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MONUMENT aL SCULPTUraLar T
OF CaUCaSlaN alLbaNla

abstract. The paper is devoted to the appearance and progress of
monumental sculpture in Caucasian Albania. The emergence of monumental
sculptures of Albaniahappens on the period of theearly MiddleAges (1V-VIII
centuries).Memorial monuments of sculpture were mainly set up over the
graves. There are scul ptural monumentsthat played therole of religiousidols.
The monumental memorials of Caucasian Albania are mostly made of stone.
The memorias are made in a conventionally stylistic manner and do not have
certain portrait features. There is a certain canonization of these monuments.
Distribution of monumental sculptural memorials of Caucasian Albania is
connected with the “worshiping fathers” and the “worshiping ancestors’
among the Turkic tribes inhabiting the territory of Caucasian Albania.

Key woords: Caucasian Albania, monumental sculpture, nomads, TUrks,
memorias, Turkic Balbal, Stone statue

Introduction. Archeologica materiad and samples of materia culture,
compiled last years gives opportunity to declare that in Caucasian Albaniaplastic
art existed in most ancient time and developed in medieval period [5, p. 61].

After Bronze age the next rise of monumental sculptural art coincide with
Iron age, to be more exact, with Scythian period of in history of historical
Azerbaijan. (VII1-VII centuries b.c.). Settling of Scythian tribes in territory
between Kura and Araxes rivers in that epoch was marked by “father of
history” Herodotus, who called this territory Scythia.

The monuments and statues of that period are characterized by better
working out of forms and details. In those statues concrete anthropological
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features are seen more apparently. Totemic columnar cult statues of Bronze
epoch gradually transform into heroized fathers of clan and tribe.

The interpretation of the main material. The Hun culture, followed
after Scythian one (I11-VI1 millennium b.c.) aso left it's own mark in history
of Azerbaijan. In that period here agreat number of stone monumental statues
were set in steppes to the north of Araxes. It wasn't accidental event. It's
commonly known, that in I11I-VII centuries in Azerbaijan territory many
important historical events took place. Later, those events played particular
rolein Azerbaijan history. That historical period was connected with presence
of Hun, then Oghuz tribes in Azerbaijan. Oghuz tribes played decisiverolein
formation of ethnic constitution of Azerbaijani people.

The ritual, connected with setting of statues in Azerbaijan territory is
described circumstantially in works of Armenian, Georgian, Arabic (Arabian)
authors, lived in VII-XI c. Albanian historian Movsés Dasxuranci in his
famous work “The History of Caucasian Albanians’ emphasized the role and
importance of those stone figures, erected in honor of most powerful warriors
and commanders.

In works of Movsés Dasxuranci we can find very interesting description
of funeral ritual, in honor of which statues were set. Those ceremonies
were performed with special gravity. Here the dead wasn’t wailed only, in
those ceremonies the acts were put on. In those acts the battles, in which
deceased took part were performed, the guest danced and song. All those
acts had to bring to mind the life and heroism of deceased brave warrior.
Afterwards the stone statues, erected in honor of hero transformed into
places of pilgrimage. The people took those places with respect and
sympathy, protected them. Movsés Dasxuranci wrote: “If somebody
wanted to touch them or dishallow the sanctuary, will fall under the anger
of God Tengri-khan himself” [16, p. 36].

Thereal prosperity of monumental stone scul pture coincide with Albanian
period of Azerbaijan history. The analyses of great number of such statues
let speak out the firm belief in succession of Albanian statues, because in
them typological features of Scythian and Hun epoch are seen clearly. These
sculptures are preserved well relatively, so this peculiarity gives opportunity
to carry out artistic-semantic analyses of plastic mind of pagan statues culture
bearers.

The most part of those statues were found in villages Shafibeyli,
Mollalar (Agdam region), Seyidsulan, Janyatag (Terter region), Shatyrly
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(Barda region), Khynysly (Shamakhi region), Dubendi (Absheron) and
many others. The middle size of these idolsis 1,5 m, but some of them can
be up to 3 meters.

Sculptural art of ancient Albaniawas more abstract, their anthropomorphic
aspect is presented weaker, ethnic features and portrait peculiarities are out
thoroughly. From iconographic position these statues are menhirs of stele
form, the human forms on face side are marked hardly. The sidepiece and the
hinder part of statues aren’t worked up and saved their stele form.

Generally the greater part of figures picture the men in prayerful pose,
with arms across on the chest. All figures have threefold structure. In such
structure the head, body frame, and bottom are divided by horizontal groove
line. The statues were buried waist-deep and visually were praying figures,
ingrown in ground.

Active plastic tracing of sculpture front part and it's full absence in back
and posterior part of stele proves that statue wasn’'t come round while cult
rituals.

Typological analyses of all monumental sculpture of ancient Albania
demonstrated two main iconographical canons, basing on which all
Albaninan statues are performed. The first kind of statues was widely spread
in present territory of Terter region of Azerbaijan (village Seyidsulan). It's
also characterized by more realistic picturing. In these statues the eyes and
eyebrow ridges are marked deeply, but the form of nose is hardly defined.

The second iconographic kind is more characteristic for present Agdam
region of Azerbaijan. In these statues the bottom and middle part are smilar
to statues found in Terter. In the same time the faces of figures are presented
abstractly, only the nose is marked by small channel of V-form and the jaws
are pictured very conditionally. In similar statues, found in Barda region
(village Shatirli) the jaws aren’t worked out at all.

Both kinds of Albanian statues were created in the same historical period
by representatives of both “schools’. The making of such statues began just
about the end of 111 c. C.E. and continued up to Arabian conquest of Albania
and spreading of Islam here. Later, IsSlam religion proclaimed war to those
statues.

Albanian statues are included in group of synchronical and polytypical
stone statues of Eurasian steppes. These steppe statues are denoted in science
by conditiona name “stone babes’ (peasants wives) or “Polovs babes’
(peasants wives).
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The position, importance and role of these monumental stone idols in
pagan cults of ancient Albanian tribes can be reconstructed basing on general
Turkic mythology. That mythology unfold main features of spiritual and cult
life of those statues authors.

Albanian statues pictured the praying men, some of them have a
ceremonia bowl in hands. From this position the testimony of William of
Rubruck (Guilaume de Rubrouck) is quite characteristic one. Rubrouck left
the description of different funeral rituals of steppe dwellers. “ Comans poured
big hill above the dead and erect the statue , facing to East and holding the
bowl in front of belly-button” [6, p. 63].

Great Azerbaijani poet Nizami al so pointed out, that Cumans erected stone
statues and worshiped them. The analyses of numerous sources and stone
statues themselves let come to conclusion, that Albanian memorials initially
were created as cultic ones.

From this point of view the statues, discovered in Shamakhi region are
also of great interest. The statue, found in Khynysly in 1946 is particularly
remarcable. The statue is made from local limestone. There isn't head, but
upper and lower extremety are preserved well. The left hand is pressed to
right bosom, the right hand is took down and is pressed to |eft back.

On left hand of statue the six-poined star- hexagramis pictured. According
to well-known specialist of Albanian art N.Rzayev’s mind that hexagram is
tribal sign of deceased headman of tribe [20, p. 180]. As for name of tribe, it
was connected with Sun. That’s why, N.Rzayev considered that figurine as
the image of “ Six oguzes® tribe chieftain.

The statue was found occasionally, while ploughing. N.Rzayev thinks,
that the statue was set on the grave of “Six oguzes’ tribe headman. The
discovering of another similar statue (height-q,35 sm) without upper half in
1959 in the same place proves, that such samples of plastic art were connected
with ancient traditions.

This guess was confirmed by results of archeological excavations carried
out by D.A. Khalilov in 1960, when two statueswithout head were discovered.
Those statues were flattened in V-VI c. and were used while constructing of
burial covering of “stone box” type, alike the other statue, found in Khynysly
[22,p. 17].

According D. Khalilov’s definition, Khynysly kind of statues was widely
spread earlier than I11-1V centuries. Such artistic-plastic tradition of statues
producting was formed in | millenium b.c. and later stopped due to spreading
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of Zoroastrizm and Christianity in Azerbaijan since IV c. At the sametimein
regions, far from cultural centres of CaucasianAlbaniathetraditionsof plastic
art remained unchaged for a long time. This idea is proved by finding of more
ancient stone reliefs, in which ancient sculptural traditions were continued.

Khinisli memorials of plastic art are characterized by massiveness and
density of figures, detailed working of body parts is out in them. As a matter
of fact, the figures were carved from big, complete stone slab.

All these statues can be characterized by very limited power of execution.
The pelvic part was made very rudely, primitively, that’s why the first statue ,
found in Khynysly was identified as female one by mistake. In the same time
in that artifact special attention was paid to working of hands.

Another statue made at the end of | millennium b. c. and beginning of |
millennium E.C. was found in village Dagkolani of Shamakhi region. That
figure of shaven-headed man is carved from completed limestone. This artifact
is marked by weak detailed elaboration, that is why the eyes are deepened,
the ears are carved accurately, but placed higher, the nose is knocked off |ater,
mouth, beard and flap of clothes are accentuated in relief.

On the back of statue vertical deepened line is denoted. Four-cornered
protuberant lump on the top of back to our mind means the plait of hair, got
down on shoulders.

The proportions of Dagkolani statue are inadequate: shaven head and big
shouldersare of lengthened size, but hands are thinned. The shouldersare non-
uniform, the neck isn’t worked up. This figurine found in Shamakhi region is
the first one with saved head. So, it can demonstrate the method of Khynysly
statues production. The standard position of hands gives opportunity to unify
all figurines of Shamakhi region in the same one group.

The discovery of new samples of Shamakhi statues confirms their wide
spread in this territory on basis of local ceremonial traditions. In south-west
suburb of village Chiragli of Shamakhi regionin old cemetery very interesting
stone figures were found. To D. Khalilov’s mind, these grave statues are
memorial ones and scientist dated them from the end of | millennium b. c.
[23, p. 23].

By their graphic motifs and performing manner they are similar to statues
of Shamakhi region. Both groups of statues were products of polytheistic
religion and were worshipped by our ancestors not as plastic images of deities.
More likely, plastic images of deities acted as heroized images of ancestors-
guardian of family or tribe.
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May be they were created on basis of ideology of military-slaveholding
aristocracy of tribes, settled in Shamakhi region in first centuries EC. That
ideology was based on popularization and propaganda of brave and noble
warriors of nomadic tribes. While picturing those idols ancient sculptors by
means of different accessories stressed their celestial force.

Asfor Shamakhi statues, here commanding pose is out. We can suppose,
that such grave figures were embodiment, the plastic images of dead warriors,
who were brave and noble. May be, alike eastern Turks on grave of nomadic
warrior unpolished stones — balbals — were erected in accordance with
enemies, killed by deceased warrior. So, the won enemies in post-existence
were condemned to serve their lord.

Except mentioned balbals, on graves of eastern Turks the stone figures,
embodied plastic image of deceased were set. These “stone figures, set by
ancient Turks were connected with commemorative ritual and pictured heir
dead heroes. The stone image of dead in ancient Turks were intended to
replace dead in his own funeral, i.e. that image had to be “container” for one
of deceased’s souls, took part in funeral feast.

The ritual of setting stone figures on graves in VII-IX centuries was
spread widely by eastern Turks all over Central Asia. The number of stone
anthropomorphic statues, marked in zone Giaour gala (in Agdam and
neighboring Terter region) may be up to ten.

All of them are made with firm-solid local limestone and differ by their
sizes (height from 0,9 m. to 3 m.) According to all available information the
balbals, found in Azerbaijan are included in group of similar memorials, well-
known also in south of Russia and Siberia. |.e. al studied statues are grave
tombs of ancient Turks, which were ancestors of Azerbaijanis.

Taking into account stylistic peculiarities of these statues, we can suppose,
that all of them were created later than statues in Shamakhi region and can
be dated 1V-VII centuries EC. As for stones-balbals, such memorials in
Azerbaijan territory are found in main part in Shirvan, Karabakh and Mugan
zones. Stones-balbals as images of enemies, naturally caused the feeling of
contempt and revenge in local habitants soul. That's why, “they were either
destroyed or were buried in ground”’. To A.D. Grach’s mind the creation of
balbals marked the decline of ancient ritual of human sacrifice, it’s last phase.

In Caucasian Albania except mentioned memorial sculptural statues stone
anthropomorphic figures of cult character were created also. E.g. in village
Garibli (Tovuz region) woman figure (height 83 sm.) was found. It consists of
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three parts- head, body, and leg (20 sm.) The head of elongated formiscarved
on roughly worked neck, the face is marked by sharp horizontal features
of mouth and brows. They form a contrast to nose of rectangular form and
sharply emphasized earsin form of relief round. The smooth ellipsoidal face
isanimated by deepened eye holes. Neither armless body nor legs are worked
in details. That’s why the head of figure is emphasized particularly. Conical
form of head embodies the portrait of ancient human. As aresult of ancient
ritual the head of women got lengthened form, it wastribal sign.

The ritual of deformation was spread widely in Caucasian Albaniain
[-V11 centuries and went under name of Huns. Taking into account the
fact of Huns presence in Albaniain I-1V centuries and Christianization of
Albansin IV century the statue, found in Qaribli can be dated up to I-1V
c. On one of side backs in statue the sign of fertility and reproduction in
form of rhombuses chain is marked.

May be the statue is plastic image of fertility and reproduction goddess
of some tribe of Hun genesis. It's miniature size testify that it was intended
for storage and worship and could be kept both in house interior or in temple.
It's possible, that this statue was kept in pagan temple- sanctuary, which was
attended by childless people or those, who suffered by dry.

The idea of impregnation and reproduction deity worship is confirmed by
petroglyphs in Gobustan (Jingir-dag, the rock Ne.1.3) and by carved pictures
of sexual relations, pictured on vase, found in Mingachevir (I century b.c.- |
century E.C.). The typological identity of human pictures on that dishes and
some other statues let float an idea about genetic relationship of formal-plastic
methods of human pictures and scul ptures. It'sal so known, that ancient Turkic
tribes in Azerbaijan worshipped the “goddess of wedding”.

The small head, made of sunstone (I1-11 centuries) found in Mingachevir
isalso of great interest. This small head is good sample of sculptural portrait
art of ancient Azerbaijan. Individual features of ancient human are embodied
in sunstone with realistic mastership.

The stone sculpture was used also in synthetic way in architectural
memorials of Caucasian Albania and especialy in defensive constructions of
Derbent, built in VI century. Arabic historians at the beginning of X century,
while speaking about Derbent wall, mentioned the pictures of different
animalson it.

Bronze figurine of lion, found in village Buradika of Masalli region of
Azerbaijan is also one of earlier lion figures samples. The head of that figure
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is decorated by sun-disc. This figurine is related to the period of Zoroastrian
cult in Azerbaijan (III-VI centuries). That time craftsmen casted figures of
animals, which had cultic meaning.

Small bronze figurine of lion with human head, completed by sun rays
found in Orenkalais later sample and is dated by XII century. Certainly, this
figurine symbolized the throne of Azerbaijani Atabey governors belonging to
Eldegezid dynasty (1136-1225).

Thegravetombsof rectangular forminvillage Chanakhchi of M ountainous
Karabakh are connected with Albanian period by motifsof their relief pictures.
On the plane upper side of first grave stone protuberant sun disc is placed.
Thisdisc isaccompanied by two pictures of sunin crossform, placed in back
side of stone. Near the cross signs plane-relief pictures are seen clearly: to the
right — the goat, to the left- horseman with sword in left hand is pictured. It's
interesting, that left hand is pressed to chest of horseman. In statues found
in Shamakhi region identical pose is marked. May be, such similarity throw
sunshine on ethnographic and plastic nearness of ancient tribes, lived in
distant territories.

In Chanakhchi villagerelief grave stoneiskept. By their graphic motifsthat
grave stone belongsto Albanian period of art. Onit’s upper stripe the scene of
feast is pictured, in lower part ornamental rose knots, forming three crosses,
three hexagons and four solar signs are placed. The most ancient prototypes
of such solar signs are met in decoration of benthonic part of ceramic wares of
Bronze epoch. Relief rose knots with cross pictures connect grave tombs with
most ancient period of plastic art. On stone stamp found in Mingachevir the
clothes of human picturesisinterpreted as carved pattern. That stamp is dated
by I11-1X century b. c. and is marked by sign of hexagonal sun.

Basing on that sign N. Rzayev connected that gemma with culture of
Turkic tribe “ Six oghuz”. Grave tombs found in Chanakhchi village are also
included by N. Rzayev to heritage of ancient oghuz tribes culture.

In first period of it’s development in art of Caucasian Albania different
pictures of sheep and horse were used in burials as cemeterial implements,
which had apothrophic force. It's interesting, that in medieval period the
pictures of sheep and horse were carved on graves as memorial grave-stone.
It seems, that such grave figures were used by oghuz tribes for the first time.
Well, in many regions of Transcaucasus such graves with stone figures of
horses and sheep were called by local inhabitant “oghuz zagasi” (oghuz
graves).
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Conclusion. Albanian period of Azerbaijan history is one of most rich
periods from sculptural art development point of view (1V century b.c. — VII
century CE.). Thewide spreading of sculptural art in Albaniain ancient epoch
and early Middle Ages was connected with tribal cults of Albanian tribes and
with most universal cult for agricultural-cattle breeding lifestyle — cult of
Fertility. Because of nomadic lifestyle of many Albanian tribes the traditions
of pagan sculptural art were closely connected with traditions of Western
and Central Asiatribes. Typological similarity of stone idols of Albania and
Western Asia gives opportunity to speak about affinity of tribes and peoples,
made such sculptural art.
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Telman Ibrahimov (Azarbaycan)

QAFQAZ ALBANIYASININ MONUMENTAL

HEYKOLTORASLIGI

Mogals Qafgaz Albaniyasinda monumental heykoltorasligin yaranmasi-
na va inkisafina hasr olunmusdur. Qafqaz Albaniyasi, tarixi Azarbaycanin
orazisindo godim dovlot olmusdur. Dovlot e.o. IV osrdo yaranmis vo erami-
zim VIII asradok movcud olmusdur. Lakin alban heykaltorasligi ononalori
XX asrin avvallorine godor galmagda davam edirdi.

Qadim va erkan orta asrlor Albaniyasinin monumental heyksltoraslig: iis-
lubi cohotdan biitiin Avrasiya diizlinds, Balkan vo Krim yarimadasinda genis
yayilmis oxsar xatiro abidolori ilo eyni tiplidir.

Qafgqaz Albaniyasinin monumental heykoltoraghigi genetik baximdan
domir dovriiniin kurgan heykalloring va skif, hun marhalalorinin vo xaqanlig-
lar dévriintin moshur das heyksllorino — bal-ballara gedib ¢ixir.

Qafqaz Albaniyasinin monumental heykoltorasliq ananolori mongqol hii-
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cumlar1 zamani va sonralar Qafqaz Albaniyas: orazisinin islamlasdirilmasi
noaticasinda kasilmisdir.

Acar sozlar: Qafgaz Albaniyasi, monumental heykoltorasliq, Azorbaycan,
dofn adoti, bal-bal

Tenvman Hopacumos (Azepoaiiorcan)

MOHYMEHTAJIbHAS CKYJIBIITYPA KABKA3CKOMN

AJIBAHUUN

Crarpg mNOCBAILEHA BO3HUKHOBEHUIO W PAa3BUTHUIO MOHYMEHTAIbHOU
ckyabnTypbl B KaBkasckoit Anbanuu. KaBkasckas AnbaHust — ApeBHEE rocy-
JApCTBO Ha TEPPUTOPUHU HcTOpHueckoro Asepbaiimkana. ['ocynapcTBo Bo3-
HUKJ0 B [V B. 10 H.3. 1 nipocyiecTBoBato a0 VIII B. H.3. OnHako, Tpaguuuu
an0aHCKOW CKYJIBITYPHI MPOJOHKAIN CYIIECTBOBATh BIUIOTH O Hadama XX
Beka. MOHyYMEHTaJIbHAs CKYJBITYpa APEBHEN U paHHECPEIHEBEKOBON AJl-
0aHUM CTUIMCTUYECKU OJHOTUIIHA C MOJOOHBIMM MEMOPHAJILHBIMH IaMSIT-
HUKAaMH, IIUPOKO pacIpoOCTPaHEHHBIMU 110 Bce EBpasuiickoi crenu, bamnka-
Hax, KpbIMCKOM MOJTyOCTpOBE.

MonymeHTanpHas ckyabnTypa KaBkazckolt AnGaHuM TeHEeTHUYECKH BOC-
XOMT K KypraHHbIM CTaTysIM 3I10XH KeJie3a U 3HAMEHUTHIM KaMEHHBIM CTa-
TysaM-0asibanaM CKU(CKON, XyHHCKOM 3110XU U Tepuoja KaraHatos. Tpaau-
I MOHYMEHTaJIbHOM CKynbnTypbl KaBka3ckoit AnbGanuu ObLIH MpepBaHbI
MOHTOJIbCKMM HAIIECTBUEM M TMOCIEAYIOUIEH HCIaMH3alueld TEPPUTOPUHU
KaBxka3zckoit AnbaHuu.

Kntoueswie cnosa: KaBkasckas Anbanus, MOHYMEHTaIbHAs CKYIBITYPA,
Aep0aiikaH, oOpsi 3aX0pOHEHHs, Oamdan
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TURKIC PEOPLES AND
THEIR SCRIPTORY CULTURE

abstract. In the article there is spoken that Turkic peoples are of the
same origin and are branches of a single tree. The names of Turkic peoples
are enumerated and the place is indicated where each nation occupies. The
features of written languages of Turkic alphabet, stone books and Orkhon-
Yenisey monuments and are revealed and shown investigations on this
problem. Basing on researches carried out in Europe and in the East the
author shows that the history of the turkish written culture goes back to the
most ancient times.

The conference in French university Sorbonne permitted us to retrace the
history of Turkic written language up to more ancient times. In other words, the
date of ancient Turkic written language is 4500 years. This scientific discovery
was found after the reading of written stonesin the French region Vichy.

Key words: Turkic, scriptory, goy-turks, Sorbonne, Etruscans

Introduction. Turkic peoples living on tremendousterritories from Siberia
to Baltic Sea engendered on the same, general main origin. Later, the proto-
Turkic society divided and spread all over distant countries. That's why,
political and economic connections among those countries also were cut. As
aresult different Turkic tribes began to develop separately and to form their
own, original culture, economy, political outlook.

Ancient Turkic tribes knew well the religion, habits and traditions of
conguered peoples and those peoples, which they had different contacts with.
So, Turkic peoples adopted the main elements of those peoples culture from
one side and made them to adopt Turkic culture from other side. Having
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mixed with neighbouring peoples and tribes the Turkic passed through serious
transformations. All those trasnsformations are seen in different spheres, and
even in athrpological structure also. But, in spite of all these factors, Turkic
peoples could save the main general peculiaritiesin their languages, folklore
creativity, mythology. [1, p.113]

Nowadays, even by shortest vision of territory, in which Turkic tribes
settled, and their names, we can get general information about their history
and geography. So, the branches of Turkich “tree” are following:

|. Turkic peoples, live in Western Siberia.

In Midia, whichisone of most anciet Azerbaijani states Saka” tribeslived
amost during 100-120 years. Sakas were closely connected with Mongols,
Tunguses, Manchurians. It's the reason, that those peoles were the bearers of
Turkiclanguage and were closeto Mongolsby their anthropological structure.

The representatives of those peoples live now in Nenets Autonomous
district, Yakutia and in Kamchatka (Russian Federation). They are called
“Yakuts’, their number is382000. It must be al so pointed out, that descendants
of Sakas, which lived in Midia in olden times, live now in Shaki region of
Azerbaijan, their settlement was called “Sakasena’. That name became the
basis of modern name of that ancient town — Shaki.

Tuvas —thispeopleisthe second oneby it'snumbe after Sakasand Yakutsin
Siberia. Tuvas are settled in Tuva and partly in Mongolia, they call themselves
“Tuva” or “Kiji”. Khakasses (xakacsr), living in Khakas Autonomous region
are mentioned b.c. in Chinese sources as “khagias’. Russian tsarist occupants
called them “Abakan tatars’, their number is more than 210 000.

In Gorno-Altai Autonomousregion and inAltai territory Altayslive. They
call themselves “Kiji” and their number is close upon 80000.

Shors —they live in Nothern Altai and Kuznetsk Ala Tau. Their language
Is close to Khakass one , that's the reason, that Altai language sometimesis
studied as diaect of Khakas language. Their number — 20000.

Kamasins —it’s one of smaller Turkic peoples, they live on Banks of river
Kani (Mani and Krasnoyarsk region, Russian Federation). To some scientits
mind Kamasins originate from Nenets. Their number is 350 only.

Tofas — is smaller Turkic people, called also “Garagash”. Tofas live in
Nijneudinnsk district of Irkutsk region. Number — 1000 men.

Yukakirs — smaller Turkic people, live in Siberia. Their number isn't
known.
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Chulum tatars — live in territory where Chulum river fall in catchment-
basin of the Ob river. Number — 300 men.

barbins —smaller Turkic people, livein Novosibirsk region. Their number
isn't known.

II. Turkic peoples, live in middle asia and Chinese Turkestan.

Uzbeks —After Mongol conquest (X111-X1V centuries) Uzbeksengendered
as a result of mixing of some Turkic tribes — Garlug, Uigur, Cumans. In first
quarter of XX century they called themselves “Turki” or “Uzbek”, in some
sourcers they are mentioned as “Sart”. In Uzbekistan and other Middle Asia
countries their number is 16-20 000 millions, in Afghanistan — 2 millions.
Uzbeks form the 80% of Uzbekistan inhabitant.

Kazakhs — the Turkic people, formed after disintegration of The Great
Nogai Horde in XV century. In Kazakhstan and Middle Asia countries, the
number of Kazakhs — 10 millions. 40000 Kazakhs live in China, 98 000
Kazakhs live in Mongolia, 600 Kazakhs — in Afghanistan.

Kirghizes — one of most ancient Turkic peoples, formed by gathering of
Cumans and Oghuz Turkic tribes. This people is settled in Kyrgyzstan, their
number — 2, 5 millions, it's 70,9% of Kyrgyzstan inhabitant. Kyrghizes live
aslo in China (the number — 80 000 ), in Afghanistan 25 000 kyrghizeslive.

Turkmen — the people, originated from Turkic Oghuz tribes, settled in
territories on banks of Syrdaryariver and near the Aral seaboard. The number
of them-more than 2,5 millions, settled in Turkmenistan in main part. Now
in Iran 400 000, in Afghanistan — 270000, in Turkey — close upon 70 000
Turkmen live.

Karakalpaks — is one of smaller Turkic people, connected directly
with ancient Cumans. The number of Karakalpaks — 504 301, they live in
Karakal pak Autonomous Republic in Uzbekistan.

Uigurs — Turkic people, formed as result of mixing of Huns, Karluks,
Tukyui, Chigil tribes. General number of Uigurs al over the world — 11
millions. 5,5 millions Uigurslivein China. In 1960—70" more than 3 millions
Uigurs moved from Chinese province Tientsin in Pakistan and Turkey. In
Middle Asia Uigurs live in Kazakhstan in main part. Sari uigurs (“yellow”
uigurs) — one of smaller Turkic peoples, live in Chinese Turkestan. Their
number — 13 719. Sari uygurs in main part were assimilated by other Turkic
peoples. Sari uigurs speak Tibetan or Chinese language. Small part of Sari
uigurs could save their native language.
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[ll. Turkic peoples, live in Caucasus andasia minor.

azerbaijanis — Turkic people, settled in Southern Azerbaijan and
Caucasus Il Millenium b.c. Formed on basis of Turkic speaking stocks,
such as Sak, Bulgar, Az, Sabir, Khazar, Kasit, Turuka, Mag. Since X1 century
Azerbaijani people began to form after mixing of Oghuz and Cumans tribes.
Azerbaijanis were always Turkic-speaking people. In 1936 the name “ Turk”
was substituted by ethnonim “Azerbaijani”. In Southern Azerbaijan and Iran
Azeri Turks are known by different names — Karapapag, Afshar, Gajar, their
number is close upon to 40 millions. In Azerbaijan Republic 10 millions
Azerbaijani Turks live.

Turks — live in Turkey. They rank the first among Turkic peoples by their
number. Turkswereformed after mixing of Oghuz and Cumans. In X1 century
some part of them migrated from Azerbaijan in Asia Minor. The number of
modern Turks — 80 millions.

