg -lim Sev-gi - lim esq ol-ma-sa varhg bii - tinaf sana-dir
Tar 9 ] I i —

:

4
Ezqii) dan mahrum o = lan = in=san li=ga b -gana=dir

b 3 o 58

* Oruz is a system of prosody based on the Arabic language that was created in 767 by philologist Al-Khalil ibn Ahmad al-Farahidi
(d.786). The laws of aruz spread throughout the regions of the Islamic East, becoming the framework for ghazal poetry in Arabic,
Persian, and Turkic languages. The system consists of different metres, each being a pattern of long and short syllables; a structure that
repeats and governs every line in a poem.

96



Incoasonat vo madaniyyat problemlori / Problems of Arts and Culture / TTpo6iieMbl HCKYCCTBA 1 KyJIBTYpbl N1 (67)

f

Sev-gi - dir val-muz  ma - hab-bat-dir

f
. i
———F
f
i ;« 1 : 1 1% 5 : I I : : : :\ i
Ca e e d #Ji .
Sevgi~dirvalmz ma-habbotdir ho-va-un cév-ha-n

B

"
“:F'
“‘:’."

¥
-

ol I'r

T

Bir ka-niil ki esq 2oy giin duy-ma - sa gam - xanadi

= SR
S . ) Cirgtegtes

ol

As demonstrated in Figure 6, the tar player follows the mugham singer
and repeats the melodic outlines in small fragments. Through this kind of
imitation, more extensive ciimlo and gusa are created as the momentum of
creativity builds throughout the performance.

Numerous mugham musicians talk about the experience of vahy when
asked about the creationof new ciimla or gusa. Vohy translates from Azerbai-
jani to “revelation”, and more frequently it is used as a phrase “vahy galib”,
meaning “the coming of revelation.” This expression is analogous to tafakkiir
partlayisi and taxayyiil partlayisi because it refers to extreme and momentous
creativity that causes “new” music. Musicians stress the spontaneous and in-
tuitive characteristic of this form of creativity and some mention the involve-
ment of the Divine during these instances of “new” music.

> However, I have also heard discontent from some musicians about using the term vohy because this state, according to them, is only
given to Prophets when they receive messages from the Divine. Instead, they assert that more suitable terms are ilham and tob (both
mean inspiration), and the involvement of the Divine is still a factor.
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4. Unconventional modulation

Modulation is essential to mugham. Much the same as invention of an idi-
osyncratic style, or ciimlo and gusa, modulation that is not part of the model
represents music that is “new.” While canonized mugham dastgah does feature
modulation, these transitions are standardized and are learned by all, therefore
not falling into the category of the kind of creativity we are discussing.

Historical records show that in pre-Soviet times, modulation was the main
stunt of any performance. There is archival data thatshows how mugham parts
were strung together in imaginative ways. It seems as if the possibilities to
modulate from one mode to another were nearly infinite! Spontaneous tran-
sitions between modes still take place in today’s performances, albeit infre-
quently because the required sophisticated level of mugham knowledge has
been partly lost due to institutionalization and canonization of mugham in
Soviet Azerbaijan. This is why unusual modulation is regarded with much
reverence and value. Studies into cognate musical systems such as the Iranian
radif also reveal that morakkab-khanior morakkab-navazi — which is modu-
lation between different dastgah through shared gusa — is the most advanced
level of creativity, rarely heard today (Caron and Safvate 1966, 128).

Two indigenous Azerbaijani terms for modulation are keg¢id (passageway)
and intiqal (change). One master defended the use of the “correct” term in-
tigal for modulation:

This is a completely different thing [from improvisation]. It is called intigal but some
musicians say modulation if they do not know the correct word. It means change: switching
from one mode to another. There are such gugsa which help to modulate. And this modulation

has a name based on these gusa. (Vugar Rzayev, interview, October 16, 2015).

When discussing the experience entailed in this form of creativity with the
masters, | encountered references made to the meanings of poetry yet again.

Author: a modulation can be performed via a certain note?
Eldar Miriyev: yes, through a certain note.
A: who usually leads such modulations?

EM: if the mugham singeris experienced, he or she can. ... this singer I performed with
[at one concert where I, the author, was present] can lead such things. He knows aruz.
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A: is aruz important for such modulation?

EM: well, he can get the meaning of the words across clearly because he knows aruz.

A: and why is that important?

EM: one must know what one is singing about (Eldar Miriyev, interview, June 8, 2015).

Accurate aruz patternsbring clarity to the sung words and therefore the
presentation of the meanings is enhanced. This effect could potentially lead
to a state of inspiration that in turn fires up one’s imagination towards unprec-
edented modulatory links.