Kumyks — Turkic people, formed on basis of Cumans, Uz, Pincenates
tribes, livein Dagestan Republic. (Caucasus, Russian federation) . The number
of Kumyks — more than 503 060.

Karachay-balkars — Turkic people, originated from gathering of Cumans
and Bulgar tribes. They are settled in Karachay-Bakar Autonomous Republic
and Karachay-Cherkessia (Russian Federation). One part of that people live
on the bank of Karachay river and call themselves “Karachay”, their number is
close upon to 156 000. The other part of that Turkic peopleiscalled “Balkar”
or “Malkar”, their number is 170 000.

Nogai — this Turkic people formed after disintegration of Nogai Horde in
X1 century. This smaller Turkic people formed after gathering of two tribes—
Cumans and Oghuz ones. The number of thissmaller Turkic peopleis 75 000.

Turukmen- formed after disintegration of Nogai Horde, settled in Northern
Caucasus and Stavropol Territory. Turukmen are generated from Turkic clan
of Ikdir and Hajili tribes.

IV. Turkic peoples, live in lands along the Volga.

Tatars — Turkic people. In XIII century Mongol-Tatar tribes occupied
Russia and Cumans plains in South of Russia. Then Mongol-Tatar tribes
settled in lands along the Volga, gathered with local Cumans, and partly with
Bulgar and Khazars. So, Tatar peopleformed after that mixing. The number of
Tatarsis 6,5 millions. Tatars form 50% of inhabitant in Tatarstan Autonomous
Republic (Russian Federation).
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bashkirs —the Turkic people, generated from Cumans and Bulgar tribes.
Thenumber of Bashkirsiscloseuponto 1, 5 million, they livein Bashkortostan
Autonomous Republic (Russian Federation).

Chuvashes— one of Turkic peoples, generated from Bulgars, Scythian,
Sarmatian tribes. In XV 111 century Chuvashes adopted Christianity, live now
in Chuvash Autonomous Republic (Russian Federation). The number of
Chuvashes — 1 800 000.

Gagauz — Gagauz Turks in main part live in Moldova and patly in
Ukraine. Gagauz Turks originated from gathering of Bulgar and Cumans
tribes, afterwards adopted Christianity, their number — 250 000. By their
language Gagauz are very close to Turkish and Azerbaijani Turks.

Karaites (kapaumbi) — this Turkic people is settled in Lithuania ( in
capital of Lithuania — Vilnius, in Trakai, Panevejis region), in Ukraine (
Luts'k, Galich) and in Crimea. Karaites adopted Judaism, in 1960" their
number was close upon 6000, but in 1990 — 3000. The reason of such run-
down is emigration of Karaitesin Israel, European countries and USA.

Urums — (Greeks) Turkic people, settled partly in Georgia and Northern
Caucasus. Urumscall themselves*® Greeks” and live alsoin coast of Azov Sea.
Urums adopted Christianity and consider themselvesto be asimilated Greeks.
In some Ukraine villages Turkic inhabitant live also. They call themselves
“Urums’ or “Mariupol Greeks” and adopted Christianity.

Crimean tatars — Turkic people, settled in Crimeain V-VI centuries b.c.
After joining to Russia Crimean tatars were twice deported, in 1944 were
deported from Crimea completely. Their number was 400 000. According
inhabitant enumeration of 1990th the number of Crimean Tatars was 268 000.
[2, p.7-14]

It’s known, that first scrips engendered in Sumeria. Those scrips were
cuneal texts, fixed on building walls in city-state Uruk and on lay tablets.
There is 3500 years distance between Uruk texts and Issyk scripts, and 1000
years distance between Issyk and Orhon-Yenisel texts. The development of
cuneal writings comprehended the period more than 7000-8000 years till
Issyk and Orhon-Yenisal scripts. [3, p.313]

But after all those events in period of Caucasian Albania state
Azerbaijanis had their own alphabet and it consisted of 52 |etters. Accoding
to information, got from ancient sources, that alphabet looked like the
alphabet of our neighbours — Georgian and Armenian one. In archeol ogical
excavations, carried in Mingachevir (Azerbaijan) stone stele and faience
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candlestick (VII -V centuries b.c.) was found. On these finds very interesting
inscriptions are seen clearly. Investigators inform that several forms of
scripts existed.

The first form is picture scripts. That writing form is connected with
primitive period and consists of pictures of humans, animals and different
subjects. The pictureson Gobustan rocks (Azerbaijan), the patterns on carpets,
ceramic and metal things are also writings of picture kind.

The second type of script isintellectual or hieroglyphic one. Hieroglyphs
express either definitie symbols or semantic part of definite word. In differ
from picture scripts in semantic script signs and and pictures demonstrate
abstract notions. Such script was used in Egypt, Mexico, China.

The third kind of scriptissyllabic one. Insuchwriting each sign expresses
one syllable. Ancient humans had very serious achievement in writing. They
showed every syllable by concrete sign. In human history 7 syllabic writing
systems are known. Sumerian-Akkadian script, Egyptian, Elam and ancient
Indian, Crete, Hittite writing are scripts of such kind. Japanese script is also
included in writing of such kind.

The fourth kind of script isphonetic one. In thiskind of writing all sounds,
which exist in language are expressed by separate letters. That kind of writing
was created basing on neccessity of expressing all words by means of |etters. In
phonetic script all sounds are reflected by definite signs, correspondent to every
sound. Modern Azerbaijani script isalso of phonetic kind. [4, p.5-6]

It'sknown, that Turksarethe creatorsof Orhon-Yenisal written memorials.
In folk creativity several different mythes and legends about the genesis of
Turkic peoplesexist. According one of those mythesthe Turks are descendants
of female wolf. Later, Turks pictured wolf head on their banner. May beit's
also connected with that ancient myth. As for “Goy-Turk” alphabet, it's
mentioned in work “Divani-lugati-it-turk” by Mahmood Gashgari. In that
work Mahmood Gashgari wrote, that Uigurs and Tabghajes had their own
alphabet and they used that aphabet in writing.

The alphabet, which Mahmood Gashgari told about is Goyturk al phabet.
Uigur tribes, live in Dunkhan and Turfan used that alphabet. After Mahmood
Gashgari Iranian scientist Fakhraddin Mubarekshah Marvandi also wrote,
that Turkic tribes had their own, Goyturk alphabet. Marvandi caled it “the
alphabet of nine Oghuz tribes’. [2, p.14]

The word “Turk” itself always was a subject of different discussions.
Orhon-Yenisei memorias, including Ongen, Gul-Tekin, Bilge-Kagan and
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Tonyukuk were written by tribes, which called themselves “Goyturk”. In
Chinesesourcesthosetribesarecalled “tu-kyu”, “tu-tkue’, “ tukyuk”, “turkut”.
Besides, in Chinese sources very important information is contained- the
tribe, which became the progenitor of Turkic peoples engendered on historical
stage in 92 of our era.

Turks were completely defeated by Chinese and that historical fact is fixed in
manuscripts, kept in city Tarbakatay (China). The sameyear Siyanbisconquered
Turks' territories in Northern Mongolia and captured the popul ation. After that
defeat one clan of Turks—Hun tribe“ASHINA” was saved. In ancient Chinese
hieroglyphes the name of that clan is transcribed not as “Dulga’ (tukyuk) but
as “turkut”. So, the root of word — “turk” is Turkic one, but the particle “ut”
is plural form of Mongol origin. In Turkish studies literature ancient turks are
defined by term “tukyu”, but now that term is used as “turkut”. [5,p.15]

The study of Orhon-Yenisal script memorials is connected with activity
of XII century historian Aladdin Ata Malik Guveyni. Guveyni is author
of famous work “Jahangusha’, in which he wrote about origin of Turks.
Afterwards, Orhon-Yenisei memorials attracted Russian, German scientists
and they came to conclusion that, Orhon-Yenisel written memorials belong
to Turkic tribes. E.g. N.M. Yadrintsev wrote, that “while studying Yenisel
writings and Siberian scripts, we can say, that they are very ancient and may
be connected with most ancient times.”

It's surprising, that all those scripts are saved durin 2000 years till our
days. We can say, that these memorials can belong neither Finnish tribes nor
to Indo-Scythian tribes. They are more close to Turkic tribes, which lived in
neighbouring territories.

Till the end of XX century many scientists, such as V.Rodlov, S.Emalov,
V.Tomsen were of opinion, that Turkic written memorials engendered in V
century b.c. But the inscription on silver basin, found in Issyk buria hill,
on contrary is connected with more ancient period — VI-V centuries b.c. It
means, that the history of Turkic alphabet is also more ancient.

In Kazakhstan, at 60 kilometres' distance from Alma-Ata small town Issyk
is placed. While archeological excavations, carried out in Issyk one buria hill
was discovered. The rich treasury, got from that burial hill is invaluable proof
for studying history, art, scripts of Turkic tribes during last Millenium b.c. In
that grave young Sak governor is buried. He is dressed in golden clothes, in
coffin pieces of gold, different precious stones, decorating his cloth, silver basin
and dishes are put. Akishiyevs ascribed that buria hill to VI-V centuriesb.c.
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Kazakh scientist A.S. Amanjolov investigated the inscription on silver
basin, found in that burial hill and described it completely. Amanjolov wrote:
“The burial hill is constructed by cut logs. Here wooden coffin of young,
noble warrior was buried. Among those logs about 30 different dishes and
silver basin were put. On that basin obscure rune like inscription is fixed. By
all signs that grave can be refered to VI-V centuries b.c. As for inscription
on basin, it let suppose, that in the middle of first millenium b.c. Turkic runes
were closely connected with alphabet of Mavareyns and was various enough.
The rune like inscription, fixed on basin is fixed also in most ancient Turkic
language, spoken by nomadic tribe “yeddi su” (seven waters).

The text of inscription: “(A)ga s(a)na oguk.
B (e)z ¢6k bukun i¢ro az(u)k...”. [6, s. 65-66]

A.S. Amanjolov read and interpreted that inscription in such way:

“The Lord! (Elder brother, governor). It’s your room (grave, coffin), sleep
camly.

The strange enemy! Bend the knees! In spite of governor’s death the
people will have afeed.” [3, p. 289-290]

In the conference, carried out in Sorbonne, in France, very important
Information was presented. That discovery let refer the history of Turkic scriptsto
more ancient time. Inthat conference very important fact was proved —the history
of ancient Turkic scripts is 4500 years. That scientific discovery was confirmed
after reading of inscriptions on ancient stones, found in Vichy, France.

That discovery began from very interesting occassion. One farmer while
ploughing the ground, found 3000 stoneswith inscriptions. Farmer understood
their importance and handed them in Glazel museum, placed in that region.

Professor of Sorbonne University, ethno-musician Khalig Tarjan visited
Glazel museum and saw those stones there. Scientist took photos of those
3000 stones and sent them to specialist of ancient Turkic inscriptions Kazem
Mirshana. Well-known scientist read those inscriptions and afterwards was
invited in Paris University. Thus, three specialists studied together those
inscriptions during six months and having read all texts, reconstructed first
proto-Turkic alphabet. All results of that laborious task were declared in
International conference, carried out in Sorbonne in 1993 and became great
scientific sensation.
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Investigations in sphere of Turkic inscriptions were carried out in
Sorbonne University for many years by well known specialists — professor
Robert Lilish, Kazem Mirshan and ethno-musician Khalig Tarjan. So, the
investigators came to conclusion, that proto-Turkic alphabet, in which scripts
are writtem, is very close to Etruscan one. Afterwards, Etruscan alphabet
became the basis of Latin alphabet. I1t's also known, that Greeks had not
any contacts with Etruscan, but Greek alphabet is connected with alphabet
of Front Turkic peoples. Besides, Phoenician and Cyrillic aphabets are also
connected with ancient Turkic writing culture.

Conclusion. It must be pointed out, that Turks, live al over the world
and their script, all culture has very ancient history- more than 4500 years.
Turkic peoples migrated, changed theri setllements and separated from each
others. Asaresult of warsand political processes, the ancient Turkic state was
divided, lost some it’s territories. Turkic peoples didn’t loose their language,
but lost their script, and that’s why had to change it repeatedly.
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Kiibra 9liyeva (Azarbaycan)

Tiirk xalqlar1 vo onlarin yazi madaniyyati

Maogalods Tiirk xalglarinin eyni kdkdon yaranmasi, bir agacin budaqlar
olmasi haqqinda malumat verilir. Tiirk xalglarinin adlar1 sadalanir, har xalqin
maskunlagdig yer gostarilir. Tiirk olifbasinin, dag kitabslorin, Orxon-Yenisey
abidolorinin yazi xiisusiyyatlori agiglanir, bununla baglh aparilan todqigatlar
gostarilir. Avropada vo Sorq Olkolorindo aparilan todqiqatlara osaslanaraq,
miallif gostorir ki, Tiirk yaz1 modaniyyastinin tarixi on qadim dovrs gedib ¢ixir.

Fransanin Sarbon Universitetinds kecirilon bir konfrans tiirk yazilarinin
tarixini daha qodim ddvrlors aparmaga imkan verdi. Bagqa s6zlo qodim tiirk
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yazi tarixinin 4500 il oldugunu siibuta yetirildi. Bu elmi yenilik Fransanin
Visi bolgasinds qadim yazili daglarin oxunmasindan sonra agkar edilmisdir.
Acar sozlar: tiirk, yazi, goytiirk, Sorbonn, Etrusk

Krwoopa Anuesa (A3epoaiiorncan)

Topkckue HApoAbI M UX KyJIbTypa NUCbMA

B crarpe roBoputcs, 4TO TIOPKCKUE HApOIbl UMEIOT OIMHAKOBOE MPOMCXOK-
JIEHUE U SIBJIIOTCS BETBSIMU OZTHOTO Jepesa. [lepeunciieHnbl nMeHa TIOPKCKHUX Ha-
POIIOB U YKa3aHO MECTO, [JI€ 3aHATa KaKaash Halusl. PacKpbITel uepThl MMCHMEH-
HOCTH TIOPKCKOTO an(aBUTa, KAMEHHBIX KHUT U OPXOHO-EHUCEUCKHIX MaMSITHUKOB,
U1 MOKAa3aHbl UCCIIEI0BAHMS 110 3TOMY BOIpocy. OCHOBBIBASCH HA UCCIIEIOBAHUSIX,
npoBeieHHbIX B EBporie u Ha BOCTOKe, aBTOP MOKA3bIBAET, YTO UCTOPUS TYPELIKOM
ITMCbMEHHOU KyJIBTYpbI BOCXOIUT K CaMbIM JJPEBHUM BpPEMEHAM.

Kongepenuus Bo ¢paniry3ckoM yHuBepcutere CopOOHHBI 1103BOJIMIIA
HaM MPOCIIEIUTbh UCTOPHUIO TIOPKCKOM MUCBMEHHOCTH 10 OoJiee IpeBHUX Bpe-
MeH. [lpyrumu cioBaMu, 1aToW ApEeBHETIOPKCKONM nmucbMeHHOCTH 4500 ner.
OT0 Hay4HOE OTKPBITHE OBIIIO 0OHAPY’KEHO MOCIIE MPOUYTEHUS JPEBHUX MTHCh-
MEHHBIX KaMHe# BO (ppaHIly3cKoM perrnoHe Bumm.

Knrueswie cnoea: TIOPKCKUHN A3bIK, MUCbMEHHOCTB, [ €TIopk, CopOoHHa,
OTpycK

1. The inscriptions ofalban period 2.The inscriptions ofalban period on upper part
on clay candlestick, found out of stone, found out in excavations in Mingachevir
in excavations in Mingachevir (azerbaijan)

(Azerbaijan). V-VII centuries.
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3. Piece of stone with sample of proto-
Turkic inscription. On that stone state

laws are fixed. 2500 b.c.

France, Glazel museum.

4. The piece of stone, with proto-Turkic inscription:
“Being in passion, suffering, I thought Allah only”.
2500 b.c. France, Glazel museum.
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5.The alphabet, demonstrating the comparative scheme of Glazel and
Orhon-Yenisei scripts, created together by french and Trukish scientists.
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PAINTED EGGS IN
TRADITIONAL CULTURE OF IRAN

abstract. Many peoples of the world revere an egg as a symbol of life,
as the embryo inside it gives hope for the awakening and renewal of nature,
the procreation. There is a well-known thesis — a chicken or an egg? — that
certainly means the vital energy by the latter. One of the most ancient rituals
of eggs adornment, their decoration is known among Zoroastrians, whose
habitats are related to Azerbaijan, Indiaand Iran. However, it wasin the | atter
country among the ones mentioned above that the custom of decorating eggs
has survived to the present day, such that it can be studied.

This phenomenon makes the culture of ancient Persia related to
contemporary Ukraine, where the tradition of painting eggs was aso known
since the ancient times, but today it has become well-established, as pysanka
is now a national brand that claims to be included in the UNESCO List of
Intangible Cultural Heritage. Thedifference between theeggsdecorated for the
Nowruz holiday in Iran and the Ukrainian Easter eggsis great, and it consists
primarily in the ornamental patterns, technique and style of decoration.

Keywords: Iran, painted eggs, Zoroastrianism, Nowruz, Ukrainian pysanka.

Introduction. The first ostrich eggs decorated with engraving, found
by archaeologists on the African continent near the Kalahari and Sahara
deserts, date from the period of 60,000 BC. At that time, according to Brian
Stewart, PhD in Archaeology from the McDonald I nstitute for Archaeol ogical
Research, the Interdisciplinary Centre of Archaeology and Anthropology
at the Department of Archaeology and Anthropology of the University of
Cambridge, these eggs were used as a natural hollow container for drinking
water, intended to hold on average 1 litre of liquid.
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The same English scientist indicates that in the archaeological layers of
South Africa, which date back to 40,000 years ago, some fragments of the
ostrich egg shell were painted black, turquoise, beige, yellow, crimson red
and orange [11]. It can be assumed that ancient people of that time tried to
distinguish their flasks by colours and the unpretentious decor served precisely
for these purposes.

In most ancient religions there is a myth about the origin of the Universe
from an egg, in which the soul of all living things was born. A chick breaking
the eggshell was most often perceived in different cultures as a gift from the
nature ready for renewal to a human. The twitter of birds, mostly born in
the spring, was most often associated with the awakening and arrival of new
elements of life, the renewal of the natural forces.

It iswell known that the Sumerians, whose culture was similar to that of
the ancient Iranians, as well as the most highly developed representatives of
Eastern civilizations — the Egyptians — where the bird-headed gods were part
of al three main cosmogonies, revered the power of the egg as a symbol of
the germ of life. Thisiswhy they exchanged golden and silver carved ovoids
on various festivities, thus giving hope for abundance and God's favour in the
year to come. In the two cultures mentioned above, there are such products
dating back to 3,000 BC.

Since the days of Achaemenid Iran, painted eggs have been a part of
important offerings in the system of Zoroastrianism, the main religious
teaching of the Ancient Persia. Spherical objectsare engraved in relief images
in Persepolis, wherein the golden age of the state development its capital was
situated. In the period of VI-1V centuries BC here, among others, Iranian-
speaking Scythian tribes lived, who reached the lands of present-day Ukraine
and settled onitsterritoriesin thisperiod of time. Their visitswith giftsarealso
engraved on the reliefs of Persepolis, which speaks for the close relationship
of the two familiar peoples, explaining the possible way of transferring the
traditions of egg decoration, although somewhat transformed.

There is no special scientific literature on Iranian painted eggs particularly.
However, thereareseveral articlesof travel bloggersand Persian art connoisseurs
found ontheInternet, inwhich aseriesof illustrations on the topic was provided.
First of dl, thereis an Internet post by the author nicknamed Shakko (shakko
kitsune) “Painted Eggsin Iran: Food Shared with the Souls of the Dead”, posted
on April 19, 2020 in Live Journal [9]. However, the mentioned researcher has
only raised the question, leaving it unsettled.
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The interpretation of the main material. The Iranians themselves
believethat the art of decorating eggs began to develop on their territory about
four thousand years ago [9]. Given the fact that certain territory of Ancient
Persia was part of Mesopotamia, as well as the territory of contemporary
Iraq, Syria, of Anatolia (the territory of modern Turkey), the belief of the
autochthonous population seems quite logical and consistent, although it is
difficult for Europeans to find written evidence of this idea because of their
poor knowledge of Farsi and Arabic languages. L ater, during the Achaemenids
period, the territory of the Iranian state extended from the Nile (the land of
Ancient Egypt) to the Transcaucasia, which naturally secured the traditions of
the peoples sharing one common state with the Persians.

However, they started painting pottery much later in Iran, most likely
during the period of the Achaemenids and Sassanids, in the pre-Islamic time
of Zoroastrianism. Today, this custom is associated with the Muslim holiday
of Nowruz, partially rooted in Zoroastrianism, which representsthelocal New
Year. At thistime, a prerequisite for the celebration is the laying of the Haft-
Seen table, where 7 traditional symbolic dishes of the so-called Seen handle,
the names of which all start with the letter S, revered in atraditional Iranian
family, as well as flowers and nuts are served on a special family tablecloth.

These dishes are sprouted wheat (for the revival and renewal of nature),
malt or barley with sweet wheat-based pudding (for fertility), and the dry
fruits, wild olives (for love and affection) are laid out, vegetables, namely
garlic (for good health), fruit — apples (for beauty and health), spices —
sumac (symbol of sunrise), and seasoning — vinegar (for patience). All these
traditional ingredients in the Persian tradition are placed on the table along
with amirror (thoughts about the outgoing year and its outcome), coins (for
prosperity in the New Year), candles (for light and happiness — a reference to
the Zoroastrian tradition with a cult of fire), a bowl/pool for living golden fish,
which symbolizes the beginning of anew life.

At the same time, the festive table is often decorated with ceramic
protective figures of animals, fish, as well as painted eggs, being the symbols
of anew round of life—fertility. Thiswhole ensembleis completed by Avesta
— the holy book of Zoroastrianism, and it is also often supplemented by a
volume of poems by the national poet Hafez, aswell asacrystal bowl with an
orange floating in it (the theme of the earth floating in space).

In general, it can be noted that in this set of primary elements many
religions are mixed — shamanism (mirror and totem animals), Kabbal ah — the
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Hebrew mystical teaching that formed the basis of Judaism (tasting seven
ritual dishes, likein the Jewish Seder —thelast evening of Pesach week, being
both meal and a reminder of the main foundations of Jewish doctrine, which
are based on the memory of forty years of wandering in the desert [10]), the
Vedic Hinduism and Chinese Taoism (worshiping nature and its laws), where
in the latter the primary elements and primary elements were of particular
importance (coins — metal, fish — water, fruits — earth + wood, candles — fire
+ air), and Christianity (where pysanka became part of the celebration of the
Resurrection of Jesus Christ called Easter).

The term “Nowruz” itself was first recorded in the second century of
the new era, but the festivity took place in Achaemenid Iran, where in the
month of Farvardin, on the day of Ormazd, satraps of various provinces,
people and vassals presented gifts to the king of kings — Shahinshah. In the
Achaemenid dynasty, this title, similar to the European “emperor”, was first
used in relation to the Persian ruler Cyrus Il the Great, who was reigning
during 559-530 BC.

This fact indicates that already in the VI century BC the decorated eggs
engraved on the walls of Persepolis among the gifts were part of this ancient
culture. At the same time, it is known that on this day Siavash, the son of the
legendary king of Iran Kay Kavus, who died as a righteous man, was buried.
Therefore, in Zoroastrianism, following the Indo-Aryan religion, on this day
of the vernal equinox, there was a tradition to commemorate the souls of the
deceased ancestors and worship them as* Fravashi” (the souls of the righteous
geniuses of light, warriors of Ahura Mazda — the lightest of the nine bodies
mentioned in the Avesta), and also to light fires, which the people jumped
over to purify themselves, a tiny analogy of which were lighted candles on
festive tables.

It should be noted that Azerbaijanis have kept this ancient tradition today
and during Nowruz they wait for an egg on the mirror to sway and then the
New Year comes (According to an ancient local belief, the Earth rests on the
horns of a huge bull, and when it gets tired, it throws the planet from one
horn to another once ayear). From that moment, the people sitting at the table
congratul ate each other. Moreover, the mirror servesas an attribute for fortune
telling: to guess a future bridegroom for unmarried girls, as well as “gulag
faly” —fortunetelling “by ear” when the neighbours overhear each other. The
Crimean Tatars of Ukraine, the past of which reveals a close connection with
Tengrianism, have fortune telling traditions, when unmarried girls drop rings
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and necklaces in ajug of water and put it under a“rose bush” for anight (in
order to see their future husband in a dream).

Inthisregard, it isworth mentioning Iranian bird fortune-telling (“fortune
telling by Hafez") tradition using parrots, which iscommonly practiced on the
sguares and in crowded places, when for asmall fee the birds draw out a card
with afortune. The archaic nature of this festivity, rooted in pagan antiquity,
became the reason why it is still banned in Syria, and for many years during
the twentieth century was banned in Turkey [1; 4], where today they also
paint eggs, and sometimes decorate them in the manner of Iznik pottery. In
this country, the inherent attributes of the holiday symbolize happiness, health
and wealth.

It isimportant to note that the holiday of Nowruz, which means the “new
day” in the Persian language, is today celebrated in many Muslim countries.
Thanks to this, its nomination dossier to the UNESCO Representative List
of the Intangible Cultural Heritage of Humanity was submitted by several
countries simultaneously. Azerbaijan, where there are quite persistent
traditions of Nowruz celebration, topped the list followed by Albania,
Afghanistan, the former Yugoslav Republic of Macedonia, India, Iran,
Kazakhstan, Kyrgyzstan, Tajikistan, Turkmenistan and Turkey [3].

Asaresult, at the 64" session of the General Assembly of the United Nations,
Its department responsible for education, science and culture (UNESCO), made
adecision on September 30, 2009 on including thisholiday inthe Representative
List of the Intangible Cultural Heritage of Humanity, which evidences its
particular significance for a huge number of people of the world. Namely, the
peopleliving in Central (Kazakhstan, Kyrgyzstan, Tgjikistan, Turkmenistan) to
Western (Azerbaijan and Iran) and South (India, Afghanistan) Asia, as well as
Europe (Republic of Macedonia, Albaniaand Turkey).

Although it is known that besides the population of these countries, some
holidays of the Yazidis (subethnos of the Kurds) of Mesopotamia descent
now living in Irag, as well as in Turkey, Armenia, Georgia and Russia, who
worship the solar peacock (a side branch of Zoroastrianism), are similar
to Nowruz, and they also use eggs painted one or severa colour tones (in
segments) in their rituals [2]. Painted eggs are used during the celebration
of Nowruz (Nawrez) in the Ukrainian Crimea — as a traditional part of the
culture of the Crimean Tatars, Karaites.

It should a so be noted that Nowruz iscel ebrated by some peoplesof Russia
(mainly Muslims) and the African continent (primarily Muslim Arabs), some
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part of the population of the Caucasus, where Christianity is the dominant
religion (for example, in Georgia, where Islam is predominantly followed by
the people of Adjara sharing borders with Turkey, as well as by the Georgian
Azerbaijanis settled, for example, in the city of Marneuli, and President M.
Saakashvili declared this day a state holiday on February 21, 2010) [7]. At
the same time, coloured and painted eggs are not of equal importance on this
holiday among all the peoples mentioned above.

For example, in Azerbaijan, Nowruz eggs are painted different coloursand
used in ajokey contest to test their strength, like that in the Easter tradition of
the Slavic peoples. It should be noted that before the Slavic people adopted
Christianity, it was also customary to celebrate the beginning of a new year
in the spring, around the vernal equinox. Therefore, this tradition of many
peoples of the world, primarily Europe and Asia, may be regarded as an
archaic one.

However, in Azerbaijan, they usually do not paint eggs, but only give
them someuniformtone (just likein neighboring Georgia) (Fig.1). However,
while in Georgia eggs are often coloured crimson red or ocher-red, in
Azerbaijan they consider red as the colour of fire, since the Zoroastrian
tradition is still alive here to light the “tongal” bonfires and jump over them
7 times, dress up the honcha (treats with candles on a tray, which, along
with the eggs, the bridegroom presents to the bride on holidays as a symbol
of welfare), etc. [9].

In recent years, eggsin this country are not only often decorated with dyes
of aniline shades — from bright crimson and citrine to clear blue, purple and
emerald green, but they also create analogues of Ukrainian and Polish Easter
eggs, taking out the inner contents through narrow openings, when an egg is
painted not so much for food as much as for beauty and decoration. But when
we talk about the edible option of these bird embryos, this shows a direct
analogy with Beitsa in Jewish culture. Indeed, the set of Nowruz offerings
resembles the spring celebration of Jewish Passover, where it is customary
to use holiday plates for Seder and round flat containers (vases for bread) for
matzah with alid in the form of atraditional keara dish.

Thus, between the 6th and 12" centuries, a type of severa items
required to celebrate the anniversary of the liberation of Israelis from 400-
year Egyptian slavery was formed. Seder means “order”. This is a prayer
ceremony when ritual food is taken according to a certain scenario, which
finally took shape in the early Middle Ages. On the 1% and 2" nights of
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the 8 days of Passover in the Diaspora and on the 1% of the 7 days of the
celebration in Israel, two plates must be put on the table next to the most
respected person — for the yeast-free matzo flat cakes, for the “sandwich”
filling, as well as a saucer for salt water, in which vegetables are dipped as
areminder of the tears of the sons of Israel.

The sacred food on a seder plate or tray is arranged in the following
order related to the order of execution of the parts of the ritual: prayers,
a story about the historical circumstances of the people of Israel leaving
Egypt, eating certain foods in stages, strictly regulated in terms of minutes
and grams, which would remind of thetaste of “bread of poverty”, bitterness
and food of sorrow for the sake of spirit fostering and remembrance of
the days of exodus. Since the sacred dinner is the culmination of the main
holiday of the Jews, therefore, the dishware on which it is served is given
exceptional importance.

It cannot be used during awholeyear, it should be hidden from view. Three
days before the holiday, the dishware is soaked in water in order to maximize
its luminosity and purity, sterilized with boiling water in order to avoid
layering of “chametz” — fermented food that is completely removed from the
houses. The goods of exceptional beauty are taken out only at the beginning
of Passover (Jewish Easter), and serve to create a solemn excitement of unity
of adivided people that for too long has not had its own country.

The ritual of Passover communion is of an established nature; the pieces
of food are arranged in such a way that the order cannot be confused.
Moreover, the whole order and rhythm of the ritual dinner is described in the
Haggadah, parts of the Torah, Jewish tales. Karpas (carrots, potatoes, radish,
parsey), boiled vegetables of Hazeret (grated horseradish, celery, required
for a“korech” sandwich), Beitsa (boiled chicken egg), Maror (lettuce or bitter
greens, saffron), Charoset (a mixture of crushed nuts, apples, dates), Zeroah
(fried bone with meat) arelaid out, asarule, on adishin two triangul ar shapes
with six cells.

The seventh meal, in fact, is yeast-free breads — matzo (bread of poverty,
which Jews were eating for 40 years in the desert, while they were led by
Moses). We can say that this seventh component is similar to the germinated
grains of wheat (malt) in Azerbaijan.

If the matzo dish is made in the form of acake plate with a high sides and
alid, it may serve as a convenient box for carrying, protecting the bread from
dust, the sun and the like. In the end, such modifications led to the invention
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of a new unique shape, which gained high popularity in the Jewish world,
given the custom to carefully and punctually follow the instructions of the
men of wisdom.

Thelow cylinder of the main volume is meant to take up three (sometimes
two) matzo breads of various shapes, interlaid with a napkin or towel (the
top oneisround, like amemory of the tribe of Levi — Jewish Levites, anong
whom was Aaron, the lower one is square, symbolizes the Israglites, the
middle one —“Afrikoman” —is cut and, according to tradition, apiece of itis
served as a dessert at the end of ameal (as areminder of the Easter offering).
The lid plate of a container with six bowls for the pieces of six ritual dishes
to be tasted in memory of the difficult testing of the people of Israel, most
often strikes with a combination of skilfully designed structural and semantic
elements and ornamental finishing [10].

It should be noted that the difference between the Azerbaijani and Iranian
Nowruz servings and the seder sets of offerings, where sacred geometry is
also evident (Fig. 2), isthe use of coloured and painted eggs, as well as the
introduction into the composition of the pyramidal dominants in the form of
conic sugar heads, as awish for a sweet, comfortable life.

At the same time, it was in Iran that the tradition of colouring
developed into a tradition of decorating with paintings, and over time
acquired particular significance, since here the artisans of this country
have long been famous for their penchant for artistic miniatures (from
Sasanian silver to jewellery boxes, wood carvings in the manufacture
of mashrabi, backgammon etc. to painting on ceramics — minacari). The
particular fineness of painting eggs is most likely due to the fact that eggs
on the festive table are regarded as food that can be shared with the souls
of dead members of the family.

Thisis the source of a particular respect for the drawings and the quality
of the painting, because according to the Zoroastrian tradition it is believed
that at this time the spirits of saints fly down from heaven to earth to share
the Nowruz meal with mortals [9]. That is why the eggs as a symbol of life
are laid out in a morphogenic structure based on sacred geometry [8]. This
is how Ukrainians, Belarusians and Russians regard Easter painted eggs on
Radunitsa — the week after Easter dedicated to remembrance of the dead. At
the same time, in the Orthodox Georgia, the dead are remembered on the day
following Easter, which indicates the essential affinity of the traditions of
these peoples.
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The main distinguishing feature of Iranian egg paintingsisacharacteristic
stylization of images, the subjects of which date back to medieval Persian book
miniatures and compositions of carpets with cartouches, on which hunting
scenes are depicted. Iranian painting is aso characterized by the use of bright
turquoise, which is highly admired here, since this is where its main deposit
(firuza) is located (Fig. 3). Also, a specific Iranian motif for decorating eggs
isthe “Turkish cucumbers’ —“paidey” (“tear of Allah”).

Now, some traditional motifs of Persian art are embodied in a painted
egg miniature using the Ukrainian pysanka technique with the wax
paints by Canadian artist So Jeo LeBlond [6]. Her decorated Iranian eggs
with weaving patterns and medallions sometimes |look more “Persian”
than their counterparts made in their homeland. The use of wax in the
traditional Ukrainian technique of painting Easter eggs influences the
lasting quality of bright life-affirming colours of paints in the artist’s
work (Fig. 4).

At the same time, in Turkey there are ceramic eggs painted in the lznik
style, which can be compared with the decor of Armenian ceramic painted
eggs (Armenians have historically worked on pottery, as well asin the center
of Kutahya), as well as with the Easter egg of the Crimean Tatars (Fig. 5).
However, these peoples do not paint miniatures on egg shells, except for the
Crimean peoples traditions of colouring using one colour, which today is
forgotten in most places.

Conclusion. In general, it should be noted that Iranian painted eggs
belong to ancient pre-Islamic traditions rooted in the culture of Achaemenid
Iran, and further, of Mesopotamia and Egypt. The picturesgue Persian egg-
shell miniature became especially significant with the widespread of Nowruz
holiday, in which an egg as a symbol of life acquired particular sacred and
ritual meaning of unity with the souls of the ancestors and at the same time
the birth of anew life.

Moreover, the features of the development of the art of Sasanian silver
processing, medieval book miniatures, minacari enamel art, wood carving
(the art of mashrabiya) and carpet weaving (mainly silk) over time generated
several main directions of egg painting stylization in Iran. The enhancement
of their emotional and lyrical component was also due to the use of bright
turquoise and lapis lazuli shades, which is associated with a certain artistic
tradition of this country in terms of colouring, focused on open local colours
of bright tones, decorative in nature.
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A “calling card” of Persian ornamentation is the use of paisley —*“Turkish
(Indian) cucumber” pattern in the decoration of egg-shell miniatures. Among
other things, for eggs decorating in Persia, the image of the supreme deity
of the Zoroastrians, Ahura Mazda, was used, with outstretched wings (often
golden wings), similar to the canonical Persepolis motifs, as well as red
fish patterns typical of the Nowruz theme (Fig. 6), ayat calligraphic motifs.
Famous I sfahan’s egg-shell miniature artists are the author nicknamed ILNA
and Hassan Peykam, who often use ostrich eggs for work.

It isworth noting that today in many streets of Iran there are large painted
eggs that become a symbol of the symbol, and are not miniature, but easel or
even monumental elements of the environment ensembles — streets, squares
and public gardens. Basically, traditional and avant-garde motifs, fish-birds,
landscapes, etc. predominate in their decoration (Fig. 7). Moreover, women
are also alowed to paint them, and not just male artists (Fig. 8).
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Olqa Skolnaya (Ukrayna)

Ononavi iran madaniyyatinds boyah yumurtalar

Diinyanin bir ¢ox xalglarinda yumurta hayatin simvolu kimi miiqaddas
hesab edilir, ¢iinki onun igorisindoki embrion tobistin oyanmasina vo
yenilonmasing, naslin davamina timid boxs edir. Bu zaman moshur “toyuq,
yoxsa yumurta?”’ tezisi sonuncuya nazoron tiikonmoz hoyat enerjisini nozordo
tutur. ©On godim zamanlardan etibaron yumurta bozomok, {izorino naxislar
vurmagq adati Azorbaycan, Hindistan vo Iranda y1gcam yasayan zordiistilordo
olmusdur. Lakin mohz sonuncu geyd edilon 6lkodo yumurta bozomok adoti
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bizim giinlorodok hifz olunmusdur ki, bunun sayasindo homin adati 6yronmaok
mamkunddr.

Bu fenomen godim iran madoniyyatini bugiinkii Ukrayna ilo yaxinlasdi-
rir ki, burada yumurta boyama ananasi qodim zamanlardan ballidir, lakin indi
hamin anana daha genis yayilib. Ciinki bu giin burada pisanka YUNESKO-nun
geyri-maddi irs siyahisina daxil edilmoyo namizad olan milli brend hesab edilir.

Iranda Novruz bayraminda bazadilon yumurtalarla Ukrayna bozokli pas-
xa yumurtalar1 — pisanka, krasenka, malyovanka, krapanka vo dryapankalar
arasinda forq boytkdiir vo hor seydon 6nca asaorlorin ornamental hallinds,
tortibatin texnika vo lislubiyyatinda oks olunur.

Acar sozlar: Iran, boyali yumurtalar, zordiistliik, Novruz, Ukrayna pi-
sankasi

Onvea lkonvnan (Yxkpauna)

PacnucHble siiiia B TpaaMuMoHHOM KyabTYpe Upana

AnHoTanus. Y MHOTMX HApOAOB MHUpa SIUIO MOYUTAETCS KAK CUMBOJI
YKU3HU, MIOCKOJIBKY 3apObII, HAXOASAIIUNCA BHYTPH HETO, TAPUT HAJEKIY
Ha npo0yxaeHre 1 OOHOBJIEHUE IPUPOJIbL, TPOAOIKEHHE poaa. M3BeCcTHBIN
TE3UC MPU 3TOM — KypULa WIH SIHI0? — HEIPEMEHHO MOJIpa3yMeBaeT IMOJ
MOCJICTHUM BHUTAJIBHYIO KXHU3HEHHYIO dHEepruto. OIuWH U3 CaMbIX JIPEBHUX
pUTYaJIOB YKpAUICHHUS SIULl, UX IEKOPUPOBAHMS U3BECTEH Y 30p0aCTpPUMIIEB,
MECTa KOMITAKTHOTO OOMTaHUs KOTOPBIX CBS3aHbl ¢ A3zepOaiimxanom, -
nueit u UpanoM. OiHaKo, MMEHHO B TIOCJIEAHEN yKa3aHHOU CTpaHe o0bIyai
yKpalIeHus sl COXpaHUJICS 0 HAIIUX JHEH, 6marogaps 4yemy MojaaaeTcs
U3YUYEHHUIO.

OT0T heHoMeH poAHUT KyIbTypy ApeBHei [lepcun ¢ ceronnsmneit Ykpa-
WHOM, TJe TpaJAulus POCIIHUCH UL TaKKe Obljla U3BECTHA U3/IPEBIIE, HO HBIHE
npuobperna xapakTep yCTOSBIICHCS, Beb MHCAHKA CETOIHS SBISETCS 3/1€Ch
OTEUYECTBEHHBIM OPEHIOM, KOTOPBI MPEeTEeHAYET Ha BXOXKICHHUE B MEPEUYCHb
HeMarepuanbHoro KyiasrypHoro Hacienuss FOHECKO. Pasnuna mexny sid-
LlaMH, KOTOpbIE yKpalatoTcs: K npa3gauky Hospys B Upane, n ykpanHcku-
MH MacXajJbHbIMU MUCAHKAMH, KpAalleHKaMH, MaJIbOBAaHKAMH, KpallaHKaMH 1
JpsIaHKaMU BEJIMKA, U 3aKJIF0YAETCsl OHA MPEXKJIEe BCEr0 B OPHAMEHTAJIbHBIX
PELICHUAX MPOU3BEIACHHM, TEXHUKE U CTUITUCTHKE O(OPMIICHHUS.

Knrwueswie cnosa: Vipan, pacnucHele siiia, 3opoactpusM, HoBpys, ykpa-
MHCKasi MTUCaHKa
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Fig. 1. Azerbaijan postage stamp with the image of an Azerbaijani woman at the festive
table and Haft-Sin in Iran, which has the shape of an octahedron, which, in connection with
sacred geometry, fits into two quadrangles overlapping each other, and symbolizes the
balance of static and dynamic.

Fig. 2. Keara (holiday plate for Seder). Fig. 3. Contemporary Iranian painted eggs.
Faience, 1880s Kamennyi Brod, Miniature painting. Ispahan. Based on materials
made by A. Zusman. Ukraine. The from the Instagram file-sharing service. Photo by
shape of such kearas with dips or six Sefer mamdouh.

bowls resembles a lot the egg-cups for
Easter eggs widespread in the culture
of European peoples. In Christian
culture, a eucharistic item similar to
kehara is vespers plate.
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Fig. 4. So Jeo LeBlond, contemporary Canadian artist of Chinese descent. A Persian-style
painting made in the technique of Ukrainian pysanka using wax on an egg shell.

Fig. 5. Iznik-style Turkish
ceramic painted eggs,

an egg with seraphim by
armenian artists of 1znik,

| and a pysanka of the
Crimean Tatar artist aziza
Karimova.
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Fig. 6. Image of
ahura mazda, carpet
patterns, paisley and
calligraphic ayahs

on painted eggs of
contemporary Iran.
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Fig. 7. Modern monumental eggs in the streets of Tehran and other cities of Iran, which are
painted in the «savant-garde figurative» style and Ukrainian pysanka with a ram pattern.

Fig. 8. ILNA, the modern master of eggs painting in Iran. Photo by Shahram Marandi.
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AZERBAIJANI AND RUSSIAN ARTISTIC RELATIONS IN THE
FIELD OF SCULPTURE: HISTORY AND MODERNITY

abstract. The article deals with the history of Azerbaijani and Russian
artistic relations in the field of plastic art. An interesting aspect of the research
methodology is that the author covers two very different periods — the
beginning and the modern and connected them with each other. The great
path of development passed by the Azerbaijan National School of Sculpture
is clearly evident as a result of comparing these two completely different
periods. The beginning period dates back to the 1920s, famous sculptors
from Russia and other regionswereinvited to Azerbaijan at that time. Among
them were S.D.Erzya, PV.Sabsay, R.S.Tripolskaya and others. They taught
at ingtitutes and art colleges and took an active part in the cultura life of the
republic. At that time, there was few national staff. These sculptors had a
significant influence on the development of the art of sculpture in the republic.
A completely different view can be observed in the modern period of plastic
artsin Azerbaijan. Today, monuments by talented Azerbaijani sculptors have
been erected in Moscow, St. Petersburg and other Russian cities.

Keywords: Azerbaijani and Russian mutual cultural relations, sculpture,
Stepan Dmitriyevich Erzya, Pyotr Vladimirovich Sabsay, Natig Aliyev

Introduction. Specialists invited from Russia had certain works in the
development of plastic artsin Azerbaijan at the beginning of the 20 century,
especialy sincethe 20s. These specialistslaid the foundation stones of plastic
art in Azerbaijan. When we talk about these specialists and their work, first
of all we should talk about S.D. Erzya, P.V. Pabsay, Y.I. Keylikhis and R.S.
Tripolskaya. These sculptors, who cameto Azerbaijan mainly at the beginning
of the century and in the 20s, lived and worked here at different stages. Except
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S.D. Erzya, al of them connected their destiny with Azerbaijan, lived until
the end of their lives and died here. They took active part in artistic processes
in the early stages of the national art and education of sculpture.

The interpretation of the main material. Erzya's special services were
among theinvited artists. Well-known Russian scul ptor Erzyan (S.D. Nefedov)
had made significant contributions to the development of monumental and
easel plastic artsin Azerbaijan. Erzyaworked in Baku during 1923-25, taught
at the School of Art and took active part in the establishment of the sculpture
department in the same school with PV. Sabsay and Y.1. Keylikhis (Keylikhis
worked at the Industrial Institute).

The first Azerbaijani female sculptor, Ziver Najafgulu gizi Mammadova,
who studied in the scul pture department of the art school in those years, had
an internship in Erzya' s and Sabsay’s workshops and learned the professional
secrets of plastic arts from them. Z.Mammadova, who matured as an artist,
created expressive bust portraits of Azim Azimzadeh, Huseyngulu Sarabski,
Mashadi Azizbeyov, hero of the Soviet Union Huseyn Aliyev and others in
the 30s and 40s. Erzya also worked creatively and created a series of Baku ail
workers’ characters(1924) while hetaught in Baku. Thisgroup of monuments,
once erected on the frontons and cornices of the Central House of the Miners
Union in Baku, is considered as Erzyan’s main works in Azerbaijan.

Erzyan’s multifaceted artistic activity was comprehensively studied in
Russian Soviet study of art in the 50s and 70s and albums and monographs
reflecting his works were published. Interestingly, the short period of Baku
stage of Erzyan’'s life, who was an experienced pedagogue and artist, wasn't
left out of consideration. V. Trofimov published a monograph covering the
Baku period of Erzyan'slife and worksin 1977 [3].

P.V.Sabsay came to Baku in 1926 and first worked in the field of easel
plastics. Sabsay’s pedagogical activity in Baku began at thistime.

P.V.Sabsay’s first monumental work in Baku is the monument to
M.F.Akhundov erected in Baku in 1930. The monument wasn't so successful in
terms of superficial resemblance and the unoriginal pose. But in any case, it is
noteworthy as it was the first large-scale work of a young, inexperienced sculptor
at that time. Also, thismonument isthe only monumental work of Sabsay that has
survived to the present day. Other known monumenta works created by him —
monuments reflecting Soviet ideology no longer adorn the city today.

Sabsay’s interesting plastic works are kept in the Museum of Art named
after R.Mustafayev. Among them are*“ Oil worker M.P. Kaverochkin” (marble,
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1955), “Artist S. Bahlulzadeh” (wood, 1963), “Oil worker G. Babayev”
(wood, 1967) and other portraits.

There are al'so Sabsay’s busts kept in the Tretyakov Gallery in Moscow.
These monuments are a living manifestation of Azerbaijani and Russian
cultural relations. At the same time, the relationship manifests itself at
different levelsand in parallels. In our opinion, it is possible to distinguish at
least two levels here:

— Demonstration of Azerbaijani literary appearance by Azerbaijani sculptor
in Moscow;

— Demonstration of the Russian literary appearance by Azerbaijani sculptor
in Moscow.

The abovementioned comparative parallels show that Sabsay’s work in
the Tretyakov Gallery is, so to speak, “bilateral” in Azerbaijani and Russian
relations.

Of course, it is possible to talk about cultural relations in Sabsay’s
worksin more detail. But, in our opinion, it ismore advisible to conduct the
investigation and comparison around two of hisworks kept in the Tretyakov
Gallery. Because in this case, the character of the existing relationships is
realized through two similar artistic appearance and there is no need for
unnecessary enumeration. These are busts of the immortal Russian poet
A.S. Pushkin and the prominent Azerbaijani writer S.Rahimov. Thereis a
certain closeness and connection between the two character and these works
have a more appropriate effect as an object of comparison. Both of these
busts reflect the character of literary men. In addition, Sabsay created both
worksin 1961.

PV. Sabsay’s pedagogical activity is also of great interest. He took active
part in the establishment of a sculpture department at the Azerbaijan School
of Art in 1940 and he headed that department for more than twenty years
(until the early 60s) [2, p. 14].

It isnecessary to mention another artist —afemal e scul ptor who contributed
tothe devel opment of Azerbaijani sculptureinthe 20s. SheisY.R.Tripolskaya,
who worked in Baku for some time.

Tripolskaya was born in Poltava, Ukraine and studied sculpture in
Moscow, St. Petersburg and Paris. Her creation is associated not only with
Ukraine, but also with Russia, Turkmenistan and Azerbaijan.

The Baku stage of Tripolskaya's sculptura activity is divided into two
periods. These are the 1920s and the mature periods of the artist’s creation.
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While Tripolskaya worked in Baku in the 1920s, she encountered various
tendencies of neoconstructivism in architecture. It became fashionable, so
to speak, to decorate the facades, belvederes and frontons of buildings with
architectural ensemblesin those years. Theinteriors of public buildings were
also decorated with luxurious sculptural groups (in the form of sculpture or
circles). Asarule, character of workers, peasants, as well as sportsmen were
created; youth themes were also popular. Tripolskaya’s early works (in the
20s) reflected this tradition. Unfortunately, many of these monuments haven’t
survived today.

E.R.Tripolskaya also created monumental works. Many of them serve
Soviet ideology. But, Tripolskaya had works that reflect absolute the
Azerbaijani culture, our true national and spiritual values. Today, the most
important of them is the monument of Khurshudbanu Natavan located in the
lodge of the National Museum of the History of Literature named after Nizami
Ganjavi. This monument is one of Tripolskaya's most successful works and
reflects the second, mature stage of her creation of the Baku period.

It would be interesting to talk about another artist who worked in Baku
in the 20s and 30s of the last century — Honored Art Worker of Azerbaijan
Y.l. Keylikhis. His arrival in Baku coincided with 1908. This period was
characterized by the strong devel opment of the national culture of Azerbaijan
on an enlightened and democratic basis. Our first national opera “Leyli and
Majnun” was presented to the public in the same year. There were enough
rich conditions for Keylikhis to have a say in the cultural life of Baku in
such circumstances. Y.I.Keylixis’s sculptural activities were of a professional
character. He studied sculpture first at the Odessa School of Art and later
improved his art in St. Petersburg and abroad (mainly in Florence).

Keylikhisworked actively as pedagogue in Baku beforetherevolution and
he established a private sculpture studio here in 1909. Remember that artists
such as Samorodov and Edel also established creative workshops in Baku in
those years. Of course, Keylikhis'sactivitiesdidn’t arrest attention very much
at that time. But, itisgratifying that Keylikhis sworkswere absol utely national
even before the revolution. He created the famous Azerbaijani intellectual Sh.
Mahmudbeyov’ bas-relief and worked on a number of characters (“Porter”,
etc.) on the national theme. These works, which are mainly easel art, were the
first works by a professionally educated sculptor in Azerbaijan.

Keylikhis was also the author of Karl Marx’s bust erected in 1920 in the
center of Baku — now Fountain Square. But, his main monumental work is
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our immortal poet M.A.Sabir’'s monument erected in 1922 in Baku. This
monument was the first monumental statue in the Eastern world and reflected
the leading role of Azerbaijani art culture.

Nearly a century has passed since then. Independent Azerbaijan is a full
member of the world community today. Russian scul ptors contributed to the
development of Azerbaijani sculpture art formerly. Azerbaijani sculptors
worksadorn Russian citiestoday. Thistrend, which wasformed in the 60sand
70s of the last century, entered a new, more perfect stage of its development
during the years of independence.

From this point of view, People’ sArtist, Professor Natig Aliyev’s creation
is noteworthy. It is interesting that the Azerbaijani sculptor has sincere
artistic relations with the mayoralty’s office of Astrakhan. He is author of
monuments erected in this city. One of them revives the Great Russian prince
Vladimir's personality (approximately 960-1015) (2013). It is known that
this prince played a great role in strengthening the Russian state. He is also
one of the initiators of the spread of Christianity in the Russian state. Using
this historical information, N.Aliyev tried to reflect them in the composition.
The composition of the monument is based on Prince Vladimir’s monumental
character on a granite pedestal. He held a cross on along stake on the ground
in his left hand, and raised his right hand in the form of a summons and
extended it forward. He held a long stake with a cross in his hand, raised
his right hand in the form of call and stretched it forward. This interesting
plastic form enhances the grandeur of the character by informing the personal
qualities of the character, the experience of state administration [4].

Another work by N.Aliyev is dedicated to Baku and Astrakhan
friendship. The work has an interesting compositional solution. Thereis no
character of any person. There arerelief and protruding architectural forms
on the monument. Its composition is based on a granite platform divided
into two parts from a common body. One of these details symbolizes Baku
and the other the land of Astrakhan. The main historical and architectural
monuments of our city — Maiden Tower, ancient mosques and minarets are
reflected on the part symbolizing Baku. This part occupies the left half of
the monument. The right half of the monument reflects the historical and
architectural monuments of Astrakhan. There is a view of the Astrakhan
Kremlin, towers and churches. The dynamic reliefs of camel caravans are
shown on the bottom of the Baku part and horsemen on the Astrakhan side.
These two city places divide the monument into two equal parts, asif they
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balance the composition. In general, the monument has a very interesting,
unique compositional structure and creates a rich artistic and aesthetic
impression on the audience.

The pedestal of the monument has a simple but well-groomed appearance.
The pedestal, which covered with gray and blue marbletiles, hasarectangular
shape that expands downwards. The words “Baku and Astrakhan Friendship
Monument” are written on a bronze flag-shaped board on the pedestal.

Theincarnationof A zerbaijani and Russiancultural rel ationsby monumental
means was more widely embodied during the years of independence. There
is no doubt that this aspect is one of the main achievements of the purposeful
foreign policy of our state in the field of culture.

There are magnificent monuments reflecting Azerbaijani art in many
regions of Russia. The great Azerbaijani poet Nizami Ganjavi’'s character is
more interesting among these monuments.

Nizami Ganjavi’s magnificent monuments are erected in Moscow and
St. Petersburg. Both monuments were made by Azerbaijani sculptors and
presented to these two major Russian cities. The monuments attract attention
with their individuality, interesting structure and poeticity.

The poet’s monument in Moscow is erected in front of our country’s
embassy in Russia. The monument is correctly connected with the
architectural and city peculiarities of the area. The multifaceted character of
the composition is enriched with interesting artistic details. The monument
was erected in 1991 and is a gift of Azerbaijan to Moscow. Its authors are
T.Zeynaov and E.Zeynalov.

The monument of Nizami in St. Petersburg also attracts attention for its
unique compositional solution (2002). The scul ptor Gorush Babayev described
the character of the immortal poet in a sitting position, which is a relatively
new structure for the monumental Nizami monuments. It is interesting that
G.Babayev studied in Leningrad, in the Department of Monumental Sculpture
of the Academy of Arts and even wanted to stay therefor awhile. G. Babayev
says about this: “It isgood that | didn’t stay in Leningrad at that time. If so, |
wouldn’'t be an Azerbaijani artist completely. Azerbaijanism wouldn’t be felt
so much in my works...” [1, p.g].

Nizami’s character is decorated with surrounding details and thus an
interesting, rich composition is formed. From this point of view, the work
resembles somewhat the composition of Huseyn Javid's monument in
Baku. The pedestal of Nizami’s monument is also well-designed, connected
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ideologically and aesthetically with both the environment and the upper part
of the composition.