Conclusions: texts and experiences of mugham creativity. When mugham
is approached with an analysis of native vocabulary and associated musical ex-
amples, important aspects of creativity come to the surface. First, there is a clear
distinction between creativity within the standardized model and “new” music
beyond the model. Heightened creativity manifested through (a) unique styles,
(b) creation of new sentences, and (c) unconventional modulation is not only
identified with a distinct vocabulary for the performance techniques, but is also
discussed with separate terms for its experience such as “revelation”, “explo-
sion of imagination”, and “explosion of thinking.”

Second, “new” music is most often linked to inspiration that arises from
the meanings conveyed in mugham. Conversations with musicians about
each kind of creativity revolved around ghazal texts and, more specifically,
the influence of sung words on creative engagement with the musical mate-
rial. According to the masters, even simple variation of the mugham reper-
toire — in itself a form of creativity within the model, identified as “mugham
thinking” — can happen after one is sufficiently familiar with the spiritual and
philosophical meanings that are linked to mugham. Thus, the ability to play
all the mughams does not suffice; a musician should explore other related
fields of knowledge, including ghazal terminology and structure, the system
of prosodical metres, and Islamand its mystical branches. In other words, to
achieve heightened creativity, one must acquire a wealth of meanings that the
music expresses in addition to learning the mugham model.

The sung poetry of mugham is a pertinent example of what Paul Ricoeur
designates as equivocal symbols with multiple layers of meanings (versus
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univocal symbols with a single meaning). Ghazal poetry is a “plotless form,
which characterizes, first of all, an internal state, but not external action” (Sul-
tanova 2011, 48). There are two semantic poles: you “Beloved/God” and I or
the protagonist who is undergoing the state of yearning. The pain of separa-
tion from the Divine and the desire for union are the main themes explored in
ghazal couplets The poetry is abundant in rich allegories, provocative meta-
phors, and profound references to stories of the Muslim world, as well as to
the sacred texts and lives of the Prophets. To the uninitiated, ghazal smay be
interpreted as declarations of human love. However, the underlying meaning
is often about love for the Divine.

Hermeneutics as “the system by which the deeper significance is revealed
beneath the manifest content” (Palmer 1969, 44) is at the core of mugham
creativity. Creativity then is the being that is submerged in interpretation
and imagination of mugham meanings while actively structuring the world
of mugham during a performance. Importantly, this signifies a process when
meanings are in flux and the interpretive activity is more of a journey rather
than a suspended and transfixed state.

The temporality of mugham creativity is therefore comprised of the pro-
cesses of imagination and interpretation. These are definitive of the temporal-
ity of performance because they create a chain wherein imagination/interpre-
tation and experience continuously propel one another in a never-ending cycle.
Vincent Crapanzano writes about the chain of interpretation and experience
related to the “hinterland” or the unreachable Beyond — such as future, past,
ecstasy, memory: “...once the hinterland, once possibility, is articulated, it is
somehow fixed and constraining, determining further possibilities: the newly
displaced hinterland” (Crapanzano 2004, 23). Similarly, there is a recursive
relationship between experience and meanings throughout a performance of
mugham: musicians are left with possibility for endless interpretation, when
subjective experience continuously reaches past symbols which are trying
to capture it. My interlocutors talked about “travelling” through a mugham
dastgah, comparing the journey to a dive to the bottom of an ocean because
it involves this process of continuous engagement with meanings that opens
further possibilities for experience.

The possibilities for experience triggered through imagination and interpre-
tation are multiplied when it comes to musical expression that can convey past
discursive symbols. While the link to ghazal poetry seems to be at the core of the
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facets that comprise creativity, musical expression is also a way beyond these
meanings. In other words, sung texts trigger and facilitate creativity and simulta-
neously allow music to surpass discursive representation. This is why Ricoeur op-
poses the view that language should close on itself. Discourse exists to bring into
language an experience, a way of being-in-the-world which precedes it (Ricoeur
1991, 19). Thus, while heightened creativity in its various forms depends on the
ghazal texts and the meanings that are brought forth in a performance, it seems
that the experiences of musicians surpass these meanings.
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Polina Desyatni¢enko (Kanada)

Mugam modeli xaricinda yaradiciliq: terminlor vo duygular

Bes il orzindo Azorbaycanda aparilmis elmi-todqigat isinin gedisindo
miixtolif mugam moktoblorinin dyronilmasi zamani musiqi terminologiya-
sinin mugamda kreaktivliklo olagodar olan ¢oxcohatliliyi askar edilmigdir.
Poeziyanin musiqi materialinin (kompozisiyanin texnikasinin) miioyyon jest
vo qurulus iisullar ilo miisayiot olunan sdzlorino olavo olaraq ifa zamani
musiqicilor torafindon onlarin duygularini oks etdiron xiisusi ifadslordon do
istifads edilir. Bu maqalonin magsadi mugam sonatinin tar ifagilarinin yaradi-
ciliq yanagmasinin miixtolif ndvlorino asaslanmis fenomenoloji tohlilidir ki,
bu da segah mugaminin musiqi niimunalarinds tocassiimiinii tapir. Pol Rikyo-
run hermenevtik fenomenologiyasindan istifado edon miisllif bels bir naticaya
galmisdir ki, “model” xaricinds “yeni” musiqinin yaranmasina gotirib ¢ixa-
ran yiiksoldilmis kreativlik ifa olunan goazallorin poeziyasinda ifads edilon
monalarin tofsirinin noticosidir.