Conclusion. Today A zerbaijani and Russiancultural rel ationsaredevel oping
faster. This relationship shows itself even more in the field of sculpture. If
speciaists invited from Russia took an active part in the development of the
art of sculpture in the early 20th century, then their work took a back seat due
to the formation of nationa stuff. The works of Azerbaijani sculptors have
been erected in many countries around the world, including Russiain modern
times. These works are related not only to Azerbaijan, but also to the history
and culture of Russiain terms of theme. This shows the high devel opment of
Azerbaijani sculpture, as well asthe growing devel opment of Azerbaijani and
Russian cultural and friendly relations in modern times.
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Xozor Zeynalov (Azarbaycan)

Heykoaltorashq sahasinds Azarbaycan-rus badii salagalari: tarix vo

miiasirlik

Mogalada plastik incosonat sahosinds Azarbaycan-rus badii olagolor
tarixindon danisilir. Todgigatin metodologiyasinin maraq doguran cohati
bundan ibaratdir ki, miiallif bir-birinden kaskin forqlonon iki dovrii — baslan-
gic vo milasir dovrlori ohats etmis, onlar1 bir-biri ilo slagalondirmisdir. Mohz
bu iki tamamils forqli dovrlorin miiqayisasi noticosinds Azarbaycan milli
heykaltaragliq moktabi torofindon kegilon boylik inkisaf yolu aydin sokilds
Oziinli bliruzo verir. Baslangic dovrii 6ton osrin 20-ci illorino tosadiif edir
ki, homin dovrdo Azorbaycanda Rusiya vo digor bolgalordon dovat edilmis
taninmis heykoltoraslar foaliyyst gostorirdilor. Onlarin arasinda S.D.Erzya,
P.V.Sabsay, R.S.Tripolskaya vo basqalart vardi. Onlar institutlarda vo
rossamliq texnikumunda dars deyir, respublikanin madoni hayatinda aktiv is-
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tirak edirdilor. O dovrdo milli kadr az idi. Bu sonotkarlar respublikada yapma
sonatinin inkisafina shamiyyatli tosir gostormisdilor. Azerbaycanda plastik
sonatlorin boyiik inkisaf yolu kegdiyi miiasir dovrde tamam forqli monzoroni
miisahido etmok olar. Bu giin Rusiyanin Moskva, Sankt-Peterburq vo basqa
soharlorinds istedadli Azarbaycan heykaltoraslarinin miisllifi oldugu abidslor
goyulmusdur.

Acgar sozlor: Azorbaycan-rus qarsiliqlt madoni slagalari, heykaltorashq,
Stepan Dmitriyevi¢ Erzya, Pyotr Vladimirovi¢ Sabsay, Natiq Oliyev

Xazap 3eiinanoe (A3epoaiioncan)

A3ep0OaiifxaHo-pycCKUe Xy10:KeCTBEHHbIE CBSI3U B 00J1aCTH

CKYJBITYPbI: HCTOPHUSA U COBPEMEHHOCTh

B crarpe roBopuTcs 00 UCTOpHUM a3epOailKaHO-PYCCKUX XYI0KECTBEH-
HBIX CBsI3ei B 0ONACTH MJIACTHYECKOTO MCKyccTBa. MHTEepecHoil ocobeHHo-
CThIO METOJIOJIOTUU UCCIIEOBAHUS SIBJISIETCS TO, YTO aBTOP OXBAaThIBAET JIBa
IIPOTUBOIOJIOKHBIX IEPHO/1a — HAYAJIBHBII U COBPEMEHHBIN, CONIOCTABIISAA UX
Mexay co0oil. IMeHHO B cpaBHEHUU THX JIByX COBEPILIEHHO Pa3HbIX MEpH-
OZIOB HAIVISATHO MPOSBIAETCS OONBIION MyTh Pa3BUTHS, IPOHAEHHON HAIHO-
HaJBHOW CKYIBITYpPHOU IIKOION A3epOaiimkana. HauanbHblil nepuon — 3To
20-e rozipl IPOILIOTo CTOJIETHS, Korja B A3epOaiiakane paboTaiyu U3BECTHbIE
CKYJIBITOPBI, IpUIJIaLlIEHHbIE U3 Poccuu u 1pyrux pernoHoB. B ux yucie Ha-
xomaunuch u3BecTHbIe BasTenn — C.J1.9pb3s, [1.B.Cabcaii, P.C. Tpunonasckas u
npyrue. OHu npenogasainu B MHCTUTYTax U B XyJOKECTBEHHOM TEXHUKYME,
MPUHUMAIY aKTUBHOE y4acTHe B KyJIbTYpHOU KU3HU pecimyOnuku. B To Bpe-
Ms HallMOHAJIbHBIX KaJIPOB OBLJIO Masio. DTU MacTepa BHECIIH CYILECTBEHHBIN
BKJIa/I B pa3BUTHE UCKYCCTBA BasiHUA B pecmyonuke. CoBceM IpyTryro KapTH-
HY MOXKHO HaOI0/1aTh B COBPEMEHHBIH MEPHO/, KOTrJa UCKYCCTBO IUIACTUKU
y’Ke TaBHO JOCTUIIIO OOJNBIIOro pa3BuTHs B AzepOaiimxane. Cerogas B Mo-
ckBe, Cankt-IletepOypre u qpyrux ropogax Poccun ycTraHOBIEHBI TAMSITHH-
KM, aBTOPaMHU KOTOPBIX SBJISIFOTCS TaJaHTIMBBIE CKYJIBIITOPHI A3epOaiikaHa.

Knrouesvie cnosa: AszepbaiipkaHO-pyCCKUE KyJIbTypHBIE B3aUMOCBS3H,
ckynbnrtypa, Crenan JImutrpueBud Ipb3sa, [letp Bnagumuposua Cadcaii, Ha-
TUK AJleB
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ELMIRA SHAHTAKHTINSKAYA - 90

abstract. The paper is dedicated to 90" anniversary of the national
artist of Azerbaijan Elmira Shahtakhtinskaya who immensely contributed
to artistic culture of the country in XX century. First part of the paper
describes youth period of artist, her education and initial period of creativity
as poster artist. Middle part of the article analyses formation of painter’s
personal creative artistic language. A number of creativity stages are being
reviewed. Genres in which searches of her idiolect are described. The last
part of the paper reviews the main theme of Skahtakhtinskaya's creativity
— series of works “Azerbaijan — the country of ancient culture”. Poster,
landscape, portrait here are reimagined into new, synthetic genre of modern
Azeri miniature — not by its size, but essence. Painter finds her personal
graphic language, decorative, emotional, and emanating from national
form. This series became a visual encyclopedia of culture and the history
of Azeri nation, encyclopedia of its best representatives, who contributed to
the world culture.

Keywords. ElmiraShahtakhtinskaya, Azeri miniature, paintings, graphics,
poster

Introduction. There is a group of artists in whom a mental ethnic code
Is more clearly apparent in their creations. The ethnic component of their
people’s art is expressed more comprehensively and freely in their work.
In them the traditions of Turkic art, re-ignited more intensively in the last
decades of the 20th century, are felt more strongly with the re-emergence of
a national art and social-cultural consciousness. These processes are reflected
clearly inthe career of People sArtist of Azerbaijan Elmira Shahtakhtinskaya.
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She was a painter of huge energy, talent and enthusiasm for creation; she was
principled, noble, diligent, benevolent, and a stranger to indifference, basing
her view of life in creativity and opposing injustice.

She was very fond of nature and people. She enjoyed contact and
communication with people, high mountains, greenery and clouds and took
their colour into her work. Her love of life was very clear in her drawings.
She looked for beauty in everything and encouraged the viewer to share her
love of it.

The interpretation of the main material. EImirakhanim devoted her life
to imaging the values of the Azerbaijani nation. National pride was always
stamped in bold in her works, but she also regarded the cultures of other
nations with respect. This was an inherited quality; she grew up in a family
devoted to national traditions, science, education and service to society.
Her mother Leylakhanim was a granddaughter of South Azerbaijan ruler,
BahmanMirzaGajar, who moved to Shushain 1847 and who | eft behind ahuge
legacy of diplomacy, geography, history and history. Before devoting her life
to family and her six children’s education, Leylakhanim had graduated from
the Girls' Seminary in Thilisi and worked as ateacher for sometime. EImira’s
father, the great Azerbaijani chemist and academic HabibullaShahtakhtinsky,
made his own valuable contribution to the well-known family’s traditions of
enlightenment. Dozens from this family made their name as public figures
and wrote pages of gold in the scientific, diplomatic, medical, cultural history
of Azerbaijan.

The Azerbaijani and Russia Shahtakhtinskys, with their innate intellect
and interest in foreign languages, travel, knowledge and public service, were
busy in France, Germany, Turkey, Iran and Iraq in the 19" and 20" centuries.
[2, p. 48]

Of course, little Elmira had no idea about her relatives. It was very
dangerous even to be interested in them.

Shewasvery fond of traditional art. At home, shewas surrounded by works
of decorative applied art, beautiful household implements, kitchen utensils,
carpets, covers, delicate clothes and various decorative items preserved by
her elderly aunt Mehchebin khanim.

But someone must first have exquisite artistic taste to understand all that is
around them. With no idea that she was to become an artist little Elmira used
to gaze at the strange patterns on Mehchebin’s needlework admiringly. At
that age, she preferred to ponder new styles of dress for the dolls she painted.
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Although the war was till far away, there was hunger in Baku and so
Elmira and her sister were often sent to Aunt Mehchebin in Nakhchivan,
where food supplies were alittle better than in Baku.

In 1945, when World War II finished, Elmira had reached 15 years of
age. Her first teacher in the perception of beauty was Mehchebinkhanim.
Elmira always spoke with gratitude of her four teachers - Aunt Mehchebin,
Baba Aliyev, a teacher at the Azim Azimzade Art School and Mikhayil
Cheremnikh and Nikolai Ponomarev, teachers at the Surikov Moscow
State Art Institute; she would reminisce about those who had taught her
professionalism.

Later, Ponomarev became President of the Academy of Fine Arts
of the USSR, but he remained a faithful friend and teacher until the end
of her life. In a 1967 edition of the “Bakinsky Rabochy” (Baku Worker)
newspaper, he wrote about Elmira Shahtakhtinskaya: “This girl from
Azerbaijan earned huge respect from the teachers during her study years
at Moscow State Art Institute. Respected Soviet graphic artist and teacher
Cheremnikh distinguished this persistent, clear-headed and talented student
from the others. He would invite Elmirato his house and engage in lengthy
conversationson art and life. Undoubtedly, this kindness had a great impact
on Shahtakhtinskaya’s development, first as a human and also as an artist”
[1, p. 23-24]. Recalling Cheremnikh, Elmira khanim used to speak about
her teacher’s extraordinary kindness, his friendship with Mayakovsky and
Budakov as well as how he loved and educated his students as if they were
his own children. Her notebook reads: “A good teacher is the student’s
happiness’ [2, p. 51-52].

Her student years in Moscow were not only a school in her vocation,
but a school in life. She found real friends there. She became familiar with
masterpieces of world culture for the first time. Every year for summer
practice she walked throughout the Soviet Union with her sketch book.

Elmira, having graduated from the Painting Department of Baku's
Art School, was admitted to the Drawing Department of the V.I. Surikov
Moscow State Academic Art Institute in 1950. Here, after studying drawing,
composition, painting, etching, lithography, xylography, linocut and
illustration, she continued her education at the political poster studio of the
founder of the well-known “RosTA windows’, Mikhayil Cheremnikh.

Perhaps it was a romantic interest in political journalism or a wish for
enlightenment in her blood? After all, the mass of people can be influenced
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more strongly via a poster, the most democratic and practical of the fine arts
and here artistic taste can be trained more quickly.

Shahtakhtinskaya wrote about the poster: “People can understand a
poster faster because it is very simple and clear. But a poster artist should
think for a long time and work hard to achieve this simplicity. Conviction
(a strong belief in the subject), sincerity and persistence are needed first of
all. Like a barometer a poster reflects developments in itself and conveys
feelings objectively. It is simple and natural. The main feature of thiswork is
its reflection of the essence and secondary details are avoided. The real work
of art is created from a deep enthusiasm for the events, from firm belief and
positive attitude. Here the convention arises from necessity, clarity of aim and
desire to convince the onlooker of the idea. A true poster is created by belief
in the subject and a personal approach.

In 1956 she graduated from university and returned to Baku. Here she
began to work independently. She began a search for her personal creative
style as she wanted to create Azerbaijani posters that were different from
others. Shedidn’t busy herself with minor events and demonstrated her desire
for the most important creative topics. In 1967, USSR People’'s Artist M.
Zhukov’s article in the “Sovestkaya Kultura® (Soviet Culture) newspaper
about her posters read: “E. Shahtakhtinskaya's works are full of a huge love
for life and human labour. In content they are fine and poetic. One looks at
these posters as artistic creations’. [2, p. 53]

The essence of her posters was the creation of apsychological portrait of a
character. This character was not a generalized poster-type but a concrete and
definite character. The poster can be read and understood clearly because the
author had studied compl etely the character’s physiology. The artist seemed to
draw animage of avery familiar person. Thusthe poster has ahuge emotional
effect on the viewer.

Before starting work the artist should study the character well, his
environment, labour, lifeand ideas. EImirakhanim alwaysrecalled Dominique
Ingres’ words: “It doesn’t matter how great an artist you are. If you paint an
exact image of any model unfamiliar to you, you will be aslave to that model
and the face of a slave will appear in the painting. But Rafael studied deeply
and always held it in his mind to prevent it controlling him; on the contrary,
the model obeyed the artist”.

Ponomarev wrote in “Bakinsky Rabochy”: *“Shahtakhtinskaya's
diplomawork, dedicated to carpet-weavers, was highly appreciated by the
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members of the exam commission. Her posters have also been included
in All-Soviet exhibitions alongside the best. It was a good beginning! Her
posters reflect the author’s refined taste and truly creative effort. Elmira
achieved success because she delved attentively into life and found
her characters there. Further, she revealed her characters sincerely and
honestly. It was exactly this delicate, bright lyric that became the main
feature of her characters and works.

Colours were felt strongly by the artist; they contributed to the formation
of a mood in the artist by which she could resolve complex issues in her
work. Her posters depicting a poultry woman among yellow-beaked chicks
(“Let'sfeed with care”) or a shepherd with a face roughened by the wind and
burned under the sun (“I will raise without 10ss”) or a young collective farm
woman with a cabbage in her hand, or other works, are very close in spirit,
bright decorative art and topicality. This sincerity is also seen in other posters
describing a scene of asmall family with ahappy mother protecting her twins
(“We need peace’) or a sportswoman jumping from a spring-Cardboard (* To
new records’)” [1, p. 26-27].

Elmira Shahtakhtinskaya painted more than 100 posters over 40
intensively creative working years. These posters, dedicated to labour, peace,
war and the moral and physical culture of humanity, call on each of usto take
personal responsibility. The skilfully worked poster, “Stop aggression, save
civilization”, dedicated to events in the Middle East has hugely influential
strength.

We are addressed by the eternal character of beautiful Nefertiti’s image,
flying calmly and purposefully above the Earth; after all there is no national
or geographical location for peace, culture, humanity and friendship.

Elmira khanim’s ecological posters (“Aren’t you?' “People, save life
on Earth”, “People’s health and environment are inseparable”, “Baku
will be the most green, the most beautiful”) remind us: the Earth is our
common home.

Despite the time lapse between the 1960s and the present day, these works
have not become outdated. Despite their political content, the posters have
not lost their topicality. To be sure, maintaining a modern outlook isthe main
aspect of creative work. In this respect, the poster genre, through which it
is feasible to reflect topical issues, is the most difficult work. What is the
secret of this phenomenon? Is it simply the artist’s talent? The answer is
probably broader and depends on a number of features such as innate talent,
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professionalism, moral qualities, open-heartedness, the principal purpose and
the topic chosen.

Francis Bacon, the great English figurative painter of the 20th century,
said: “You should choose topics that have a really strong attraction for you.
Otherwise, thereis no point in being an artist”.

Indeed the topics that fascinated Elmira Shahtakhtinskaya made her
work tirelessly. Things eternal were her benevolent and native world: nature,
creative people, culture, people'straditions and of course humanity are never
outdated topics.

Beauty isof the humanities. Therefore her creative choices and orientation
were to mankind's great humanists — Nizami, Shakespeare, Cervantes,
Moliere, Beethoven, Balzac, Pushkin, Hemingway and Einstein. From the
fine arts, she was inspired by the masterpieces of Giotto and Botticelli, Sultan
Muhammad and Behzad, Rafael and L eonardo, Marquet and Matisse. Picasso’s
political posters, Hokusai’s romanticism in his philosophical engravings and
the indestructible immortality of Sumerian and Egyptian scul ptures attracted
her. She wanted to personify al the above in a series, “To All Humanity”, of
the humanists’ portraits.

She had plenty of ideas, but little time. She aso had public duties: she
was an art editor at “Azerneshr’ (Azerbaijan Publishing House), head artist at
the State Media and Printing Committee, an active member of the Cardboard
of the Union of Artists of the USSR and Azerbaijan, a member of the Artistic
Council of the Culture Ministry of the USSR and a commission member of the
“Poster” publishing house of Trans-Caucasus under the Central Committee of the
Communist Party of the Soviet Union. She was often invited to All-Union poster
contests as a member of the jury. Participation in All-Republic and All-Union
exhibitions was among the most important engagements for her. Her workswere
always highly appreciated and presented with diplomas and awards. She gave
interviews to the media and was at the centre of eventsin the art world.

Creative solidarity with her husband, the great painter OgtaySadigzade,
unquestionably encouraged her to live actively and to beinvolved in creative
work. Ogtay, formerly working on book graphics, began working some time
later on the colourful characters of state and cultural figures. As he was a son
of great personalities — the poetess Umgulsum and writer Seyid Huseyn who
made invaluable contributions to Azerbaijani literature despite undergoing
repression in 1937 — literary topics and the characters of poets and writers
were closer to him.
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People's Artist Ogtay Sadigzade was a colleague and friend to Elmira.
They worked together against incurable illness, the blow that struck the
young woman, and over those long years they enjoyed mutual respect and
feelings of love and devotion to each other. They lived their creative research
in the arts and their successes together. Their son Altay, sincerein hisart and
uncompromising in his great efforts to find his own hand, follows his parents’
lead.

There was an extraordinary moral closeness between Elmira khanim and
Altay. They were usually together in workshops, exhibitions or when they
travelled to Absheron to find landscapes in nature, they toured Azerbaijan and
the USSR together and went to Moscow every year for medical examinations.
In the early 1960s, the 10-year old Altay’simportant daily duty wasto protect
and guard his mother, working on a sketch on the Boulevard or in garden or
courtyard away from strange eyes.

Elmirakhanim always used to paint onlocation. There are anumber of
sketches of her showing how she was demanding of herself. Shetravelled
alot, through Azerbaijan, the Soviet Union and the world. On her return
she had reflected the rhythmic and lyrical landscapes of the suburbs of
Moscow, London, Prague and Stockholm, the shores of the Black Sea,
and Zagatala and Gadabey in her works with strong composition and
delicate colouring. Enthusiasm, fun, great inspiration and the freshness
of nature are characteristic features of these landscapes. There are also
among her works sad, quiet landscapes which still stand out for their high
artistic value, beauty and sensitive poetry, and they fascinate the viewer.
They have arich atmosphere, sensual internal space, an environment and
life of their own. In fact Shahtakhtinskaya painted landscapes through
her lifetime and always liked this genre. But that is not absolutely true:
landscape for her was a thing apart, not even a genre or part of a genre
— painting landscapes was an irresistible necessity, like breathing and
thinking. She did landscape drawings everywhere — during foreign trips,
looking through the window of a hospital ward, at a dacha on the sea
shore, even at less suitable times. A pencil and notebook were always
first into her bag when she was in a hurry. Whatever technique was
applied while painting these landscapes, they always charm and excite,
describing the momentary in the way of impressionism. At the same
time she infused them with a rare love for the world; the life of the land
depicted is clearly there, in an environment given plenty of air. She
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was accurate in composition and was correct in her reflection of artistic
design on the paper.

In her 40-year career there was no work without a principal issue - a
sincere closeness to the subject. She wrote such conditions in her notebook:
“Sincerity — the key to a solution of the issue in art, in particular in posters.
The artist who is not strong and sincere in her ideas cannot convince the
viewer —thisisthe important thing.”

French art theorist Claude Roy wrote that sincerity is the most valuable
criterion of an art work: “You cannot measure sincerity in individual
cases’. But always the moment appears (you can only delay its appearance)
when a discussion on art comes to the phrase “it is felt.” The aspect felt
in Shahtakhtinskaya's works is a full heart, the power of hope and human
sincerity.

Various working trips, vernissages, contests, jury meetings, All-Soviet
artistic councils, ordinary life - these positive qualities in Elmira were
mentioned in discussions about art among her friends and colleagues close
to her.

Shahtakhtinskaya’'s works were displayed almost everywhere in the
world. An incomplete list of the cities where her works were exhibited
includes. Baku, Moscow, Nakhchivan (1979), Kaunas (1967), Prague
(1957), Sofia (1963), Stockholm (1964), London (1965), Budapest, Ulan-
Bator, Berlin (1967), Warsaw (1968), Vienna (1970), Amsterdam (1974),
Paris (1974, Pompidou Centre), Rome, Cairo, Baghdad, Damascus, Tokyo,
Helsinki...

Her works were awarded highly professional prizes. She was awarded
the title Honoured Art Worker of Azerbaijan in 1967 and People’s Artist of
Azerbaijan in 1977 for her work in the fine arts. In the years that followed
years she worked hard and was busy with continuous research and her
mercilessillness.

The next great part of her note-book is not limited solely to reflection
of her own individuality (anyway she was a very popular and bright painter
in style) but also a bright reflection of continuous research conducted
indefatigably into art and the discovery of the new language of Turkish fine
art, the miniature school of Azerbaijan, the restoration of the Tabriz miniature
tradition, forgotten in the 17th century and waiting for its renaissance. She
tackled this with her usual creativity and wove delicate strands between
Azerbaijan-Safavid miniature and the modern Turkish beginning. Most

55



N2 (72) Incasanat vo madeniyyat problemlari / Problems of Arts and Culture / ITpoGemMbI HCKyccTBa i KYJTBTYpbI

importantly — her admiration of reality, seen and imagined, ensured her
delicate and kind approach to it.

Elmira khanim wrote in her note-book: “To find your own style is
a very important and difficult issue. This style should not be expressed
by pointing to the ethnographic diversity of the clothes and side issues’
(Unfortunately, national culture is sometimes demonstrated only by the
donning of national costumes, as at holidays and jubilees). But you need
to seek and find this style in deep roots: perhaps one needs to seek the
latest, generalized character in traditional national arts? Perhaps we need
to understand correctly and learn the closeness of the delicate, small
details of beautiful eastern miniatures, in which generality and unusual
concreteness are aligned harmoniously.

To choose the right way to truth is very difficult. It can be defined only by
absolutely sincere and tireless enquiry. With the masterpieces of the world’s
classics before one’s eyes, it is very difficult to choose one’s own “self”.

But besides understanding one’'s essence and love for one’s own work and
ideas, one should always look for novelty.

The East has great examples of miniature painting. For their character,
artistic form, decorative surface conventions, broad generality and, at the
same time, extreme specificity, they may be a basis or material for the study
and establishment of eastern posters.

Not only national subjects, specific characters of national psychology, but
also new interpretations in fine art, aligned with national qualities and created
from national art, should be sought and found. Thismay be avery complicated
issue and it requires deep study of the traditions, a serious approach and work
with great love and sincerity”.

Shahtakhtinskaya was a poster painter by profession and so of course she
sought new methods of attraction viathe poster but her desire and inclination
were for painting, enlightenment and exploration, thus such a narrow remit
was insufficient. Lengthy thought obliged her to give a different meaning to
this newly devised genre of modern Azerbaijani miniature; it compels you
towards the meaning not the size of poster, landscape or portrait.

After yearsof research Shahtakhtinskayaproduced the series“ Azerbaijan
is a Country of Ancient Culture” as the main thrust of her creativity. Here
the poster becomes a genre of enlightenment, behavioural instruction and
intellectual process rather than one of topical proclamation. It becomes
historicized and richer in information. But this information, educating
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the onlooker on his own wavelength and aesthetic, is given via sign and
semiotics.

The character of this new poster is totally psychological and livesin its
own time and space. There are a number of signs of daily life of the period
and the person portrayed.

Within these portraits are landscapes, worked figuratively, dramatically,
lyrically and delicately.

People in Shahtakhtinskaya's works live as if in a world of thought and
this infuses landscapes, interiors, the whole composition, with emotionalism
and lyricism. The “seen world” arising from her paintbrush is part of the new
reality, created and understood by the painter.

In the 1980s Elmira Shahtakhtinskaya returned to the landscape genre
again and again. But these were not the direct, open-air landscapes of the
60s. She approached the subject as aresearcher. Here the artist was historian,
perhaps philosopher. There was a change of direction, areturn to source. This
was epic landscape with character.

They are not just old trees, rocks or the “ Ashabi-Kahf” cave but theimage
of Azerbaijan’s history and time, experienced via style, colouring and form.

Shahtakhtinskaya’ slandscapecharacters” Fig-tree”, “ Cherry-plum Shrine”
and others are hundreds of years old. They are not ordinary landscapes or
trees but events of cultural anthropology. We learn something important about
ourselves, time and the world from these trees. Plenty of ancient, complex,
subconscious drawings emerged from the artist’s paintbrush: in these works
we face mythological, imaginations like

“Tree of Life” and “Snake” which are related. The far-sighted artist,
perhaps even subconsciously brought us to high philosophical generalization
and mythological thought. Shahtakhtinskaya's series “The Trees’ enticed
viewers with its charming harmony and interior life. The viewer experiences
the canopy, leaves and roots of the tree biologically. There is a physical
relationship between human and tree. [3]

The landscapes “ Zughulba Rocks’, “IlanDagh”, “ Sinig Gala’, “ Askeran”
and “Azykh Cave’ inform on the remote past. Their amazing colouring should
be carefully noted as they charm with their variegated auras. The artist’s
palette improved, achieving the delicate, eternally natural shading peculiar to
the classic Azerbaijani miniature.

In general, Azerbaijani miniature was an inexhaustible spring for
Shahtakhtinskaya's creativity.
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Let us recal how the great French sculptor Aristide Maillol was
fascinated by Tabriz miniatures: “There is the whole world, everything is
alive, meaningful and no coincidences. How all the details are aligned and
are worked with diligence! Infinite love is needed to create such works. The
colour is not the main point, but it is quite charming! We see thinking people
next to us. Thisis poetry. When you see such awork, a sense of relief isfelt
in the soul. It soothes and brings happiness to the soul. That is the main aim
of art”.

The miniatures of the Tabriz school were actively creative stimuli for
Elmira khanim and this led to the creation of series“Azerbaijan isa Country
of Ancient Culture”.

Although the artist began work on this seriesin the 1970s, it was only
completed in the 80s. Here Shahtakhtinskaya found her special language
to depict emotion and design in the image with national form at its
foundation.

This series was like a graphic encyclopaedia of the best examples of the
history of the Azerbaijani people, who had contributed much to world culture.
The series was in poster form but in fact it differed greatly from the poster.
If the compositions were reduced to serve as book illustrations, they would
actually be fine successors to Azerbaijan’s classical miniatures.

Everything that attracted Elmira Shahtakhtinskaya was connected to
the ancient memory of her people. They included architectural monuments,
natural landscapes and great artistic figures.

There are skilful examples of calligraphy and images of fine views, still
lifes, animals and birds. All these details portrayed one or another personality
successfully.

The portraits included in this series are original biographies of artists,
musicians, philosophers, astronauts and mathematicians.

Some of the portraits were painted from preserved ancient miniatures
(Khatai, Zoroaster) and others were based on the writings of contemporaries
or repainted from miniatures (Al-Bakuvi) of those times,

She used aline from Maraghi’s poem when working on his portrait. There
are more than 20 portraitsin the series. They include the great representative
of the Tabriz Miniature school: Soltan Muhammad, the poets Qatran Tabrizi,
Khagani Shirvani, Muhammad Fuzuli, Imadeddin Nasimi, Baba Kuhi,
Mehseti Ganjavi, the musicians Sefieddin Urmavi, Abdulgadir Maraghi, the
great architect Ajemi, the philosopher Bahmanyar, the writer Mirali Tabrizi
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and the great ruler, warlord and reformer of the Azerbaijani language, poet
Shah Ismayil Khatai.

Elmira khanim returned to the genius NasreddinTusi’s portrait three
times. This is, perhaps, the most memorable and effective character among
her works.

Intellectuals and cultural figures of 20th century Azerbaijan were successors
to the series: Uzeyir Hajibeyli, Muslum Magomayev, Huseyn Javid, Samad
Vurghun, GaraGarayev, Fikret Amirov, academician MirasadullaMirgasimov,
Tofig Ismayilov, Sattar Bahlulzade, Nigar Rafibeyli and Rasul Rza.

These images of Azerbaijan’s great personalities call on us to learn our
ancient culture, to love this land and to protect and multiply its intellectual
riches.

The first picture, painted in 1972, of the series “Azerbaijan is a Country
of Ancient Culture” familiarised viewers with the ancient environment of
Gobustan.

The painter presented fragments of ancient Azerbaijani architectural
monuments against a background of blue sky amidst the rocks. It is as an
original expression of Azerbaijan’s culture in different times.

Her ‘archaeological’ pictures are very interesting: “Azerbaijani Forms
Are 3,000 Years Old” and “ Shahtakhti and Kul-Tepe are 4-6,000 years old”,
they remind us of the immortality of art.

One of the paintings carries an image of the rock art engravings from
the Neolithic period, to be found at an altitude of 4,000 m in the area of
Nakhchivan called Gami-Gaya. Researchers associate this poetic name with
the legend of Noah’s Ark. According to the legend, Noah’s Ark came to land
precisely in Gami-Gayaafter sailing over Ilan Dagh mountain. “Nakhchivan's
name was derived from here: “Noah-javan” (young) or “Noah-Jahan” (world).
Nakhchivan-Shahtakhti was the homeland of Shahtakhtinskaya's ancestors.
Thismay explain her captivation with these stiff mountain landscapes.

A similar idea of syncretism is expressed in her best landscape pictures,
reflecting and connecting all cultures in strange rock features carved by
the wind, meandering limbs of trees surviving from past ages and ancient
architectural monuments. She answered a question on her creative plansin an
interview with the newspaper “Communist”: | want to continue working on
the series“ Azerbaijan isa Country of Ancient Culture” because the history of
our culture and art isinexhaustible. | never tire of learning the ancient history
of our culture and putting it into practice in my work [4].
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Elmira khanim said very often that every human being in the world
irrespective of nationality is the inheritor of all human culture. If spirit and
creative energy are put into a work of art, it will impress everybody in the
same way, regardless of skin colour or way of thinking. A true work of art
can find a path to the heart, breaking all barriers of language, geography and
territory.

Shahtakhtinskaya dedicated her series“To All Humanity” to thefollowing
notables: Nizami, Navai, Rumi, Shakespeare, Pushkin and Beethoven. They
ennoble and raise us with their thought, poetry and music.

“Nations, forget hostility”, “Millions, embrace each other” these calls
strove to unite nations and direct their energies to creativity, peace, ethics
and rational thought. After all, there is much beauty, benevolence and true
friendship in the world. Life depends on people who can contribute love,
friendship and creativity to theidea of lifein the Earth.

Conclusion.

1. Of course, thereisno comparison between the creativity of ayoung painter

and one with artistic experience.
The romantic passion of youth, taste and enthusiasm are felt in
Shahtakhtinskaya’'s works of the 1960s. The sweetness and luxury of the
time are key to an understanding of these works. This was the beginning
of the road and an age of hope.

2. In the 1970s she found her language and themes as well as ordering her
skills and ideas as she gained experience. This was a period of research
and discovery.

3. The 1980s could be considered the peak of her creativity. This was the
time of a new look at the poster, the psychologisation of portrait and
dramatisation of landscape, giving new sense to the poster via historical
context.

4. The early 90s were a time to assess the January events in Baku, the
collapse of a system and establishment of the new republic as well as a
time of fighting illness and making new plans.

5. Lengthy thought obliged her to give a different meaning to this newly
devised genre of modern Azerbaijani miniature; it compels you towards
the meaning not the size of poster, landscape or portrait.After years of
research Shahtakhtinskaya produced the series “ Azerbaijan is a Country
of Ancient Culture” asthe main thrust of her creativity.
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6. Although the artist began work on this series in the 1970s, it was
only completed in the 80s. Here Shahtakhtinskaya found her specia
language to depict emotion and design in the image with national form
at its foundation. This series was like a graphic encyclopedia of the best
examples of the history of the Azerbaijani people, who had contributed
much to world culture.
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Giilrana Mirzo (Azarbaycan)

Elmira Sahtaxtinskaya — 90

Maqalo XX asr Azorbaycan badii madoniyyatine boyiik tohfolor ver-
mis Xalq rossami Elmira Sahtaxtinskayanin 90-illiyino hasr olunub.Birinci
hissado rossamin goncliyindon, tohsil illorindon va plakatg1 kimi ilk yaradici-
liq dovriindan boxs edilir. Sonra rassamin fordi tislubunun formalagmasi vo
togokkiilii, yaradiciliq morhalslori, forqli janrlarda badii idiolektin axtarislar
tohlil edilir. Magalonin sonuncu hissosindarassamin sah asariolan “Azarbaycan
godim madoaniyyat 6lkosidir” silsilasi tohlil olunur. Diislincolor Elmira xani-
m1 plakatin, monzaranin, portretin dl¢ilisiinoe gors deyil monasina gors miiasir
Azorbaycan miniatiiriinlin yeni sintetik janrin1 basqaciir monalandirmaga va-
dar edir. Bu zaman rassam dekorativ, emosional, milli formadan amals golon
0z fordi tasviri dilini tapir. Bu silsilo Azarbaycan moadaniyyatinin va tarixinin
vizual ensiklopediyasi, diinya madoniyystina tohfolor vermis xalqimizin an
boyiik niimuyondslorinin ensiklopediyasi oldu.

Acar sozlor: Elmira Sahtaxtinskaya, Azorbaycan miniatiirii, rongkarligi
vo grafikasi, plakat
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Tonvpena Mupsa (Azepoaitoxcan)

dasmupa Mlaxraxrunckas — 90

Cratbst mocBsimeHa 90-71eTHI0 HApOTHOTO XydOXKHUKA A3zepOaiimxaHa
OneMupsl [laxTaxTHHCKON, BHECIIIEH OTPOMHBIN BKJIaJ B XyJ0KECTBEHHYIO
KylbTYpy AzepOaiixana XX Beka. [lepBas yacTb cTaTbu MOCBSIIEHA MOJIO-
JIBIM FOJ1aM Xy O0KHHIIbI, 00pa30BaHUIO U HAYaJIbHOMY IIEpUO/TY €€ TBOpUECTBA
KaK TUTaKaTUCTa. B cpenHel yacTu ctarhu aHaau3upyercs: GOpMUpPOBaHUE U
CTaHOBIIEHUE COOCTBEHHOTO TBOPUECKOTO SI3bIKA XYJOXKHHIIBI, paccMaTpHUBa-
€TCs HECKOJIBKO ATAIrl0B TBOPUECTBA, OMMCHIBAIOTCS JKaHPBI, B KOTOPBIX MPO-
XOAWIIA IOUCKH €€ UANOJIEKTa. B KOHIIOBKE CTaThbU pacCMaTpUBAETCsl MATHYM
onyc TBopuecTBa lllaxTaxTMHCKON — cepusi paboT «A3epOaikaH — CTpaHa
JpeBHENIIEN KyabTypb». [1nakar, neiszax, nopTper 34€Ch NEPEOCMBICISIOT-
Csl B HOBBIl, CHHTETUYECKUH JKaHp COBPEMEHHOH a3epOaiikaHCKO MUHHA-
TIOPHI — HE TI0 Pa3Mepy, a Mo CyTH. XyI0KHHUIA HAXOUT CBOCH COOCTBEHHBII
M300pa3UTEIbHBINA S3BIK, JIEKOPATUBHBIN, IMOIMOHAIBHBIA, UCXOISIINNA U3
HallMOHAJIBHOM (PopMBI. DTa cepus cTajia BU3yalIbHOW SHIUKIIONEIUEH KYThb-
TYpBl ¥ UCTOPHH a3epOailPKaHCKOTO Hapoja, YHIMKIIONEANEH e€ JTydIInx
MIpPEICTaBUTENEH, BHECUIUX BKJIaJ B MUPOBYIO KYIIBTYpY.

Knrouesvie cnosa: dnvmupa [llaxraxTuHckas, azepoaiikaHcKasi MUHHUA-
TIOpa, )KUBOMHCH, rpaduKa, riaKar
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CULTUROLOGY AND HUMAN

abstract. The article gives a summary of etymology, the concept of
culture and culturologists, the relationship between culture and man. Cultural
studies reveal information and interpretations, so it is used in colloquial
speech. Theleading rolein the study of culturology belongsto the department
“Culturology” of the Institute of Architecture and Art of ANAS. Culturology
has adecisiverole in the formation of human culture.

Key words: culturology, cultural human, wisdom, culture, morality, values

Introduction. “ Madaniyyat” (culture) is an Arabic word. “Madina”
(tun) means “city” in Arabic. So, madaniyyat (culture) means being
peculiar to city (In this meaning, culture is close to the conception of
civilization). The life of bedouim Arabs in a city was considered crude,
rough, which were close to initial nature. But those who belonged to city
were considered refined and tidy. And from here the word “madina” (city)
was used to name madaniyyat (culture). However, the idea that the Arabs
brought us urban culture is not so convincing. So, we have had cities
like Barda, Ganja, Shamakhi before Madina. “... we keep ourselves in
the Arabic-Persian (Islamic) bloc by naming our culture as madaniyyat
(culture) without even knowing it. Because madaniyyat (culture) means
to be madinali (civilized), madoni (cultured) — to be madinali (civilized).
Is it true that a cultured Azerbaijani is civilized in terms of conscious?
(2; 149). This concept was used as “Drahma” in India, as “Yuan” in
China, as “Techne” in ancient Greece. “Kultura” is used to mean culture
in European languages and in Turkey (“kdltar” in Turkis) (4, 165). But
Nasreddin Tusi used this term as “community” in the Middle Ages in

63



N2 (72) Incasanat vo madeniyyat problemlari / Problems of Arts and Culture / ITpoGemMbI HCKyccTBa i KYJTBTYpbI

Azerbaijan. Investigating the reasons of emergence of society, Tusi wrote:
“Asthe order of the world and the order of life have been created by labor,
as human cannot live without labor, labor cannot be without help and help
cannot be without society. So, human needs society by its nature.” When
Tusi used the word madaniyyat (culture), which means “city” in Arabic,
instead of the word “community”, he suggested that “Madina” should not
be understood just as a geographical concept “place”, but as the review of
human in social relations[5, p. 126]. Asyou see, the pronunciation of this
term, whichispronounced differently invariouslanguages, isquestionable.
Especially, the narrow presentation of culture worries researchers of this
field. Culturologist FFMammadov wrote about this issue: “The scientific
approach to the meaning of culture requires the improvement of the
categorical-concept machinery of culturology used in higher education
and scientific institutions of Azerbaijan. The one-sided presentation of
spiritual culture in Azerbaijani language ignored the intellectual culture
for along historical period which is of strategic importance for national
culture in the practical life of society and the cultural policy of the state.
This was a reason for the identification of “culture” with “art”. The social
and cultural code of Azerbaijani peoplewasdirected to the devel opment of
art, folklore, ethics, cultural traditions and cultural heritage. Based on the
requirements of the time and the experience of developed countries, today
it is important to change radically this tradition by making intellectual
culture the number one priority of state cultural policy” [7, p. 399-400].

The interpretation of the main material. Generally, it is clear
from comprehensive investigations that the concept of “culture” doesn’t
fully cover the theme. Although the conception “culture” is used as a
term in both our spoken language and official structures. It is clear from
more detailed research that it is appropriate to use “culturology” as an
international term.

For the first time, culturology was used etymologically as an agro term in
“DeAgreculture” by Mark Porce Cato before Christ. Later, Mark Tulli Cicero
concern cultivation to human in his * Tuskulan Conversations” in 45 BC. So,
cultivation was understood not only as cultivation of soil, but also cultivation,
fertilizing of human brain, thought, thinking and perceiving and realization
of the best. Mark Tulli Cicero said: “A free man differs from a slave in that
He is able to think”. So, the thesis “culture of thinking is philosophy” was
formed. The first, culture emerged (homo-sapiens 40,000 years ago), then the
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process of evolution developed from homo-sapiens to wise men and finally,
philosophy, which is the science of wisdom, emerged 2500-3000 years ago,
then other sciences. F.Nietzsche said: “Philosophy is the thinking brain of
culture”.

Culturology regulates its activities mainly around the cultural human
formula. Thiswork isalso carried out by other sciences. But the main subject
of culturology ishuman, nature and society. Socialization of society, tolerance,
humanism, etc. can be mastered with cultural knowledge. Ancient Chinese
philosopher Lao-tsi noted: “Art is like water, wherever it sinks, water flows
and fills it” [4, p. 197]. Art reacts firstly to shortcomings of society. If the sense
of patriotism is weakened in society, if indifference, arrogance, immorality
prevail, all kinds of art are used against them and plays the role of social
therapy in society. German philosopher |.Kant demanded people not to pursue
“desire’, but to be directed to “debt” (homeland, morality, human duty). His
predecessor Hegel argues that this requirement could only be achieved with
art. “Art isadirect expression of absolute human idea. According to Hegel,
only talented and genius people can see and express absolute idea, so they
are the creator of art” [10, p. 118]. Theatre, cinema, works of art purify and
educate people with the language of art. Well-singing music, poem performed
by the actor, producer’s imagination can do anything that even the strongest
army cannot do. Sigmund Freud saw the suppression of primitive desiresin
the subconscious and elimination of law and prohibitions (taking account
that culture begins with laws, prohibitions) that cause neurosis in people
by the power of culture, art, sublimation (to replace). Cultural institutions:
cinemas, gyms, theatre hals, libraries, museums, parks, entertainment centers
are sublimation places. People won’t die if they don’t benefit from cultural
institutions for a month or a year, but they will become rude, aggressive,
order will be disturbed, management becomes hard. Weapons with the power
to destroy humanity can be pushed. Various theoretical and practical events:
conferences, exhibitions, literary and art evenings, cultural events, debates,
holiday festivities, etc. meet people's spiritual needs. Employers of large
holdings, companies, plants and factories restore the energy lost during the
production of material goods through various cultural events organized by
culturologists and create healthy spirit, healthy thinking and stimulating
effect. Professor S.Khalilov writes: “Today there is a greater need for real art
that solves the problems emotionally and educates people than intellectual
poetry, rationalist prose, riddle paintings [3, p. 275].
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The purpose of culturology is to make people happy. Culturology
leads people to wisdom. However, there were attacks, indifferences to
cultural thought and philosophy from time to time. Emperor Nero forbade
philosophy and executed his teacher BC. As aresult, the empire collapsed
during 13 years. The purpose of culturology and philosophy is human and
his happiness. Culturology gives a model of happiness to people. That is
why it is called “science of life” [1, p. 271]. When man is in a difficult
situation, he addressed to two things. The first is religion, God (Heaven)
and the second is wise men, philosophers. “For heaven’'s sake, would you
bekind!” —thisexpression is a sentence that each of us usesinvoluntarily in
difficult moments. It is impossible not to imagine how unbearable it can be
to be in an uncivilized place or with any uncivilized person for a moment.
Culturology plays the role of guard in society. If a guard falls asleep, the
crime increases in the society and the order is disturbed. The society is
enveloped in crisis and cataclysms. Indifference against culturology,
cultural thought creates sedition as lifelessness and immorality. Famous
parapsychologist Lazarev said: “The existence of atomic weapon is not
dangerous for mankind. Lifelessness of the society is the degradation of
morality. Cataclysm and crisisoccur wherethereisno culturology. Problems
as suicide attempt, aggression, restraint, loneliness, neglect, loss of national
identity, meaninglessness of life, etc. occur during the crisis of cultural
thinking. Especially in recent years, there has been an increase in domestic
homicides and suicide attempts in whirl of economic difficulties. Society
lives on the basis of standards and paradigms of culturology. Wisdom is
superior to erudition. Science doesn’t mean everything. “Science and art
are pair of wings’ (Khudu Mammadov). It is wisdom, morality, thinking —
cultivation that lead science to kind aims.

Greek scientist Pythagoras said: “The greatest strength that regulates
society ismorality and religion”. Morality and religion are our moral values.
Teaching, propagating and investigating our moral values are one of the main
issues studied by culturologists. If society could be governed by moral laws,
mankind would have made agreat leap. Thisisthe aim of culturology. We can
achieve this leap with the development of culturology.

Greek philosopher Socrates valued the science of sapience (dignity,
morality) more than the natural sciences. We may not know the reason
of the origin of the material world in physics, but first of all we must
know who we are (Understand yourself!). We need to be virtuous,
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because we are created virtuously. Sapience is hidden in our structure.
This knowledge is the only knowledge we can acquire. Where there is
no discussion (thinking, cultivation), there is no philosophy, no new
idea. Education doesn’t give wealth to a person at first, but it awakens,
develops the secret seeds in human mind [8, p. 22]. Our spiritual
perfection and ideas are the basis of our economic, material progress.
Science that teaches us morality, values, sapience is culturology. So,
the role of social therapy of culturology in society should be taken into
account and developed, basic educated specialists should be used in this
work. Unfortunately, people without basic education don’t understand
culturology from conceptual point of view. This is natural. Modern
culturologist is synthesizer of scientific knowledge about human, society
and state [7, p. 367]. Although cultural knowledge makes philosophy,
history and literature accessible to culturologists, the inner modesty and
altruism of culturologists speak for themselves. It isinjustice to exclude
basic educated culturologists, to persecute them instead of using them.
Because the passport of a culturologist is qualities such as humanism,
modesty, altruism, tolerance. Exactly these qualities form Azerbaijani
multiculturalism. The traditions of tolerance and multiculturalism
that we can proudly speak are based on cultural knowledge and the
scientific and educational institutions working in this field. Therefore,
the activities of organizations working in this field should be expanded,
and special attention should be paid to the training and use of cultural
scientists. Every member of the scientific, pedagogical institutions
working in this field must first have basic knowledge of culturology, in
particular, clarify which of the concepts of culturology and culture are
used in terms of terminology, know its definition, subject, functions,
etymology, and then they can have a say and participate in disputes for
our common good. Unfortunately, there are some people who have no
theoretical knowledge of culturology at the level mentioned above and
they have a certain positions and asay in scientific councils. In this case,
of course, it becomes aruthless obstacle for real specialists who love the
conjuncture and dilettantism. The complexity of living conditions also
makes such realities loyal. As a result, our science loses and we must
agree with Greek philosopher Epictet’s advice: — “Never call yourself a
philosopher in front of ignorant people — If ignorant people talk about
philosophical issues, choose to remain silent. Do not discuss the rules

67



N2 (72) Incasanat vo madeniyyat problemlari / Problems of Arts and Culture / ITpoGemMbI HCKyccTBa i KYJTBTYpbI

of wisdom with the ignorant, but if you understand these rules perfectly,
show them with your actions” [9, p. 58].

Conclusion. It should be noted that athough the department of
“Culturology and Theory of Art” is newly established by Director of the
ANAS Ingtitute of Architecture and Art, corresponding member of ANAS,
professor A.Salamzadeh’s initiative, systematic researches on the mentioned
issues are carried out. The employees of the department work to emphasize
the important role of culturology in modern life as social therapy in human
life and society as awhole. This aso contributes to challenges posed by the
leader of our country. Theses such as* Turning oil capital into human capital”
by our honorable President Ilham Aliyev, “ The state faces three tasks on the
path of modernization: Creation of modern society, modern infrastructure,
modern human” by academician R.Mehdiyev can be considered a scientific
direction for culturologists. In fact, culturologists agree with it. Because
man, his creative activities and spiritual world are directly the subject of
culturology, its study and becoming the object of research leads to harmony
of spiritual evolution, social justice and rules of coexistence.
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Namig Abbasov (Azarbaycan)

Kulturologiya va insan

Mogqalodo madaniyyat vo kulturologiya anlayislarinin etimologiyasi
aragdirilir. Kulturologiyanin modoniyyat haqqinda elmlorin kompleksi
kimi gabul edilmosi bu anlayisin konseptual dorkini vo praktik totbiqini
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zoruri edir. Bu sahodo aparilan arasdirmalarin miigayisali tohlili osasinda
kulturologiya anlayisinin beynolxalq termin kimi isladilmesi moqbul
sayilir. Eloco do kulturologiyanin insanin yaradici hoyat foaliyyoti hag-
qinda, onun mahiyyati, xlisusiyyatlori, tarixi nailiyyatlori, inkisaf qanun-
lar1 vo doyisdirici imkanlarin1 dyronon bir elm kimi miivafiq foaliyyati
dayarlondirilir. Kulturologiyanin insanin vo comiyyatin sosial terapiyasin-
dak1 rolu vurgulanir. Bu sahads aparici rola malik olan AMEA Memarliq
vo Incosonat institutunun miivafiq sébesi torafindon aparilan todgiqatlarin
mistasna shomiyyati isiqlandirilir.
Acar sozlar: kulturologiya, madoni insan, miidriklik, oxlaq, doyarlor

Hamuxk Aooacoe (Azepoaitoxcan)

KyabTrypoJsiorusi u yesnoBek

B crarbe paccmarpuBaeTcst STUMOJIOT U MOHATHI KYJIbTYPBI U KYJIBTYpPO-
noruu. [lpuHaTHE KYJIBTYpOIOrMH KaK KOMIUIEKCA KYJIbTYpOJIOTHYECKUX HAyK
TpeOyeT KOHIENTYaIbHOTO TOHUMAaHUS ¥ TIPAKTUYECKOTO TIPUMEHEHUS dTOU
koHUEenuuu. OCHOBBIBAsCh HA CPABHUTEIBHOM aHAJIN3€ UCCIEA0BAHMIMI B 3TOM
00IIacTH, TPUEMIIEMO HCIIOIB30BATh KOHIIETIIINIO KYJIBTYPOJIOTHH B Ka4eCTBE
MEKIyHapOAHOro TepMuHa. OIEHUBAETCS TAK)KE aKTyallbHasl AESTEIbHOCTh
KyJBTYPOJIOTMM KaK HayKd, KOTOpas H3y4daeT TBOPUECKYIO NEATEIbHOCTH
YeJI0BEKa, ero CyIIHOCTh, OCOOCHHOCTH, UICTOPUUECKHE JAOCTHXKEHUS, 3aKO0-
HOMEPHOCTH Pa3BUTHUS U M3MEHSIOLIMECS BO3MOXKHOCTU. [lomuepkuBaercs
POJIb KyJABTYPOJIOTUU B COLIMAJILHOM Tepanuu deoBeka 1 ooiecTna. Takxke
MOTYEPKUBAETCS] UCKIIOUUTENIbHAS BaXXHOCTh MCCIIEOBAHUM, MPOBOIUMBIX
COOTBETCTBYIOIINMM OTAesoM MHcTuTyTa apxutekrypsl 1 uckycctB HAHA,
KOTOPBIN MI'PAeT BEAYLIYIO POJIb B 3TOM 00IACTH.

Knioueevie cnoea: KynbTypoIJIOTHs, KYJIBTYpHBIA YEJIOBEK, MYAPOCTb,
YECTh, LIEHHOCTH
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Hpwuna TOPJIOBA
00Kmop ghunocoghckux nayx, npogheccop

Tumodgeiit KOBAJTEHKO
Kanouoam ghunocoghckux nayk

Baagumup HAYMEHKO
Kanouoam ucmopuyeckux Hayk, npogheccop

FOscnvuii punuan Poccuiicko2o HayuHo-uccnedo6ameinsCcKkozo
Hncemumyma Kynomyprozo u npupoonozo nacneous um. /].C.JIluxauesa
(Poccus)
timofey.kovalenko@gmail.com

HAPO/IHBIE XYIOXECTBEHHBIE ITPOMBICJIbI
JATECTAHA KAK PECYPC OTHOKYJIBTYPHOI'O
BPEHIUPOBAHUSI TEPPUTOPHI: KOHIIENITYAJIbHBIE
OCHOBBI 1 IIEPCIIEKTHUBBI ITPOABU/KEHUA

AHHOTanus. B cTatbe paccMOTpEeHbI HEKOTOPHIE HAMPABJICHUS U MPUH-
unbl 3QPEKTUBHOTO Pa3BUTHS M PEATM3ANNUU MMOTCHIIMANA THOKYIBTYP-
HbIX OpennoB PecnyOnuku [larectan. Kpome TpaauiMOHHBIX HANpaBICHUN
— HOPMAaTHUBHO-IIPABOBOTO PETYIIMPOBAHUS JIEATETLHOCTH MPEANPUATANA Ha-
POIHBIX XYI0KECTBEHHBIX MPOMBICIIOB, MOMYISPU3ALUA TPATULUOHHOMN
HapOJHOW KYJIBTYpPhI Pa3IMYHBIMU CPEACTBAMH, BBISBICHA HEOOXOAMMOCTh
JaTbHEHIIIEH 3aKOHOMIATEIbHOM pa3paOOTKM OCHOBHBIX moHsThid. Kowuer-
TyalbHO 00OCHOBaHBI OCHOBHBIE (POPMBI MOAACPKKU ACSITEILHOCTH B ce-
pe HapOAHBIX XyIOKECTBEHHBIX MPOMBICIOB KaK pecypca 3THOKYJIBTYPHOTO
OpeHANPOBaHMSI, K KOTOPBIM OTHOCHUTCS MOBBIIIEHNE KOHKYPEHTOCIIOCOOHO-
CTU TIPEANPUATUN Ha BHYTPEHHEM U BHEIIIHEM pPbIHKaX, MPOJIBHKEHUE TTPO-
JTYKIUA Ha MEXKPErHOHAJIBHBIE U MEXIYHAPOJHBIE PHIHKH, MOIYISPU3ALIH
MPOAYKIMU HAPOAHBIX XY/10’KECTBEHHBIX IIPOMBICIIOB. AKTYaJIbHbIM, 110 MHE-
HUIO aBTOPOB, SIBJISIETCSA B3aMMOJICMCTBHE OPraHOB rOCYJapCTBEHHOMN BIACTH
Jarecrana u AszepOaiimkaHa 1O KOHCOMUAANNU YCWIHA B MPOIBUKCHHUH
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OpEHIOB B paMKaX COBMECTHBIX MEPOIIPHUSATHH 1O Pa3BUTHIO KEJIE3HOIOPOXK-
HOTO U KPYU3HOI'O TypHU3Ma.

Kntouegwvle cnoea: STHOKYIBTYPHBINA OpeH]], HAPOJHBIE XYI0KECTBEHHbBIE
npombIcibl, Jlarectan, A3epOaiikan, MeXKYIbTYPHOE B3aUMOCIHCTBHE.

Beenenne. CoBpeMeHHOW YPOBEHB PAa3BUTHS COIMATBHO-TYMaHUTAPHBIX
HayK B acleKTe MPUKJIaJHOTO 3HAHUS CBA3aH C (POPMHUPOBAHUEM MEXKIUCIIH-
IUTMHAPHBIX HAMIPABICHUH, U3YYaIOIUX TEOPHUIO U MPAKTUKY PETHOHAIBHOTO
Opennuara. OTHUM U3 HUX SBISIETCS UCCIIEIOBAHUE TPOLIECCa ITHOKYIIBTYP-
HOro OpEeHIUPOBAHUS TEPPUTOPUN, OOBETUHSIOIIEIO UCTOPUUECKUE, KYib-
TYPOJIOTUYECKUE, ATHOIOTUYECKHE, COIHOIOTHYCCKHE W MapKETHHTOBBIC
acrekTel. B Hay4HOI nuTeparype BbICKa3bIBAaeTCs BIIOJHE 0OOCHOBaHHOE, C
Halllel TOYKM 3PEHUsi, MHEHUE, YTO HaJU4Yue Y TEPPUTOPUU COOCTBEHHOIO
KyJbTYpHOTO OpeHJa NMpHU3HAeTCs OJHUM W3 OCHOBHBIX (akTopoB 3¢ddek-
TUBHOT'O Pa3BUTHS U pealn3aluy noreHnuana peruona [1]. ns nonukymib-
TYPHBIX 1 MHOTOKOH()ECCHOHATIBHBIX COOOIIECTB OJHUM W3 BaKHEHIITNX pe-
CYpPCOB Pa3BUTHS TEPPUTOPHU CTAHOBHUTCS STHOKYJIBTYPHOE PErMOHAJIBHOE
OpeHIUPOBAHUE, T.€. popMuUposanue u NPoOsUNCeHUe IMHOKVIbIMYPHLIX 00-
PAasz08, CUMBOJI08, NPOOYKMOE U COObIMULL, 001A0AUUX Kpumepuem y3Hasd-
HUSL U OMPAadCAIOWUX COYUATLHYIO U KVILIMYPHYIO JHCU3Hb KOHKPEMHOU mep-
pumopuu (cM. 1oapoo.: [2]).

N3n0xxeHne ocHOBHOro MmarepuaJja. bmmxaiimmii cocen AsepOaiin-
*aHa, PecriyOnuka Jlarectan — OMH U3 CaMbIX «IECTPBIX» B 3TUYECKOM U
KyJBTYPHOM OTHOIIEHHU cyObekToB Poccuiickoii denepannu, U3BECTEH KakK
PErMOH YHUKAJIBbHOU TPAJIUIIMOHHOMN KYyJIbTYPbl, COCTABHON YacThIO KOTOPOM
SBIISICTCS. HAPOJHOE JIEKOPATUBHO-TIPUKIIAIHOE UCKYCCTBO. 3a PECITyOIHKOM
U3/IaBHA 3aKPEIHUIIOCH MMOHATUE «CTPaHa MaCTEPOBY.