Acar sozlar: Azorbaycan mugami, yaradicilig, tar, segah, fenomenologiya.

Honuna /lecamnuuenxo (Kanaoa)

TBopYecTBO 32 MpeaeIaMi MyTraMHON MO/IeJIN: TEPMHUHBI M Oy IIIEHUSI

B xonme nsTwiieTHero mepuopa Hay4YHO-HCCIENOBATENLCKOW palbOTHI B
AzepOaiimkaHe, IPU H3YYCHUH PA3HBIX IIKOJI Myrama, ObLTIO BBISBICHO MHO-
roodpasue My3bIKaIbHOM TEPMUHOJIOTHH CBSI3aHHOW C KPEaTUBHOCTBIO B MY-
rame. B jononHenue k ciioBaM 1Mo33uH, COMPOBOKIAEMBIM ONPEIeTICHHBIMU
KECTaMHU U CIIOCO0aMH TIOCTPOCHHSI MY3bIKAJIBHOTO MaTepuaia (TeXHUKOU
KOMIIO3UIIMH ), MY3bIKAHTAMHU HCTOJIB3YIOTCS CIEUUANBHBIE BBIPAXKEHUS, KO-
TOpBIE MEePEAArOT UX OUIYIIEHUs BO BpeMs BhICTyIIeHUs. Llenbio 3Toit cTaThu
SBIIIETCST (PEHOMEHOJIOTUYECKUIN aHAIIN3 UCKYyCCTBA MyraMa, OCHOBaHHBIN Ha
Pa3IMYHBIX BUIAX TBOPUYECKOTO MOJIX0/1a UCTIOTHUTENEH Tapa, UIUTFOCTPUPO-
BaHHBIX MY3bIKaJbHBIMU MPUMEpaMU U3 Myrama cersix. Mcmonb3ys repme-
HeBTHYECKYI0 (pernomenomnoruto [lons Puképa, aBTop mpuien K BEIBOIY, U4TO
MOBBIIICHHAs! KPEaTUBHOCTh, MPUBOJIAIIASL K MOSBICHUIO «HOBOI» MY3BIKH
3a MpeAesiaMi «MOJIEI, SIBISETCS Pe3yIbTaTOM UHTEPIPETAIlUU CMBICIIOB,
BBIPAKEHHBIX B TI093UU UCTIOIHSAEMBIX Ta3esei.

Kntouegvle cnosa: azepOaiipkaHCKHUi MyraMm, TBOPYECTBO, Tap, CETSX,
(heHOMEHOJIOTHS.
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Mbogqals miislliflorinin nazarina!
Nasra dair talablar:

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.
Dorc olundugu dildon alave basqa iki dildo moagalonin xiilasosi verilmao-
lidir. Maqalonin miixtalif dillords olan xiilasalari bir-birinin eyni olmali
vo maqalonin mazmununa uygun olmalidir. Maqalods miisllifin vo ya
miiolliflorin goldiyi elmi natica, isin elmi yeniliyi, totbiqi ohomiyyati vo
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s. xiilasada y18cam sakilds 6z oksini tapmalidir. Haor bir xiilasads maqa-
lonin ad1, musllifin vo ya muslliflorin tam adi gosterilmalidir.

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.
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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.

8. 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.

9. Inaddition 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.

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

11.  Each paper is published according to the opinion of the editorial board.

12.  The papers are not published in plagiarism cases.

The publication of the papers is free of charge.

Manuscripts will not be returned.

K cBeennio aBTopoB crareii!
TpeOoBanus Kk MyOTUKAIUAM:

1. Crarbu B MeXAyHapoaHOM XKypHase «IIpobraeMbl HCKycCTBa U KYJIBTY-
PBD» TIEYaTaroTCs Ha a3epOaiiPKaHCKOM, aHIJIMICKOM U PYCCKOM SI3bIKaXx.

2. Crarbu NpUHUMAIOTCS Ha IEKTPOHHOM HOcuTese W mo e-mail (mii
inter@yahoo.com)

3. OObeM crarby He JoibKeH npeBbimath 10 crpanun (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.).

4. B crarbe A0JKHBI ObITH yKa3aHbl UM U (paMuins aBTopa (aBTOPOB),
yueHasl CTeNleHb, YYCHOE 3BaHHE U JIEKTPOHHBIE aJipeca.
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10.

I1.
12.

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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