JIeiCTBUTENBbHO, HENPEXOJAIled IIEHHOCThIO JareCTaHIEB SBISIOTCS
HapOJHBIE XY/IOKECTBEHHBIE MPOMBICIIBI, Pa3BUTHE KOTOPBIX CBS3BIBAIOT C
MPUPOAHO-KIMMATHYECKMMU U UCTOPUUECKUMHU YCIIOBHSIMU, XO3HCTBEHHO-
SKOHOMHMYECKHUM YKJIAJIOM U 3THOKYJIBTYpHOH cnieuudukoii [3].B HacTosiee
Bpems B [larectane QyHKIuoHupyroT Oonee 30 opraHuzanuii, TpoU3BOAS-
IIMX BBICOKOXYJOKE€CTBEHHbIE M3/ienus. Hanbomnee kpynHble U3 HUX, SBIISIO-
muecs, Tak CKas3aTh, JEpKaTesIMA PETHOHAIBHBIX OpeH1oB — KyGaunHckmii
XyA0)KE€CTBEHHbIN koMOMHAT, Mexertonbekas, XuBckas U JIIXHUHCKasT KOB-
poBble (pabpuku, boriuxckas gaOpuka HapogHBIX MpoMBbICIOB, [ouataun-
CKUI1 Xy/10’)KECTBEHHBI KOMOMHAT, YHIIYKYJIbCKas XyA0)KeCTBEeHHas (pabpuka,
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npou3BoAcTBeHHOE npeanpusatue «Kuznsap» u ap. O6beM Mpou3BeIeHHBIX B
pecyOnMKe U3eNInii COCTABIISIET MATYIO YaCTh OT 001Iero 00beMa HApOAHbIX
npomebiciioB Poccuiickoit deneparuu, uro odbecrneuynBaeT JUAUPYIONIEEe I10-
JIOKEHME 10 3TOMY IOKAa3aTelNll0 Cpelu APYrux cyObekToB cTpaHbl. Kpome
TOT0, 3HAYUTEIIbHAS YACTh U3J1EINH IPONU3BOANUTCS NHINBHUYaJIbHBIMU IPE-
MpUHUMATEISIMU [4].

Y4uuTeIBask posb, KOTOPYIO UTPAIOT STHOKYJIBTYpHBIE OPEH/IBI B CO31aHUHU
HO3UTHUBHOIO UMU/IKa PErMOHOB, 3TO HANIPAaBJICHUE HAYYHbIX UCCIIEIOBAaHUN
CTaHOBUTCS OTHUM M3 NepcreKTHBHBIX. [Ipobnemsr popmupoBanus permo-
HaJIbHBIX OPEH/IOB KaK TPEHJa B Pa3BUTUU TEPPUTOPUH AKTUBHO M3Y4arOTCs
HSKOHOMMCTAMHU, UCTOPUKAMH, 3THOJIOTaMH, KyJIbTypOJIOTaMH, IPeJCTaBUTe-
JMU Apyrux HaykK. VIHTepec Kk 3TUM BoIpocaM HE MPOCTO JaHb MOJE, HO
BIIOJIHE KOHKPETHBIE MOMBITKY PEeLIeHUs IPOOIeM pa3BUTUS PErHOHOB B TeC-
HOM CBSI3M C JIPYIMMH COLIMAJIbHO-3KOHOMHYECKUMH 3a/ladaMi, CTOSIILIUMU
nepesa TepPPUTOPUSMHU (HANpUMeEp, Pa3BUTHEM TYPHUCTCKO-PEKPEAMOHHOTO
KOMILJIEKCA, 3aHSATOCTU HACEJIEHUS U T.IL.).

[To MHEHUIO psifa UccaenoBaTeNeil «KyIbTypHBIA OpEeH» CyIIECTBYET CO-
BMECTHO C TAKMMH (DEHOMEHAMM KaK « UMUK TEPPUTOPUN», «OPEH]I TeppU-
Topumn». IMeeT MecTo Takasi TpPaKTOBKA MOHATHUS «KYJIbTYPHbBIH OpeH1» — 3TO
«OpeH], B OCHOBE KOTOPOT'O 3aJI0’KEHBI UCTOPUKO-KYJIBTYPHbIE pecypchl Oa-
3UCHOTO CyOBEeKTa: TpaJuluu, OObIYau, HAyYHbIE JOCTHKEHUS, POU3BEe-
HUS XYJOKECTBEHHOTO TBOpuecTBa». OTHEIbHBIE MCCIEN0BATENN CUUTAIOT,
YTO JH000H OpeH KyIbTypeH UMes B BUJy TO, YTO BCE CO3JJaHHOE YEJIOBEKOM
3TO U €cThb KylbTypa [5]. B HayuHOl nuTeparype NOHATHE «KYJIBTYPHBIN pe-
IMOHAJIBHBIA OpeH/1» B OCHOBHOM (OPMHUPYETCSI B paMKaxX 3MIMPUYECKOTO
MOJX0/a, MyTeM NepedrcieHus: Habopa MOHATUH, KOTOpPbIE, IO MHEHHUIO aB-
TOpPOB, COCTABJISIIOT CAMO IOHATUE, HATPUMEDP: «PErMOHAIbHBIN KYIbTYpPHBIN
OpeHJl — 3TO pecypc NPOJIBMIKEHUS PETMOHA, KOTOPbI OCHOBAH Ha KaKOM-
1100 MCTOPUKO-KYJIBTYPHOM COOBITHH WJIM TAMSATHUKE KYJIBTYpPBI, a TaKXke
MOXeT ObITh OCHOBaH Ha KOHKPETHOW UCTOpuueckoil auuHoctu» [6]. CoBep-
IIEHHO OYEBHJIHO, YTO K TAaKOMY MOHSITHIO MOXKHO J00aBIIATh U JIpyrHe Xa-
pPaKTEpU3YIOLIUE KYJIBTYPY YEPThI, HAIIPUMED, XyA0KECTBEHHbIE IIPOMBICIIBI.

Hcxons 3 Takoro moHUMaHus mpoobiemsl, 3¢ pekTuBHOE GOPMHUPO-
BaHUE 3THOKYJIbTYpHOTO OpeHna JlarecTaHa BO3MOXXHO B paMmkax Oora-
Telmel TpaJuLMOHHONW KyJIBTYpPbl HapoJIOB, NMPOXHUBAKIIUX B PECIy-
OJMKe, a TaKKe B TECHOM B3aUMOJIEHCTBUH C COLIMOKYJIBTYPHBIM OINBITOM
HApoOJIOB U3 COMNpPEACIbHBIX TocyaapcTB. B 0ObIIEHHOM CO3HAaHHMM Tpa-
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NUIMOHHAS KYJIbTypa BOCHPUHHUMAETCS KaK HCKOHHO CYIIECTBYHOIIas
U mepenaronascs nyTeM BepOadbHONW M HeBepOalbHOM KOMMYHUKAIUU
OT IOKOJIEHUA K MOKOJIEHUIO. McTopus HapOIHO-XyJ0KECTBEHHBIX IIPO-
MbIciiOB JlarecTaHa yXoAauT B Jajiekoe npounoe. Ha nporsokeHuu Thics-
YeJeTUH OHM OPTaHUYHO CBSI3aHBI C )KM3HBIO HAPOJa, C €r0 JKU3HEHHBIM
YKJIaJI0M, BOCHPHUITHEM MPEKPACHOr0. 3HAYUTEILHOE BO3JICHCTBUE Ha
CTaHOBJIEHUE TPAJULIMOHHON KYJIbTYpPBbl, B YaCTHOCTH JI€KOPAaTUBHO-IIPU-
KJIaJIHOTO MCKYCCTBA, HAOJIIO1aeTCsl TAKkKe CO CTOPOHBI KYJIbTYp COCEJ-
HUX HapOJOB, YTO IPEJCTABIAET COOON MOIIHBINA UCTOPUKO-KYJIBTYPHBIN
pecypc. B aTom cmeIcie, B3anMoneiicTBue KylnbTyp HaponoB JlarectaHa
n AzepbaiijrkaHa ObIJIO U OCTAaeTCsl BEChbMa IJIOJAOTBOPHBIM, HECMOTPS
Ha pa3Jessiole UX ToCcylapCcTBEeHHbIE TpaHuIlbl. OOBsCHIETCS 3TO ps-
JI0M 00CTOSATENIbCTB.

Bo-niepBbIX, B T€UEHHME JJIUTENIbHBIX HCTOPUYECKHUX IEPUOIOB TEppH-
topuu [larectana u AzepOaiijykaHa He INEpEeKpbIBaIMCh I'paHUIaMu. Tak,
B IEpUOJ CYIIECTBOBaHMs JApeBHero rocyaapctBa Kaskasckas AnOanus,
CepALEBHUHA KOTOPOI0 pacrojarajach Ha TEPPUTOPUN COBPEMEHHOIO A3sep-
OaiipkaHa, TpaHULIbI COCETHUX HApOA0B ObLIM BecbMa MOJBM)XHBI. MHOTHE
HCTOPUKH JIO CHX TIOP 3a1aI0TCSI BOIIPOCOM, «...KaKOBBI OBLIH MPEJENbI 3TO-
ro (KaBka3zckas AnbGanust — agm.)<...> IpEeBHEro rocyJapcTBa, HET €AMHOTO
MHEHHUS cpeu UCTOpUKOB. HexkoTopele cunrarot, uTo Bech Jlarectan BXoaui
B Anbanutoy» (cMm., Hamp.: [7]).

Bo-BTOpBIX, a3epOaiiyKaHIbl U CETOAHS SIBJISIOTCS OAHON U3 OCHOBHBIX
HauuoHanpHOCTeN Jlarectana. OHU paccelieHbl Ha IOore peciyOluKu— B
HepGentckom, Tabacapanckom, MarapamkeHTCKOM, PyTynbckoM paiio-
Hax, NMPO’KMBAIOT BO BCEX Iropojiax U MOCEeIKax. DTO CO3/AaeT YHUKAIbHYIO
IJIOIAJKY AJI B3aUMOAEHCTBUS KyJIbTyp. 31€Ch TPAJAULIMOHHAs KYJIbTypa
I0XKHO-JIareCTAaHCKUX HAapOJOB — JIE3TMH, TabacapaHIEB, aryjaoB, PyTYJlb-
LIEB, a TAaK)Ke€, aBaplLeB, NPOXKUBAIOLIUX Ha TeppUTOpun A3zepOaiikaHa B
3aKaTaJlbCKOM palOHE, UCIBITHIBAET BHOE BIMSHUE MYCYJIbMAaHCKOTO HC-
KyccTBa A3zepOaiixaHa. ITo MPOSIBISIETCS B OJIEXK A€, YKpALIEHUIX, TPe00-
JAJaHUU TOJIMXPOMHOM IOJMBHOW KEpaMMKH. [JIaBHBIA LIEHTP ITUX IPO-
U3BOACTB cocpenoToueH B JlepOeHTe U OIM3KO pacHOJIOKEHHBIX K HEMY
cenenusix Menux n Kama. Dta Tepputopusi NpoOM3BOACTBA HU3BECTHOIO
Openaa — «JlarectaHckue KOBpbI». 3/1€Ch 3aHUMAIOTCS IPEUMYIIIECTBEHHO
BOPCOBBIM KOBPOTKAaU€CTBOM, a TAK)K€ TKaue€CTBOM 0€3BOPCOBBIX OJJHOCTO-
POHHUX KOBpPOB — cyMaxoB [8]. [lo MHeHUIO HCKycCcTBOBENOB «Ha tore ([a-
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recTaHa. — agm.) U3rOTOBJISUIM KOBPBI B CTHIIE, PACIIPOCTPAHEHHOM B A3ep-
Oaiixane» [7]. ns mpoMCXOOAIIMX 37€Ch 3THOKYJIBTYPHBIX MPOIECCOB
XapaKTePHBI HEMIPEPBIBHOCTD, INTyOMHHAS CBSA3b C AIPEBHEUIINMHU MJIACTaMU
JTyXOBHOM HU3HU HApOAa, a TAKKeE «CIIOCOOHOCTh BIIUTHIBATh, Ka3aJ10Ch OB,
UHOPOJHBIE 3JIEMEHTHI NMPHUILIBIX KYJIbTYp, HE HAaHOCS NpU 3TOM yiiepOa
TOMY cyOcCTpary, 4To OIpeAeseT CyTh UMEHHO JarecTaHCKOM KyJbTYypbl, €€
dbenomen» [8].

B-Tperbux, naxke BOCIpPHUHHMAaeMble Ha OOBIICHHOM YpOBHE IPOW3Be-
JIeHUs] KyOauMHCKUX MacTepOB Kak ayTEeHTUYHbIE, UMEIOT B CBOEH OCHOBE
3aMMCTBOBaHHbIE 4epThl. Tak, 10 MHEHUIO MPU3HAHHOIO CHEUAJINCTA-UC-
kycctBoBena A.®D. lonpamireitHa «KyOauMHCKHME PEMECICHHUKH HW3/IaBHA
paboTaroT Ha MUPOKUN, 00E3TNUEHHBIH PHIHOK M MTO3TOMY HUX HCKYCCTBO B
OCHOBHOM OIMPAETCs HE HAa KOPEHHBIE 1areCTaHCKue Tpaauluuu. <...> PpI-
HOYHOE ITPOM3BOICTBO BCEI/A NIEPECTAET ObITh HALIMOHAIBHBIM, 3@ UCKIIIOYE-
HUEM TEX CIIy4aeB, KOI/a CIIELIMaIbHO KOHCEPBUPYETCS B TaKOM Bue. B cuny
ATUX NMPUYMH, — CYUTACT UCCIIE0BATENb, — KyOauMHIIbl U3/1aBHA MIPOSBISLIN
MHTEpPEC K JEKOPAaTUBHOMY MCKYCCTBY pa3HbIX CTpaH <...> W HaOupaJuch
OIBITA B XY/I0KECTBEHHO-PEMECIICHHBIX LIEHTpaxX 3akaBKazbsi» [7].

Takum oOpazom, oOpaiasch K TPAIUIIMOHHON KyJabType Jlarectana, Mbl
CTaJIKUBAaEMCsl, C OHOH CTOPOHBI, C (haKTaMH CYIIECTBOBaHMS OYEHBb 3aM-
KHYTOH U crieliupruecKoil KyIbTypHOU TPaJULIUU U B TO e BPEeMs HaX0IUM
CBUJIETENILCTBA IIMPOKOTO BIIMSHHUS Pa3iIMuYHBIX KyasTyp [9]. DT0 006CTOS-
TEIbCTBO BAYKHO YYUTHIBATh HE TOJBKO B TUIaHE My3ee(UKALUU KYIbTYpPHOTO
OpeHza, HO U BIOJIHE YTWJIMTAPHBIX LENSIX, CBA3aHHBIX C peaju3aluei mpo-
JTYKIUHU HapOAHBIX Xy 0KECTBEHHBIX IIPOMBICIIOB, UX NIO3ULIMOHUPOBAaHNUS HA
pa3HbIX YpOBHsIX. MlcTopruyecky ClIOKUBILINECS XY/10’)KECTBEHHBIE (DOPMBI Jie-
KOpaTUBHO-IIPUKJIAJTHOTO UCKycCTBa Jlarecrana, He cMOTpsl Ha MepexuBac-
MBbIE CETOJHS HE IPOCThIE BpEMEHa, JOKHBI OCTaBaThCs PUBJIEKATEIbHBIMHU
Y MO3ULIMOHHUPOBATH PETUOH HE TOJIBKO KaK SKOHOMUYECKU Pa3BUBAIOILUICS
LIEHTP, HO U CAaMOOBITHOE KYJIBTYPHOE ITPOCTPAHCTBO.

Crparerust GopMUpOBaHHS 3THOKYJIBTYPHOIO OpeHJa B COBPEMEHHBIX
YCIOBUSAX IPUMEHUTEIBHO K KOHKPETHOMY PETMOHY JIOJKHA NTPECTABUTD
€ro Kak equHoe 1enoe. [Ipu 3ToM eIMHCTBO CKIIAABIBAETCSA U3 ONPEEIICH-
HBIX YHUKQJIBHBIX (DAKTOPOB MO3UIIMOHUPOBaHUA. K HUM HYXHO OTHECTH
UCTOPUKO-KYJIBTYPHOE Hacjieque pecnyOnuKd, HEOThEeMJIEMON YacThbiO
KOTOPOTO SIBJISIFOTCS HapOJHbIE XYI0)KECTBEHHBIE MPOMBICIIBI, IPEACTAB-
JICHHBIE TAKUMH y3HaBaeMbIMHU OpeHaamu, kak «KyOaunmHckue u3aenusy»,
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«bankapckas kepaMmuka», « YHIYKYJIbCKHH OpHamMeHT», «TabacapaHckue
KOBPBI» U Ap. DTH OPEH/IbI 1aBHO U HA/IEKHO 3aBOEBAIH OTPEOUTEIBCKYIO
cnaBy. McTOpHKO-KyJIbTYpHOE 3HAUE€HUE XYAOKECTBEHHBIX IPOMBICIIOB
pecryOnuKy cleayeT paccMarpuBaTh B KOHTEKCTE JTYXOBHO-IIEHHOCTHBIX
OCHOBaHUM rOpCKOM HUBHIM3ALUH, UTO CIIOCOOCTBYET 3P PEKTUBHOMY I10-
3UIMOHUpPOBaHMIO JlarecTaHa Kak yHHUKaJIbHOTO MPOCTPAHCTBA CIIOXKHUB-
LIerocsl Ha NPOTSKEHUH CTOJETUH B MPOLECCE B3aUMOAECHCTBUS KYJIBTYp
pPa3HbIX HAPOJOB.

B ycnoBusix mo0anu3anuy BOSHUKAET ONTACHOCTb OTEPH HAILIMOHATIBHBIX
ocobenHocrell. B paznene «Kynbrypa» Ctpareruu HanpoHalbHON Oe3omac-
Hoctu Poccuiickoit @enepamnu 10 2020 roma oTMeyaeTcsi, 4TO «IIaBHBIMHU
yrpo3aMu HallMOHAIbHOM 0e30MacHOCTH B c(epe KyIbTYpbl SIBISIOTCS 3a-
CWJIbE MPOAYKIMH MACCOBOM KYyJBTYPbl, OPUEHTHUPOBAHHON HA TyXOBHBIE
MOTPeOHOCTH MaprHHAIBHBIX cioeBy [10]. [Toatomy 1utst coXpaHeHUs! dTHU-
YeCKOI caMOOBITHOCTH 0COOEHHO HY>KHA TOCYyJJapCTBEHHAs MOJIEPIKKa Tpa-
JTUIIMOHHOM KynbTyphl. Hanbonee 3pdekTuBHO 3TO MOXKET ObITH OCYLIECT-
BJIEHO IO JIBYM HalpaBICHUSIM:

—  BO-IIE€PBBIX, 10 JIMHUM HOPMATUBHO-IIPABOBOT'O PETYIUPOBAHHS;
— BO-BTOpbIX, MOMYJISAPU3ALUN TPAJAULHUOHHONW KYJIBTYpbl pa3iIMYHbIMU

CPEICTBAMH.

KauecTBeHHBIE M3MEHEHHS B OOIIECTBEHHOW XW3HU OKa3ajlu Cylle-
CTBEHHOE BIIMSHHME Ha BO3POXKJIEHUE STHUYECKON KyJBTYpbI, YTO IOTpE-
00BaJIO C YYETOM CIIOKMBIICHCS CUTyallMd OTpa3uTh B (eaepanbHbIX U
pPEruoHAJIbHBIX HOPMATUBHBIX aKTaX. AKTyaJu3yeT HEO0OXOAMMOCTb CO-
BEPIIEHCTBOBAHUS B HOPMAaTUBHO-IIPABOBOTO PETYIMPOBAHMS 3TOH chepsl
1 00CTOSITENHCTBA, OTMEUEHHBIE IKC-3AMECTUTEIEM MHUHHUCTpa MO TypHU3-
My M HapOJHBIM XYIOKE€CTBEHHBIM npombiciiaM Pecrybnuku arecran I
I AxmenoBbiM: «PbIHOYHBIE OTHOIIEHUS U CBOOOJHAS KOHKYPEHLUS, HE
pernaMeHTUpOBaHHAs «MYIPBIMM 3aKOHAMM», HAHECIU >KECTOKHMM ynap
110 Iar€CTaHCKUM HapOIHBIM NPOMBICIIAM, 0 HALIEH KYJIbTYPE B LIEJIIOM).
Kpome Toro, B n3006mi1nu MosiBUIUCH KyCTapHU-TMOAENIbIBATEIN HE3AaKOHHO
MOJIB3YIOLINECS] TEXHOJIOTUSMHU, ChIpbEM, NoTy(hadpukaraMu, He TUIATAIINE
HaJIOTH, UCIIOJIb3YIOIINE KycTapHOE 00opynoBaHue. B koHeuHoM cuere, 3TO
MPUBOANT K TUCKPEAUTANNN OPEHIOBBIX M3MEIHI, HAHOCUT yIIepO UX Xy-
JI0’KECTBEHHON IIEHHOCTH. BO-BTOPBIX, MOSBUINCH MPEANpUsATUs, paboTa-
IOIKE MO CXOKEeH TEXHOJIOTUH, KOMUPYIOLUIUE TEXHOJIIOTHIO pa3paboTaHHYIO
MacTepaMu TPaAULMOHHBIX XYJ0XKECTBEHHBIX IPOMBICIOB, UX CTUIb [11].
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[ToaToMy 3 pexTrBHAs NOAAEPIKKA TPATUIIUOHHBIX XY10KECTBEHHBIX MTPO-
MBICTIOB, U OCOOCHHO OpPEHIOBBIX M3JEIHM, CTajda BOZMOXKHA IPU JETallb-
HOI mpopaboTKe HOPMATUBHO-IIPABOBOM 0a3bl (YHKIMOHUPOBAHUS IPEA-
HMPUATHI OTPACIIH.

Tak, KOHKPETHBIM BBIPA)KEHHEM TOCYIAPCTBEHHOW KYJIBTYPHOM MOJIUTH-
KU B 3TOM Borpoce ctai denepanbHblil 3akoH 0T 6 ssHBaps 1999 r. Ne7-03
«O HapOJHBIX XYI0KECTBEHHBIX IIPOMBICIAX», B KOTOPOM IIEPE]] OpraHaMu
rOCyJapCTBEHHOM BIACTH U MECTHOI'O CaMOYIIPABIICHUS IOCTABJICHBI 33191
110 00€eCIeYEeHNI0 IKOHOMUYECKHX, COLIMATIBHBIX U UHBIX OpraHU3aIllMOHHBIX
YCIIOBUH 10 BO3POXKICHHUIO, COXPAHEHHUIO U Pa3BUTHIO HAPOIHBIX XYyHOXKeE-
CTBEHHBIX MPOMBICIIOB. BakHO 4TOOBI 3Ta AESITENBHOCTH OCYIIECTBISIIACH
B TPAJULUU Pa3BUTHUs HAPOAHOIO MCKYCCTBA B OIPENEICHHON MECTHOCTU
B IIpOLIeCcCe€ TBOPUYECKOTO PYUHOIO TPyAa U/UIU MEXaHU3WPOBAHHOTO TPyna
macrtepos [12].

OO6miast cutyarnust B 00MacTH COXpPAHEHUS W PA3BUTHUS TPATUIIMOHHOM
KyJBTYpbl TpeAcTaBieHa B BEIOMCTBEHHON mporpamMme MuUHHCTEpPCTBA
IPOMBILUIEHHOCTH U Toproeiu Poccuiickoit @enepanuu «O06 yTBepKACHUN
Crparerun pa3BUTHS HAPOAHBIX XYIOXKECTBEHHBIX MPOMbICIOB Ha 2015-
2016 rr. u Ha nepuon 1o 2020 rona». KiroueBbIM MOMEHTOM JTOKYMEHTA $IB-
Js€TCSl MOHUMAaHUE MECTa U POJIM HAPOAHBIX XY/10KECTBEHHBIX MPOMBICIOB
KaK BaKHEHIIel TpaauuuoHHON (opMbI KyIbTyphl HaponoB Poccuu, cro-
coOCTByIOIIEH COXpPAaHEHUIO HAIMOHAIBHOW WACHTUYHOCTH. CTparerueit
OIpe/esIeHbl OCHOBHBIE HANPABJIEHUS MOAJEPKKU IPOMBICIOB: MPAaBOBOE
perylupoBaHue UX JEATEIbHOCTH, NOMYJIsIpU3alus TBOPYECTBA HAPOHBIX
MacTepoB, yUeT MeCT ObITOBaHUS Pa3MUYHBIX MPOMBICIOB, a TaKKe BEIy-
IIMX MAacTepOB, XYI0KECTBEHHBIX OpPraHU3allUi 3aHATHIX B 3TOM cdepe u
T.Il.; YCTAHOBJIEHBI MEPBI TOCYAAPCTBEHHOTO KOHTPOJISI IPOAYKIIUU, KPUTE-
pUU OLIEHKH XYIO0KECTBEHHOM LIEHHOCTH W3JIEJINi; HAMEUYEHbl MEpPOIPUs-
THS 10 MONYJISPU3ALUU, YUETy U KOHTPOJIIO UX COXPAHHOCTHU B MY3€HHBIX
skcno3uuusx. [13].

B poccuiickux pernonax, B 4aCTHOCTH B J[arectane, IIMPOKO MPUMEHSIET-
sl IPaKTHKA, 00ECIeUnBaloIasi TOCYIapCTBEHHYIO MOAICPKKY TPaIUIIUOH-
HOM KyJIBTYpBI HApOAOB Hacestonux pecnyonuky. B 2014 1. 6pu1a npunsra
TocynapcTBennas nporpamma «Passutre kynbTypsl B PecriyOnuke Jlarecran
Ha 2015-2020 ronp», OIHUM U3 HAPABICHUN peaau3ali KOTOPOMl sBIsSET-
Csl COXpaHEHHE U Pa3BUTHE MHOTOHAIMOHAJIBHOTO KYJIBTYPHOTO Hacleamus,
MOJIEPIKKA PA3BUTHsl YHUKAJIBHOU KYJIBTYpbl HaponoB Jlarecrana. Bonpocsl
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COXpaHEHUsI U Pa3BUTHS HAPOAHOIO TBOPYECTBA M TPAAMLIMOHHOU KYIBTY-
PBI BBIAEJIEHBI B OTJENbHYO noanporpaMmy [14]. B psaay 3akoHogareabHbIX
aKTOB, pealn3alusi KOTOPbIX CIOCOOCTBYET PAa3BUTUIO TPAJUIMOHHBIX pe-
Mecenr, 0co00 MeCTo 3aHMMaeT 3akoH «O HapOIHBIX XyI0KECTBEHHBIX TPO-
MeIciax PecnyOnuku larecran» ot 15 nexabps 2000 . Ne 28 [15]. Ha ochHo-
B€ ATHX U APYTUX JTOKYMEHTOB ObUIM pa3paOoTaHbl HOPMATHBHO-TIPABOBBIE
aKThl, YYUTHIBAIOIIME MECTHbIE YCIOBUS U OCOOEHHOCTH PETHOHA, BO3pOCia
POJIb OPraHOB MyHMLIMIIAJILHOTO YPOBHS B IOAJIEPIKKE MPEANPUITUN HApO-
HBIX Xy/J0’)KECTBEHHBIX ITPOMBICIIOB.

B Jlarectane Xym0XeCTBEHHbIE IPOMBICIIBI BCETJa BOCIIPUHUMAIIUCH,
C OJTHOU CTOPOHBI, KaK OTPacib IPOMBIILIEHHOCTH, a, C IPyTroi, Kak cde-
pa HapoAHOIO TBOpYeCcTBA. Takoe coueTaHue yTUIUTAPHOIO U KpeaTuB-
HOT'O, TPaJULMU U HOBATOPCTBA, MO3BOJIMUIN COXPAHUTh U OCOOEHHOCTH
CTUJIS, U XYJO0KECTBEHHYI0 MHJMBUIYAJIbHOCTh. JTO JAEJalio U JiesaeT
W3/1eJIMs TOMYJISIPHBIMHM U IIHPOKO M3BECTHBIMU HE TOJIBKO B CTpaHe, HO
U 3a ee MpejenaMu, IJie OHH, 110 CYyTH, BBICTYNAaOT KaK 3THOKYJIbTYpPHbIE
OpeHIbI.

Oco0yro 1IEHHOCTb HapOJHBIE XYIOXKECTBEHHBIE IPOMBICIIBI UMEIT B
Harile BpeMs. B Bek aBroMaTu3anuy U KOHBEepu3aluy Nporu3BOACTBA TaKUe
U3JIENNs, BBIIIOJHEHHBIE B OCHOBHOM BPYYHYIO, BBI3BIBAIOT HEIOAEIbHBIN
HWHTEpeC. ITO OOCTOSTENBCTBO JIeNIaeT X HanbOoyiee MPHUBICKATCIBHBIMUA U
KOHKYPEHTHBIMHU.

B nensx akTuBM3aLMU MOIEPKKU HAPOIHBIX XYy/10/KECTBEHHBIX IPOMBIC-
JIOB MOXXHO ¢(hopMyTHpOBaTh B OOIINX YePTaX HECKOIBKO HANPABICHUH Jes-
TEJILHOCTHU B 3TOM cepe:

Ilepsoe, nogvluenue KOHKYPEHmMOCHOCOOHOCMU NPEOnPUAMULL HA GH)-
mpenHem U 6Heunem puiHkax. B 3TUX 1ensix HeoOX0AUMO MPEICTABIATH Cy0-
CHJIMU B OCHOBHOM CBSI3aHHBIE C BO3MEILEHHEM YaCTH 3aTpar Ha puoodpere-
HUe 000pyI0BaHMsl, AEKTPOIHEPTUH, ChIPbs. [IepCrieKTUBHBIM B 3TOM IUIaHE
Buautcs pemenue IIpasutenscrBa PecriyOnuku [larectan ocBoOOIUTH Mpo-
M3BOZCTBO U3/IEJINN HAPOAHBIX XyI0KECTBEHHBIX MPOMBICIOB OT HAJIOTOB HA
MMYIIECTBO M Ha 3€MJII0, YTO, OE3yCIIOBHO, CKa)KETCsS Ha MOBBIIIEHHE KOH-
KypEHTHOH MPUBJIEKATEIbHOCTH U3AEIMH U SKOHOMUYECKOH yCTOHUMBOCTH
npeanpusTiii (cM. nozxpo0O.: [16]).

Bmopoe, npoosusicenue npooykyuu Xy0orcecmeenHviX NpoMbICI08 HA
MeNCPe2UOHATIbHBIE U MEeNCOYHAPOOHble pbiHKU. B paMKax 3TON JesTelbHO-
CTH OCYILECTBIISICTCS YACTUUHOE (PMHAHCHPOBAHKE 32 CUET MECTHOTO U PETH-
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OHAJILHOTO OIOJKETOB, y4acTHE MPEANPUATUI B MEKPETHOHAIBHBIX, BCEPOC-
CUICKHX U MEXJAYHApOIHBIX BBICTaBKaX, SpMapKax.

B sTroM HampaBieHHWH MEPCHEKTUBHBIM BUAMTCS TECHOE COTpyAHHUYE-
ctBO Jlarectana u AszepbaiijykaHa B IPUBJIEUEHNN NOTEHIIMAIA HAPOJHBIX
Xy[0’)KECTBEHHBIX IIPOMBICIIOB B Pa3BUTHHM TyPUHIYCTPUU. 3AE€Ch B aKTHUB-
HOM (paze HaxoaUTCs pa3paboTKa HOBBIX BO3MOXKHOCTEH B paMKax TPaIHUIIHU-
OHHBIX TYPUCTCKUX HANpaBIeHUN (raCTPOHOMUYECKOTO, I03HABATEIBHOTO,
HKOJIOTUYECKOT0, MOPCKOTO U Jp.). OOCTOATENbHBIN pa3roBop 00 3TOM ¢
yuactueM lIpesunenra Azepbaiimxanckoit Pecniyonuku rocrionuna Mipxa-
Mma AnmeBa cocrosuics B anpesne 2018 . B baky B pamkax XVII Azepbaiin-
KAHCKOW MEKTyHapOJIHOU BBICTABKY TypHU3Ma U IyTEHIECTBUM, HA KOTOPOI
ObuIa MpencTaBiIeHa M SKCIO3ULUS HAPOAHBIX XYI0XKECTBEHHBIX MPOMBIC-
noB Jlarecrana. Poccuiickuil peruoH HpOsIBISIET aKTHUBHYIO 3aHMHTEPECO-
BaHHOCTb B Pa3BUTHUH, COBMECTHO ¢ A3epOaii’KaHOM, JKeJIe€3HOA0POKHOTO
Typu3Ma C BKJIKOUYEHHEM B MapUIpyT KPYNHEHWIINX LIEHTPOB HAPOIHBIX XY-
J0’)KeCTBEHHBIX MpoMbIciioB FOxkHoro Jlarectana, a Takke KpyU3HbBIX TYpOB
no Kacnuiickomy Mopio.

B camom [larecrane co3narorcs TYpUCTCKUE MApPUIPYTHI C MOCEHICHUEM
LIEHTPOB HApOJHBIX XyJOKECTBEHHBIX MPOMBICIOB. Tak, 6a30BbIi TYypUCTH-
yecKui MapupyT «/larecran Ha nepekpecTke Benukoro menkoBoro myTu»
JIOTIOJTHEH PSAJIOM HAIpaBJIEHUH, BKIIIOYAIOIIMX IOCEHIEHHE IIEHTPOB Tpa-
TUIMOHHBIX pemecel: «/lep6ent-2000», «Kybaun — ayn 371aTOKy3HEIIOBY,
«ITyremectue no [Apesuemy Kaiirary» u npyrue. [lonyiaspHocTbiO y TypH-
CTOB TOJIb3YIOTCS KCKYPCHOHHBIE MAapIIPYThl B IEHTPHI HAPOJHBIX Xy0XKe-
CTBEHHBIX MpoMbIciioB— Ky6auu, banxap, ['onatis, Xyunu. 31ech coznaercs
UHGPACTPYKTypa: CTPOSITCSI TOCTHUHMIIBI, TOCTEBBIE TIOMHMKH, MPEANPUATUS
0O0IIeCTBEHHOTO MHUTaHUS U T. I. [IpakTu4yecku Bce TypUCTCKHE HampaBie-
HUSI UMEIOT BBIXOJI HAa IIEHTPBI COCPETOTOUYEHHS HAPOTHBIX XY/I0’KECTBEHHBIX
IPOMBICTIOB. MUHHUCTEPCTBO MO TYpU3My U HApPOJIHBIM XYJOKECTBEHHBIM
npombiciiaM PecriyOnuku Jlarectan 3aMHTEpECOBAHO B aKTMBHOM PAa3BUTHUU
COTPYIHUYECTBA C palloHaMU, IJIe KyJIbTUBUPYIOTCS] HAPOAHbIE XyJ0KECTBEH-
HBIE TPOMBICITBI (CM. TOP00.: [16]).

Tpemve, nonynapuzayus npooyKyuu HAPOOHLIX XYOOIHCECMBEHHBLX
NPOMbICI08 UYepe3 TOCTOSHHO JIEWCTBYIOLIME 3KCHO3ULMU B BbICTABOY-
HO-SIPMOPOYHBIX KOMIIJIEKCAX, OPTaHU3alNUN IKCKYPCUI Ha IPENNpUATHS,
MacTep-KIacchl JUIsl MOJIOJEKU. AKTUBHOMY MPOABUKEHHUIO MPOIYKIUU
CIOCOOCTBYET OTKPBITHE Mara3nHOB-CAJIOHOB, UX XyH0XKEeCTBEHHOE 0(hopM-
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JeHue, MpPOBEACHUE PEKJIAMHBIX KOMIMaHW. BakHBIM CTHMYJIOM B MOA-
JIEP’KKE HApPOAHBIX XY/I0’KECTBEHHBIX IPOMBICIOB SBIISIETCS MPEAOCTaBIIE-
HUE TPAHTOB, IPEMHI TBOPUECKUM KOJJIEKTUBAM M OTIEIIBHBIM MacTepaM,
YCTAHOBJICHUE PETMOHAIBHBIX HArpaja B BUJE 3HAKOB OTIMYUS, OYETHBIX
IpPaMoOT, 3BaHMI 3a BBIJAIOIIMNCS BKJIaJ B COXpAaHEHUE U pa3BUTHE HApOA-
HOT'O TBOPYECTBA.

B mpaktuke paGoThl OPraHOB roCyIapCTBEHHON BIACTH U MECTHOTO ca-
MoymnpasieHus JlarectaHa 1no (popMUpPOBaHMIO ATHOKYJIBTYPHBIX OpEHIOB
pecyOarKy TPaJUIMOHHON CTaja OpraHu3alus U MPOBEICHHE MEXIyHa-
POAHBIX U MEXPETHOHAJIBHBIX (POPYMOB, (ecTHBaiei, KOHKYpPCOB, OOMEH
OMBITOM pPalOTHI, YIIyOlieHHe KyJIbTYpPHO-3KOHOMUYECKUX CBSI3eH MEXay
pernoHaMu. AKTHBHO HCHOJIB3YIOTCSI CPEJCTBA MacCOBOI MH(OpPMAIUH, 13-
JIAr0TCA KaTaJIOTH U3JeJIMI HapOIHBIX Xy0KECTBEHHBIX ITPOMBICIIOB, ITPOBO-
JISITCSI BBICTABKU MAaCTEPOB, PYKOBOAUTENN MPEANPHUATHIA 00ydaroTCs BOIPO-
caMm TNoBbILIeHUs 3P PEKTUBHOCTH BeileHUs On3Heca.

PaGora o npoaBuKEHNIO 3THOKYJIBTYPHBIX OPEH/I0B PECITYOIUKH SBIISET-
Csl HE TOJIBKO OOBEKTOM YIIPaBIICHUS U PETYJINPOBAHHS CO CTOPOHBI TOCyaap-
CTBEHHBIX OpraHoB. B pernone co3gana cucreMa HayyHOI'O COIPOBOXKAECHUS
9TOH chepbl, B TOM YUCIIE U UCCIIEIOBAHUS TPAAUIIMOHHBIX Xy/I0KECTBEHHBIX
npoMbIciioB. COCTaBHBIMU €€ 3JIeMEeHTaMU cTayu PecryOnukanckuit oM Ha-
poaHoro TBopuyecTBa MuHHcTEepCcTBa KynbTyphl Pecybnuku [larecraH, Ha-
YUHBIE LIEHTPbl TYMaHUTAPHBIX By30B, MHCTUTYTHI JlarecTaHCKOro Hay4YHOTO
neHtpa PAH, neHTpbl HalMOHAIBHBIX KYJIBTYP, 10Ma HAPOJHOI'O TBOpYECTBA
U JApyrue CTPyKTYphl. B 3HAUMTENBHOM CTENEHN X JIEeATENbHOCTh CBA3aHA U
C MOMyJsApHU3alend TPaIULINOHHON KYyJIBbTYpPBI.

Taxum 06pa3oM, OJTHUM U3 BaKHENIINX yca0BUM 3 HEeKTUBHON OAAEPHK-
KU 3THOKYJIBTYPHBIX OpeH0B Jlarectana sBisieTcs 3a00Ta 0 COXpaHEeHHU Ha-
KOIIJIEHHOTO BEKaMU IJIOAOTBOPHOI'O COTPYIHUUECTBA HAPOAOB B BBIpAaOOTKE
ayTEHTUYHBIX (OPM U CTUJIEH JEKOPAaTUBHO-IIPUKIIAHOTO HCKYCCTBA, YTO
MO3BOJIMTh COXPAHHUTh €ro 0a3UCHYI0 OCHOBY, HECMOTPSI Ha MEHSIOIIHEecs
LIEHHOCTH MOTPEOUTENHCKOrO 00IIECTRA.

B 3HauuTENBHON CTENEHN NPUUUHBI KPU3UCHOTO COCTOSIHUSL HAPOIHBIX
XyJI0’)K€CTBEHHBIX NPOMBICIOB KOPEHATCS HE TOJIBKO B OOBEKTHBHO CJIO-
KUBILHUXCS YCIOBUAX U 0CJIabJ€HUHU BHUMAHUS rOCyAapCcTBa K UX pa3BU-
THIO, HO M B HEJJOCTATOYHOM NMpopaboTKe Ha 3aKOHOJATEIHLHOM U HAyYHOM
YPOBHSAX MOHSTUS «PETHOHANBHBIN KYyIbTYPHBIH OpeHI». DTO MPUBOAUT
K HEJOOIEHKE PErHOHAMU CBOMX JIOCTHIXKEHUN B 00JACTH KYNBTYpHI, HE
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TOJILKO KaK pecypca YKpeIuIeHUs MeKHAIIMOHAIbHOIO COTacus, HO U CO3-
JlaHus TO3UTUBHOIO UMuKa Tepputopuid. [Ipesunent Poccuiickon dene-
pauuu B.B. Ilytun B xone 3acenanusi Cosera npu Ilpesunente Poccuii-
ckoii denepanuu Mo MexXHauoHaaIbHOM oTHoIeHusM 20 utons 2017 r. B
Homkap-Orne, mocesuieHRHoro peamusanuu CTpaTerny rocylapcTBEeHHOM
HallMOHAJIbHON moJMTUKN Poccum Ha mepuon no 2025 roma, B kauecTse
oHOH u3 Mep 3P PEeKTUBHON peanu3any rocyiapcTBeHHOM HAaIlMOHAIb-
HOM MOJUTUKM yKa3ajl Ha HEOOXOAMMOCTb PETMOHAMHU U MYHHULMUIANIU-
TEeTaMH Pa3BUBATh W MOMYJSIPU3UPOBATH CBOM STHOKYJIBTYpPHBIE OpEHIBI.
«JlocTyn K UX uM3y4eHuro, — orMeTua [Ipe3nientT, — 4acTo orpaHMYMBaET
HE TOJIbKO HEAO0CTaTOuYHasi MUHPPACTPYKTypa, HO U TpUBHUAJIbHASA O€3bIHU-
MATUBHOCTH Ha MecTax» [17].

Ha sxcniepTHOM ypoBHE OTMeuaeTcs HeJ0CTaTOYHOE BHUMAaHHME MCIIOJIb-
30BaHUI0 POCCUMCKHMM PErMOHAaMH CBOUX JIOCTH)KEHUH B 00JIaCTU KYJIbTY-
pbl. @opmHpoBaHue KyJIbTypHBIX OpeHI0B B JlarectaHne, Hanpumep, CBUeE-
TEIbCTBYET O 3HAUUTEIBHOM MO3UTHUBHOM OIIBITE€ Pa3pabOTKU pazIUYHbBIX
IIPOrpaMM KyJbTYPHOT'O Pa3BUTHUsI PETMOHA, OJHAKO, KaK M BO MHOTHUX ApY-
I'UX TEPPUTOPUSX, 3/1€Ch OTCYTCTBYET €AMHBIH METOIO0JIOTMYECKUI MOAX0
U METOJMKA JUId UX pa3pabOTKH, YTO MPHUBOAUT K HecOaJaHCUPOBAaHHOCTU
B Pa3BUTHM OTJIEJIbHBIX HaNpaBIEHUH KYyJIbTYpPHOH MOJMTHKU Kak (axkropa
pernoHasnibHOrO paszutus [18]. Tak, HEHTpbI MPOM3BOJCTBA J1areCTaHCKUX
opennoB — Kyb6aun, banxap, teppuropun FOxuoro [larectana u npyrue,
ObIBILIME paHEe BIOJIHE OJIaronoNIy4YHbIMU C TOUYKH 3PEHUS S3KOHOMHUYECKOIO
pa3BUTHS, B PE3YJIbTATE KPU3UCHOIO COCTOSIHUSI HAPOAHBIX XyHA0KECTBEHHbIX
MIPOMBICJIOB CTaIM JAETPECCUBHBIMU [19]. DTO CBUIIETENBCTBYET U O APYToOil
npobneme, — caboil HaydHOU MpopabOTKe BOMPOCOB, CBA3AHHBIX C Pa3BH-
THEM TEPPUTOPUH, UTO «XapaKTEpU3yeTcsi KakK Mpolecc OeCCUCTEMHbIH, He
MMEIOLIUNA UCCIEOBAHUM U YE€TKOro no3ulinonupoBanus» [20]. He ciyyaii-
HO, Ha MapjlaMEHTCKUX ClIylllaHusix Ha TeMy «HapoaHble Xyn0KeCcTBEHHbIE
HPOMBICIIBL: TPOOIEMbI COXPAaHEHHs U Pa3BUTHS», MPOXOJUBIINX B MoOCKBe
26 anpeina 2011 . ormewanocs: «Ham Hy>)kKHO AyMaTe O TOM, KaKOBBI JTOJIKHBI
ObITh THOKHE (HOPMBI U METOJIBI TOCYIAPCTBEHHOTO MPOTEKIIMOHN3MA, 3alllU-
Thl HHTEPECOB HAIIUX XyJO)KECTBEHHBIX IIPOM3BOJUTENCH B TakOM o0ObeMe,
B Takoi opme, 4TOOBI MPUOPUTET HAIIETO HAPOAHOTO UCKYCCTBA OBLI COOT-
BETCTBYIOIIUM 00pa3oM 3amuiien» [21].

Htak, popmMupoBaHue 3THOKYJIBTYPHBIX OpEHI0B TpeOyeT KOMILIEKCHO-
ro TOAXOJa B PEIICHUHU 3TOH HE MPOCTOH, HO MIOJOTBOPHOH 3amaduu. Dd-
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(dekTHBHAs perpe3eHTaIus OpeHaa JaeT BO3MOXHOCTh KOHCOJIHUIUPOBATH
ATHUYECKYIO KYJIBTYPY pa3HbIX HapoaoB. AsepOaiimkan u [larectan 3To
TEPPUTOPUH ¢ OOTAaTOW Tpaaulued MEKHAIMOHAIBHOTO B3aUMOJICHCTBUS.
dopmupoBaHUE U3BECTHBIX OPEHIOB JlarecTana mpoxoauio B TECHOM B3aH-
MOJICHCTBUY U MOJ BIUSHUEM PEMECICHHBIX IICHTPOB coceqHel pecmyOnu-
KM, 9TO CO3/IaeT YHUKAJIbHYIO BO3MOXKHOCTh W B HAIlle BPEMs MPOIOIKATH
3Ty TJIOJOTBOPHYIO TEHACHIINIO Ha B3aUMHOU ocHOBE. OJTHUM U3 Ba)KHBIX
ciaraeMbix 3(pGEeKTHBHOTO OpeHAMPOBAHUS SIBISCTCS HE TOJBKO TOBBIIIIE-
HUE CTaTyCHBIX BO3MOXKHOCTEH, HO M PEIICHUE BIIOJHE KOHKPETHBIX 3aJad
CBSI3aHHBIX C YCKOPEHHUEM COIIMOKYIBTYPHOTO MOTeHIHaNa Teppuropuid. C
TOYKH 3PEHUS SKOHOMHKH, PAa3BUTHE XYI0KECTBEHHBIX peMeces, aKTHBHOE
BKJIIOYCHHE UX BO B3aWMOJCHCTBUE C JAPYTMMH HaIlpaBIeHUsSMH (HANpH-
Mep, TyPU3M) CO3/1a€T HOBBIC TOPU3OHTHI UX (YHKITMOHUPOBAHUS U 3P eK-
TUBHOTO TIPOJABUKCHHUS HA dTOW OCHOBE PETHOHAIBHBIX ITHOKYIBTYPHBIX
OpeHI0B.
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Irina Qorlova, Timofey Kovalenko, Viadimir Naumenko (Rusiya)

Dagistanin badii xalq sanatlori arazilorin etnomadani brendlasmasinin

manbayi kimi: konseptual asaslar va iralilayis perspektivlori

Mogqalado Dagistan Respublikasinin etnomoadoni brendlor potensialinin ef-
fektli inkisafi vo hoyata kegirilmasinin bazi istiqgamat va prinsiplori nozordon
kecirilir. ©nonovi istigamatlordon — bodii xalq sonstlori miisssisalorinin
normativ-hiiquqi nizama salinmasi, anonavi xalq madoniyyatinin miixtalif
vasitolorlo genis yayilmasindan alave, asas anlayislarin golocok ganunveri-
ci tokmillogdirilmosina zorurst askara ¢ixarilmisdir. Xalq badii sonotlorinin
etnomadani brendlagmo monbayi kimi foaliyyatin osas formalari miiassisalorin
daxili vo xarici bazarlarda rogabotin artmasi, regionlararasi vo beynoslxalq ba-
zalara hasilatin iraliloyisi, badii xalq sonatlori mohsulunun populyarlasdiril-
masi1 konseptual cohatdon asaslandirilmigdir. Miislliflorin rayince, Dagistan
vo Azorbaycanin dovlat hakimiyyati orqanlarinin garsiligh tosiri domiryolu
vo kruiz turizminin inkisafi lizro birgo todbirlor ¢orgivosindo brendlorin
iraliloyisindo soylorin birlosdirilmasi aktualdir.

Acgar sozlar: etnomodoni brend, xalq badii sonatlori, Dagistan, Azorbaycan,
madoniyyatlorarast qarsiliqli slage
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Irina Gorlova, Timofey Kovalenko, Viadimir Naumenko (Russia)

Folk arts and crafts of Dagestan as a resource of ethno-cultural

branding of territories: conceptual foundations and prospects

for promotion

The article discusses some areas and principles of effective development
and realization of the potential of ethno-cultural brands of the Republic of
Dagestan. In addition to the traditional areas — the lega regulation of the
activities of enterprises of folk art crafts, the popularization of traditional folk
culture by various means, the need for further legislative development of the
basic concepts is revealed. The main forms of supporting activities in the field
of folk artsand craftsasaresource of ethno-cultural branding are conceptually
substantiated, which include in creasing the competitiveness of enterprisesin
the domestic and foreign markets, promoting products on interregional and
international markets, popularizing the products of folk art crafts. According
to the authors, the relevant is the interaction of state authorities of Dagestan
and Azerbaijan to consolidate efforts in promoting brands as part of joint
activitiesto develop rail and cruise tourism.

Key words: ethno-cultural brand, folk art crafts, Dagestan, Azerbaijan,
intercultural interaction
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UZEYIR HAJIBAYLI’'S MUGHAM OPERA
“LEYLI AND MAJNUN” IN THE CONTEXT OF
THE WORLD MUSICAL CULTURE

abstract. The beginning of the twentieth century was marked by a very
important and significant event in the cultural life of Azerbaijan. In 1907,
Uzeyir Hajibayli wrote the opera “Leyli and Majnun”. It was the first opera in
the East. A new genre, mugham opera, was born. It was the first opera based
on national folklore.

Mugham is the principal musical material of the opera. It has been
performed for more than a century, but still, the operais popular and loved
by the public.

Moreover, itwonloveandrecognitionall over theworld andissuccessfully
performed in different countries.

What is the secret of its popularity? | would like to emphasize three
components, among many factors:

1) Itismugham itself —agenrethat unitesal Near and Middle East nations
and is admired by them.

2) Itisabrilliant self-titled poem written by Fuzuli that describes the tragic
story of two lovers. This theme is one of the favorite themes of the East.
Academician Ignatiy Yulianovich Krachkovsky wrote: “Manun and
Leyli in the East are better known than Romeo and Juliet in the West.”
There are over 40 poems dedicated to this theme in the written literature
of the East, with the poems by Nizami, Nava'i, and Fuzuli being the most
outstanding. Fuzuli’s “Leyli and Majnun” stands out by the beauty of
its lyrics. It is emphasized by the beautiful ghazals the author wrote to
enrich his poem. The poetry of the East is distinguished by the beauty of
its melodic lyrics. It was born from music, and Fuzuli’s ghazals prove
this. Every event described in the poem is accompanied by a relevant
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ghazal. The ghazals add extraordinary melody to the poem, and it's not

surprising that Uzeyir Hajibayli, an outstanding Azerbaijani composer,

used particularly Fuzuli’s poem for his opera. 3) Last but not least, it is

great Uzeyir Hajibayli, who could combine al these factors and create a

truly brilliant work with superb and unique music.

Uzeyir Hajibayli’s deep knowledge of Fuzuli’s poetry, shown in a very
delicate and meticulous work with the poetic source, contributed to the
creation of an integral dramatic work.

Key words: mugham, ghazals, dramatic development, intonation, melody.

Introduction. The beginning of the twentieth century was marked by
a very important and significant event in the cultural life of Azerbaijan. In
1907, Uzeyir Hajibayli wrote the opera “Leyli and Majnun”. It was the first
operain the East, giving birth to a new genre, a mugham opera.

The interpretation of the main material. What is the secret of its
popularity? There are three components, among many factors, that have
contributed to the fame of the opera:

1) Itismugham itself —agenre that unites all Near and Middle East nations
and is admired by them.

2) Itisabrilliant self-titled poemwrittenby Fuzuli. Thethemeraisedinthispoem
is one of the favorite themes of the East. Academician |1.Yu. Krachkovsky
wrote: “Manun and Leyli in the East are better known than Romeo and
Juliet in the West, and who knows, maybetherefrain“1, Leyli thatisused in
countless songs performed by peoplein the Arab East countries at the onset
of the night, is the reference to not only night in a literal meaning of the
word, but it aso cherishes Leyli, Mainun’simmortal beloved.” [1-31] This
beautiful and sad legend was born on Arab soil, and it inspired the poets
to write many literary works. There are more than 40 poems in the written
literature of the East that are dedicated to thistheme. The poems by Nizami,
Nava'i, and Fuzuli are the most outstanding among them. While Nizami’s
goa wasto write a psychological poem, and the poem of Nava'i has strong
dramamotifs, Fuzuli’s“Leyli and Manun” isdistinguished by the beauty of
itslyrics.” [2-72]. It isemphasized by the beautiful ghazals the author wrote
to enrich his poem. Every event described in the poem is accompanied
by arelevant ghazal. The ghazals are intertwined into the situations and
moods of the characters to such an extent that they are perceived as an
integral component of the narrative. The ghazals add extraordinary melody
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to the poem, and it’s not surprising that Uzeyir Hajibayli, an outstanding
Azerbaijani composer, used particularly Fuzuli’s poem for his opera. To
depict the characters and convey their feelings, Hajibayli used ghazals that
underpin the mugham episodes of the opera.

The first act of the opera begins with the following ghazal:

Yandi canim hicr ilo vasli-ruhi yar istaram. [ 1-400]
WE re separated and my soul isweary, | yearn for my beloved's breeth. [ 1-400]

Majnun performsthisghazal intheform of mugham with Mahur-Hindi meter.
It puts listeners into the atmosphere of anguish and sadness. At first glance, there
isacontradiction between the nature of poetic linesand music. This contradiction
Is shown as follows: the beginning of the opera tells us how the love between
Leyli and Mgnun was born. They met at school and passionately fell in lovewith
each other. Mahur-Hindi meter, quite consstent with the general mood, creates
an elevated atmosphere, while the ghazal performed by Mgnunisthelast onein
the poem, and he dies after it. This ghazal is a climax that reflects Majnun’s utter
sufferings. He simply cannot live without his beloved.

Fani olmagq istaram, yani balayi-dahrdan,
Rahati cismi-zaifii cani afkar istoram. [1-401]

| strive to shelter in oblivion from the woe of our sore days,
My soul and body yearn for freedom from a grievous pain.

How can we explain the fact that Hajibayli puts this most tragic ghazal of
the poem at the beginning of the opera, and moreover at the first scene of the
first act? It is assumed that Hajibayli wanted to show that the characters had
been doomed to suffer, predicting their future fate and inability to be happy in
a world where fiery and rapturous feelings, dreams, and desires were trumped
by medieval customs and prejudices. Uzeyir Hajibayli was an expert in
Fuzuli’s poetry, therefore the way the musical material is constructed and the
existence of the “rock theme” in the opera are justified, especially considering
that the poem also reveals the theme of doom and an unhappy ending. At the
beginning of the poem, Fuzuli tells about the birth of Majnun, the only long-
awaited son. However, the boy bursts into sobs once he is born:
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Ol dom ki, bu xakdana diisdii,
Halimi bilib faqana diisdii,

Axur giintin avval eylayib yad,
Axitdr sivigkii quldi foryad. [1-271]

As soon as he came to thisworld,
He cried, having realized hisfate.
He foresaw his ending day,

And shed atear and began to wail.

Thus, the beginning of the operais characterized by two layering pieces
of art: mgor scale music that invites us to the scene where the two lovers
experience the bloom of their affection, and a poetic word demonstrating their
tragic end.

Two first couplets, or bayts, of the ghazal are heard in Majnun’s solo part:

Yandi canim hicr ila vasli-ruhi yar istaram
Doard-mandi firgatom, dormani-didar istoram.
Biilbiilti-zaram, dayil bihuda afgan etdiyim,
Qalmisam nalan qafas qeydinda, giilzar istaram.

We're separated and my soul isweary, | yearn for my beloved’s breath
And balm of seeing the bright-faced maid when we are torn asunder.
A nightingale, | sing the songs of sorrow, | do not sigh in vain.

Being tired in the cage, | want to fly to gardens and burst out crying.

These bayts do not fully express the tragedy of the entire ghazal. We see
aman who is deeply suffering from separation from his beloved. Music and
poetry seem to merge together in this musical episode. The music follows all
the nuances of the ghazal, where the latter can be attributed to the group of
meditative — elegiac ghazals.

Thisghazal hastetrametric, 15-syllable Ramal meter: fA ilAtunfAilAtun
fA"ilun. Asknown, obligatory rhythm isnot characteristic of mugham. One of
the principal features of mugham art is the free organization of the rhythmic-
temporal factor and fixed organization of the tonal factor. The presence of a
fairly fixed rhythmic pattern is dictated exclusively by the rhythm of Ramal
meter.
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Long syllablesare mainly expressed in larger durations: eighths, quarters,
and halves. Short syllables are expressed in the sixteenth duration. It should be
noted that attributing syllablesto relevant durations is not mandatory because
mugham has no fixed metric organization. Depending on the individual
manner of performance, a long sound, as seen in our example, can stretch
and be enriched with intricate mel odic phrases. However, such phrases do not
change the basic structure of the rhythmic pattern.

Another type of ghazal performed in the form of an emphatic song is used
only in the first act of the opera. Starting from Shikestei-fars mugham we hear
love ghazals that describe the confessions and feelings between the lovers.

Gordiim ol xursidi-hiisniin, ixtiyarim qalmadi.
When | saw your heavenly face, from my strength | was deprived. ()

Payiband oldum sari-ziilfi pariganin goriib
When | saw your dusky hair, from my speech | was deprived

Konliim agilir ziilfi- parisanin gorcak.
When I see your flowing hair, my spirits rise.

Each performance makes the actions more dramatic, enhancing the
feelings. The tension of melodic development increases, the tessitura reaches
higher pitches, and the music is enriched by more phrases and becomes more
ornate. Useyir Hajibayli took this group of ghazals from Fuzuli’s diwan in
Azerbaijani. This is because the ghazals in the poem “Leyli and Manun”
express the suffering of the characters after separation, and therefore,
Hajibayli used them to convey the feelings of love, happiness, and delight. It
is not surprising that we will not hear them further in the opera. The ghazals
in the form of emphatic songs have become an integral part of the dramatic
development of the opera, enriching it with beautiful poems and marking
its bright culmination. The confession of the lovers reaches its climax in the
episode performed in Mubarrige section of the Segah mugham. And thisis
understandabl e because, according to Uzeyir Hajibayli, Segah s aesthetic and
psychological nature conveys a sense of love. Apart from this part of the first
act, the Segah mugham does not sound anywhere else in the opera. Thus,
this mugham in the opera becomes a symbol of bright love. The unity of
feelings of lovers is also emphasized by the fact that in the climax episode
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they perform together one and the same ghazal and not the different ones,
as it was before. Love united them, made them a whole that is impossible to
divide.

Ey hor tokalliimiim xatti — sabzin hekayati.
Virdim hamisa miishafi riixsarin ayati.

About only you are al my words and feelings.
Like vernal foliage my thoughts of you are trembling. [ 4-224]

This ghazal has the following tetrametric 14-syllable Muzari meter:
maf Ulu fA ilAtu mafA llu fA ilun.

This meter has extraordinary flexibility, liveliness, and comprises
four different modes, of which two have three syllables and two have four
syllables. Such structure gives it a special flexibility, sudden accentuation,
and a peculiar iridescence. “In Fuzuli’s poems, — as R. Azadeh rightly noted,
—each meter helpsto reveal the depicted character.” [3-84] The light, mobile
and impetous character of the metric pattern of the Muzari meter conveys
accurately the joy of love that embraces the characters of the poem.

The opera“Leyli and Majnun” also has adidactical ghazal. It is sung by
Majnun’'s father who tries to convince his son to forget Leyli, to abandon
love. Here, 1,4,5 bayts are used.

Can verma esqoa ki, esq afati candir

Esq afati can oldugu mashuri cahandir.

Yaxsi goriiniir qiidrati mahveglori amma,
Yaxsi nozar etdikca sarancami yamandir.

Esq icra azab oldugun ondan bilirom kim,
Hor kimsa ki, asiqdur, isi ahu fagandir. [1-320]

Don't give your soul to love —love is the enemy of the soul.

It's known in the world that love is trouble for the soul.

Maids with the moonlike faces look beautiful, it istrue,

But if you look at them unbiased, their features promise trouble.
I know love isfull of suffering, it can be seen

When amiserable lover cries all day and night. [1-320]
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The melody of this ghazal is not rich intonationally, there are no leaps or
rises of melody, the movement is aligned, chromatized, and the intonation is
close to spoken. We observe an insignificant rise of melody at the end of the
second lines of bayts, and hear exclamation intonations that emphasize this
rise. The tessiturais close to low, and the range is small.

The meter also closely correspondsto the character and emotional tone of
theghazal. Hazaj-i makfUf-i mags Ur meter isquiteslow but it doesnot possess
the evenness and steadiness of other types of Hazaj-i meter, for example
Butov Nagis and Ramal. A greater number of short syllables than those in the
mentioned meters conveys conversational, chromatized intonation.

Thereisno explicit climax inthe ghazal, all bayts carry approximately the
same semantic load. The cadence of the ghazal is apparent in the second line
of the fifth bayt — where the father warns Majnun.

All listed fegtures of the ghazal are embodied in the music. This mugham
episodeisperformed inthe Mansuria section of the Chargah mugham. The nature
and emotiona system of mugham fully correspond to the nature of poetic lines.
The melody of the episode also sounds in the low register, and is characterized
by chromatism, the absence of leaps at large intervals, with the biggest lesp at the
third interval. Unlike previous episodes, thisoneisnot rich with mel odic phrases,
and it corresponds to the character and content of the ghazal. Theintonation here
isaso closeto the spoken one. Thisepisodeiscompletely dominated by narrative,
didactic intonation with its calm, dow melody.

A number of conclusions can be drawn from the above analysis:

1) The ghazals used in the mugham episodes of the opera determine their
content, dramatic development, melody, composition, and rhythm. The
poetry defines the music of the episodes, while the music consistently
reveas the content of the ghazal, and dramatic development with its
climax and anticlimax.

2) A certain type of mugham is thoroughly selected in accordance with the
meaning of the ghazal performed. The following three groups of ghazals
have been considered: meditative-elegiac, emphatic songs, and didactic.
The analysis shows how the content of a ghazal can be revealed using
different types of mugham. For example, love and confessional ghazals
are performed with the Segah mugham, while the didactic advice of
Majnun’s father is performed with the Chargah mugham.

3) Melody isone of the principal components that combines music and poetry
in mugham episodes of the opera. The melody of aghazal is reflected in the
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4)

5)

music, defining the melody of the musical pieces. For example, mugham
episodes based on meditative-elegiac ghazals have medium tessitura,
flexible increasing and decreasing melody, and rich melismata. Episodes
with emphatic songs have high tessitura, a smoother and more even
melodic line, fewer leaps, and more melismas. These episodes have plenty
of musical phrases. Didactic ghazals attach completely different meaning
to the melody of the mugham episode. Here low tessitura dominates, the
melodic line is chromatized, the intonation is close to the spoken one, there
are amost no leaps, and the number of melismasis small.

As for rhythm, it should be noted that many experts, including Useyir
Hajibayli, Bertels, and others, expressed the ideathat a poetry meter isthe
basis of musical rhythm in mugham. The analysis shows that the rhythm
of mugham episodes is based on a rhythmic structure of a verse. Aruz,
a meter of ghazals, makes them sound particularly musical, which, of
course, is enhanced in the musical episodes of the opera. In their book
“Geometric Concept in Islamic Art”, Y. El-Said and A. Parman noted
that when composing music based on poetry in the Muslim world, “the
rhythmic pattern or meter of a song is a decisive factor in the musical
composition ... while the melody is the subject of the fantasy of the
performer or composer. ” [5-140]" One can agree with the authors of the
book when they say that the meter of the poem — ghazal in our case—isa
determining factor in the musical composition of mugham.

The form of the mugham episodes is aso entirely determined by the
poetic text, and here we observe a tendency to symmetry, and the equal
importance of these two elements.

It can be concluded that poetry is the basis of the mughams under

consideration. It determines the emotional and textual level of mugham, as
well asits rhythm and form.

What features of the opera genre contributed to the relationship between

music and poetry?

1)

First, the dramatic development of the opera that requires certain ghazals
relevant to the content of the opera. The operarevealed Uzeyir Hajibayli’'s
talent and deep knowledge of great Fuzuli’s poetry. Hajibayli did not use
al ghazals of the poem, because this would be too much for one opera.
He chose those ghazals that conveyed the meaning, mood, and character
of the opera to their full and emotionally expressive extent. Only nine
out of twenty-two ghazals of the poem are used in the opera. In the first
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act, Uzeyir Hajibayli uses ghazals from Fuzuli’s diwan in Azerbaijani,

which was also dictated by the dramatic development of the opera and the

general mood of certain episodes.

2) Asknown, mugham is an improvisational genre, where the performer
—hanende — can a so be acomposer. Hanende chooses aghazal, selects
relevant mugham and performsamel ody inthismugham, demonstrating
his/her abilities and skills. This is not the case here. First, ghazals here
are already selected, and secondly, specific mugham, even its section,
is determined. Only the melody remains to be composed, which is
a subject of the independent performance. Uzeyir Hajibayli’s deep
understanding of folk art, in particular, the art of mugham and its
psychological impact on listeners allowed him to precisely understand
how mugham can be related to an opera and a ghazal. And in this
sense, the style of the composer and his skills are seen in all mugham
episodes of the opera.

Because of the specifics of the opera genre itself, where there is a clash
of different characters, actions, etc., each character has its own poetic and
musical niche. Thus, the culmination of love feelings is conveyed by the
Mubarrige section of the Segah mugham; Majnun’s suffering and tragedy is
conveyed by Bayati kurd mugham; and his father’s advice is conveyed by the
Mansuria section of the Chargah mugham, etc.

3) Thegenreof operaitself requiresthe conciseinterpretation of the mugham
episodes because their excessive length would slow down the action,
scatter the listener’s attention, and destroy the dramatic integrity of the
work. Therefore, the composer uses two or three bayts that are the most
dramatic and express the mood, meaning, and melody of the whole ghazal
to afuller extent.

“Leyli and Manun” is a mugham opera, and this alone shows that it is
written to alarge degreein the mugham genre. Thewholelove dramadevel ops
in the mugham episodes of the opera, from the birth of love feelings to the
death of thetwo principal characters. These episodes arethe key driving force
behind the opera. Only the mugham genre alows such an organic combination
of music with poetry. Fuzuli’simmortal ghazals, thanks to mugham, are filled
with beautiful lyrics and musical expressiveness.

The opera“Leyli and Mgnun” continues to inspire musicians, directors,
and choreographers from different countriesto create new interpretations and
stage productions.
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The famous choreographer Mark Morris presented a very interesting
version of the opera with the ensemble “Silk Road” and his illustrious Mark
Morris Dance Group under the guidance of renowned cellist musician Yo-Yo
Ma. It was performed at the Lincoln Center in New York, one of the most
prestigious world stages, for four consecutive evenings from October 24
to 29, 2016. This premiere was held within the frames of the White Light
Festival. The parts of Leyli and Majnun were performed by the outstanding
hanende singersAlim Gasimov and Fergana Gasimova. Choreographer Mark
Morris considered this work international for that time.

Conclusion. Keeping its national identity, the opera“Leyli and Manun”
was integrated into the world cultural process. According to Mark Morris, it
was one of the first examples of multiculturalism. The opera was written in
Baku, the capital of Azerbaijan, and very quickly became a classic operathat
is being currently performed in many countries. According to Mark Morris
version, two hanende sat on a stage in the center, surrounded by musicians.
They did not move, they only sang, but their voices were the heart of the
whole performance. And the whole story was told by four couples. They
represented Leyli and Majnun, and at the sametime al lovers and love itself.
The 100th anniversary of the opera was solemnly celebrated at UNESCO
in June 2008. In 2012, it was shown with great success at the World Music
Festival in San Francisco. The remarkable fact is that the orchestracomprised
musicians from different countries: South Korea, India, China, and the USA.
Thus, the production has acquired an international character, becoming an
integral part of the world's cultural heritage.
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Lalo Kazimova (Azarbaycan)

Uzeyir Hacibaylinin “Leyli vo Maocnun” mugam operasi diinya

musiqi madaniyyati konstekstindo

XX asrin avvallari Azarbaycanin madoni hoyatinda ¢ox onomli hadiso
ilo tarixo diisiib. 1907-ci ildo Uzeyir Hacibayli “Leyli vo Mocnun” operasini
yazir. Bu Sorq tarixinds ilk opera idi. Beloliklo, yeni janr yaranir — mugam
operast. Yiiz illordir ki, bu opera sohnalorden diismiir. Oz aktualligin1 bu giin
do gorumaqda, biitiin diinyada sevilmokdadir. Coc ugurlu sokildo miixtalif
6lkalards niimayis olunur. Bels ki, bu qurulus artiq beynalxalq xarakter alib.

Osorin bu godor populyar olmasinin sirri nodadir. Coxsayli faktlarin
icarisindo 3 nii geyd etmok istordim.

1) Bu mugamin 6ziidiir, janr ¢ox sevilir vo Yaxin va Orta Sorq xalglarini
birlosdirir.

2) Bu asrarangiz Fiizulinin eyniadli poemasi iki seven gancin aci taleyindon
bohs edir. Bu mévzu Sorqds an sevilon mdvzulardandir. Akademik 1.Y.
Kragkovskiy yazir- “Leyli vo Maocnun Sorqde, Romeo vo Culyettanin
gorbdo mohsurlugundan da 6ndadir”.

Sorq yazili adobiyyatinda bu mévzuda 40 dan ¢ox asorlor yazilib ki, bun-
lardan on gérkamlilori — Nizami, Novai va Fiizulinin poemalar1 olmusdur. Fii-
zulinin Leyli vo Macnunu digarlerindon 6ziiniin lirikasi ile forqlonir. Burada
sairin istifads etdiyi qozallor boyiik rol oynayir. Sorq poeziyasini digorlorindon
fogqglondiran onun musiqliliyidir. Buna bariz niimuns Fiizulinin qozalloridir.
Poemada hor hadisays uygun goazal yer alir. Bu qozoallor poemaya qeyri adi
musigililk gatirir, abas yera Uzeyir Haciboyli operasinin asasini Fiizuli poe-
masindan gotiirmayib.

3) ©n osasi, dahi Uzeyir Haciboyli biitiin bu faktlar1 birlosdirorok bu méh-
togsom osari orsayo gotirmisdir. Hacibaylinin Fiizuli poeziyasini dorindon
bilimayi noticesinda, arsayo ¢ox inca vao gozal is goldi.

Acgar sozlar: mugam, qozal, intonasiya, drammaturgiya, melodika

Jana Kazumoea (Azepoaiiorican)
Myramuas onepa Y3ieupa lagxuodeiinu «J/leitau u MexxuyH»
B KOHTEKCTe MHUPOBOIi MY3bIKAaJIbHOMH KYJbTYPbI
Haugano XX Beka 03HaMEHOBAJIOCh OYE€Hb BaXKHBIM U 3HAKOBBIM COOBITH-
€M B KyJIbTYpHO# )u3HN A3epOaiimkana. B 1907 rony Yzeupowm ["amxubeiinm
ObL1a HanmcaHa onepa Jleiinmu u MemxayH. OHa sSBUJIach MIEPBOM orepoii Ha
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Boctoke. Poguiicst HOBBI skaHp — MyraMHas oriepa. 1o Obliia iepBas ornepa,

OCHOBaHHAs HA HALIMOHAJILHOM (OJIBKIOpHOM Marepuase. OCHOBHOM My3bl-

KaJbHbIM Marepuan — 370 myram. 1 yxe Gonee cronaeTus oHa HE CXOIUT CO

CLIEHBI onepHOro Tearpa. OHa akTyalbHa U HAa CErOHSALIHUI JEeHb U JII00UMa

ny6nukoii. bonee Toro ona 3aBoeBasa 1000Bb U IPU3HAHUE BO BCEM MUPE U

C yCHEXOM JEMOHCTPUPYETCS B Pa3HBIX CTPAHAX.

B ueMm e cekpeT Takol MOMyJISPHOCTH 3TOro npousseacHusa? Cpenu
MHOK€CTBa (PaKTOPOB XOUY BBIACIUTH TPU OCHOBHBIE COCTABIISIOIHUE:

1) Dto cam myram, aHp TaK JIOOMMBIA U OOBEIUHSIONIUN BCE HAPOIBI
bnmxnuero u Cpegnero Bocroxa.

2) DTo TeHManbHas OAHOUMEHHas mosMa Du3ynu, KOTopasi MOBECTBYET O
Tparuueckou cyapOe ABYX BIIOOJIEHHBIX. JTa TeMa SBISETCS OIHOW W3
n3mo0aeHHBIX TeM Ha Bocroke. Akanemuk Mrnaruii FOnmmanosuu Kpau-
KOBCKMI nucan: «MemkHyH 1 Jlelnu Ha BocTOke U3BECTHBI JIydlle, 4YeM
Pomeo u [lxyneerTa Ha 3anaze. [lucemennas nureparypa BocToka 3HaeT
0osiee COpoKa MOAM Ha ATy TEMY, CPElU KOTOPHIX CaMmble BbLAAIOIINECS
— nosmel Husamu, HaBou n @usynu. «Jlehnu u Memxuyn» ®usynu oco-
OEHHO BBIJIENIAETCS CBOEH JIUPUYHOCTBIO. B 3TOM 00JIbIIYI0 PO UIPAOT
IIPEKpaCHBIE Ta3eu, KOTOPBIMU IIO3T YKPAacuJI CBOKO M03My. BocTounyo
MO33UI0 OTIIMYAET 0c00ast My3bIKaJIbHOCTh, OHA POAMIIACH U3 yXa MY3bl-
KU, U razenu Ousynu sipkoe TOMy CBUIETENbCTBO. KaxkaoMy coObITHIO,
IIPOUCXOAAIIEMY B I103M€, COOTBETCTBYET CBOA Iasenb. ['a3enu npunaror
HEOOBIKHOBEHHYIO MEJIOJMYHOCTh IPOU3BE/ICHUIO, M HE CIIy4aifHO Bbljia-
IoIMics azepOaifpKaHCKU KoMImo3uTop Yseup ['ajxubeitnin B 0OCHOBY
CBOEH ONephI MONOKUI UMEHHO 110oMy Dusyiu.

3) U, xoHeYHO JTUYHOCTH BENHMKOTO Y3ewpa ['amkubeitm, cymeBiiero o0b-
€IMHUTH BCE 3TH (PAKTOPBI U CO3/1aTh MOUTMHHO TeHUAJIbHOE POHU3BEIe-
HUE, HACBITUB €r0 BEJIMKOJICIIHBIM OPUTMHAJIBHBIM MY3bIKAJIbHBIM MaTe-
puramoMm.

I'my6okoe 3nanue Yzeupom ['ampxnbeiiinn nossuun Ousynu, KOTOpoe mpo-
SBWJIOCh B OYE€Hb TOHKOW U CKPYIYJI€3HOU paboTe ¢ MO3TUYECKUM MEePBOMC-
TOYHHUKOM CIIOCOOCTBOBAJIO CO3/IaHUIO LIETBHOTO APaMaTypPrudecKoro mpous-
BEICHHUS.

Kniouegvle cnoga: myram, razeny, 1paMaTyprusi, MHTOHaLKsl, MEJIOIUKA
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ThE rOLE OF Na TIONaL CIrCUS ar T
IN THE INTEGRATION OF AZERBAIJANI CULTURE

abstract. The article highlights the theoretical and organizational issues
in the background of the professional history of Azerbaijani national circus
art and deals with the tasks of modern circus during period of globalization,
preservation of our national-spiritual values and the works that can be doneto
promote them in the world. Basing on the historical experience of Azerbaijani
circus, itisnoted that the circus art has great opportunitiesthan the other types
of art in bringing our national values to the world according to its specific
peculiarities. Therefore, there is a need to mobilize our talented circus artists
acted around the world, also the creative forces in our republic and to direct
them to development of this field.

Key words: globalization, national-spiritual values, circus art, festivals,
tours

Introduction. Azerbaijan, the first democratic republic of the East, has
been going through an honorable development since the restoration of state
independence again. Radical changes in the sociopolitical, socioeconomic
spheres, expansion of the mass mediaand communication means contributeto
the rapid integration of our country to the global space. Besides the successes
of our republic in the production, trade, the use of new technologies, the
globalization of the world influences our culture and our national values are
under the threat to be lost. Taking into account these factors, a number of
important projects have been implemented to protect the cultural heritage
in our country and promote them in the world since the first years of our
independence.
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“Our country has been amember of UNESCO since June 1992. UNESCO
and Azerbaijan signed a memorandum of cooperation in 1996. Our relations
with this influential organization are developing according to science,
education and culture of UNO since then. A Member of Parliament, President
of Heydar Aliyev Foundation Mehriban Aliyeva was honored with the name
of UNESCO Goodwill Ambassador for her tireless effort in the preservation
and development of Azerbaijani folklore and music on August 13, 2004. The
rel ation between thisorganization and Azerbaijan hasbegunto devel op exactly
since then. UNESCO has been working successively on preserving human
values and bringing them to the future generations. Azerbaijan’s intangible
cultural samples have also attracted the attention of this organization and
mugham art, Novruz holiday, ashug and carpet art, which are our national-
spiritual values, are included in Representative List of the Intangible Cultural
Heritage of this organization” [2, p. 4]. A number of new achievements have
also been made in this area in recent years, Chovgan horse game performed
with Garabagh horse, Nakhchivan's traditional group dances—yalli, kochari,
tanzara, Azerbaijani tar performance art and its making mastery and other
samples are included in the UNESCO'’s Intangible Cultural Heritage List.
“State Register of Intangible Cultural Heritage of Azerbaijan” portal was
created by the Ministry of Culture last year.

The interpretation of the main material. It should be noted that national
circus art also has great potentia in the integration of our culture into the
world space. The opportunities of circus art were widely used to promote our
national culture during Soviet period. The history of Azerbaijani circus, its
modern condition and some theoretical issues should be highlighted to value
this potential. The circus as a type of synthetic art has its own specific means of
expression besides embracing many types of art. Thereis no language barrier,
no age limit in the circus show and shows can influence equally on all nations,
children and adult. Because of ancient folk shows, arena shows, ceremonies
that carry our traditions play an important role in the genesis of our national
circus art, the appeal of our artiststo our national folklore, ethnographic plot,
use of ancient show elements in the modern arena are associated with the
audience.

These peculiarities were seen especially in the shows of the first Azerbaijani
National Circus collective that created by the initiative of USSR People's
Artist, great composer, prominent public figure Uzeyirbey Hajibeyli and it
confirms that the circus art with its historical and cultural roots reflects the
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peculiar characteristics of the people it represents as other types of art. This
colorful, rich circus show that called “ Azerbaijani wedding” was premiered
in Baku circus on June 12, 1946, then it was successfully performed in
Moscow circus and various cities of USSR [4, p. 75]. The show consisted
of three parts. “Wedding” ethnographic show was performed in the first part.
There was a large carpet decorated with national ornaments on the arena.
Bride and groom entered the arena under the sounds of the national music.
Asif the colorful clothes on guests around them completed the patterns of the
carpets on the arena. The funny “Kos-kosa’ show was performed after the
bride's friend performed the “ Samani” dance, then snake-charmer show was
performed by Sofu Jafarov, wizard show by Ismayil Mirzayev, plastic etude
show “Kauchuk” by Shuriya Samadova.

As if the second part of the show was a continuation of the wedding.
First, the “Star sisters” (Anna Aghayeva, Galina Nazirova and Shafiga
Bakhshaliyeva) were dancing on the rope in the arena. They continued the
beautiful dance on the rope that they performed below. As if Rza Alikhan's
rope-dance show “Lezginka’ formed unity with the girls’ dance on the rope
at the end of the second part.

Thethird part was devoted to the “Zorkhana® show, which was performed
by the strongest athletes of Azerbaijan. The wrestlers performed various
actions with “needle’, “zanjirkaman” and other instruments at the beginning.
Then wrestler SaliSuleyman performed solo show. The athletes wrestled in
the end. The collective who inspired by their first successes continued their
toursin the capitals and big cities of allied republics.

As can be seen, the show of Azerbaijani national circus collective had
a strong ethnographic content, national spirit and emotional influence. One
point should be emphasized — because of the circus show is a combination
of dangerous and comic situations, the emotiona state of the audience
causes them to understand better the meaning of the show plot and idea, to
remember what they see for along time. It is no coincidence that Azerbaijani
national circus collective was greeted with great enthusiasm in every part of
the Soviet Union and performed successfully. Since that time, circus shows
with great staff were created several times (1954, 1959, 1966 and 1987) by
the participation of Azerbaijani circus artists. The common peculiarity that
characterizes the performance of this collective, also the importance assumed
for our Republic were their presentation in the national spirit. According
to a prominent scientist and stateswoman, professor Rabiyyat Aslanova,
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“nationalism is a phenomenon that combines not only political, social shades,
but also moral-cultural, spiritual shades as one of the fundamental principles
of state system. The basis of nationalism is national spirit and national
consciousness’ [1, p. 179].

Today Azerbaijani circus till has a great potential. Our artists work
in different countries of the world and performance great skill. One of the
most notable representatives of modern Azerbaijani circus is a trainer Tofig
Akhundov. Tofig Akhundov, who has performed with tamed hippopotamuses
and monkey for many years, was honored with the title of People’s Artist
of Azerbaijan and Russia, his name was written in the history of the world
circus art. Tofig Akhundov has performed successfully in many countries of
the world and the animals that he trained have been acted in films.

One of the artists who represent our circus art in the international arena
is Erik Israfilov. His circus show with national color and rich juggles, which
he performed with tamed camels in Azerbaijani National Circus Collective
created in 1987, is still considered one of the best shows in this genre. Erik’s
son Aydin Israfilov (01.01.1980) shows also a very complex circus show
since teenage years. He enters the arena on a monowheel, at the same time
he juggles and performs with tamed monkey. He has gone on a tour to many
countries around the world with this show and performed successfully at
various great festivals and competitions. Erik’s nephew Allahverdi Israfilov
also continuesthetraditions of thiscircusfamily. Hisair gymnastic show with
his partner Galina Golovachova distinguishes by the complexity of juggles
and the romantic style. They performed successfully at the famous Monte
Carlo circus festival in 2012 and were awarded with “Bronze Clown” [6].

Few people know about Novruzov brothersin Azerbaijan, who have won
the sympathy of millions for their talent abroad. Oktay performs acrobatic
force show with his younger brother Telman. Besides this, Oktay, who is
loved for his humorous “conductor” character on the rope, has worked and
performed in international circus festival in various countries of Europe for
many years. His brother Uzeyir, who performs balancing show with aladder,
has achieved great successes in his genre. After graduating the School of
Circus and Variety Artsin Moscow in 1998, the talented young man worked
at the Big Moscow Circus, “Big Apple Circus’ of United States of America.
Then Uzeyir was invited to the famous “ Corteo” show of the world’'s number
one circus “ Cirgue du Soleil”. He entered the Guinness Book of Records for
staying 7 minutes 50 secondson a6 meter ladder in 2016. Thereisagreat need
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for popularizing the works of Novruzov brothers, also other talented circus
artists in our Republic and to present them as a representative of Azerbaijani
circus art and our national culture in the world.

Araz Hamzayev, who has been successful in many circuses of Europe
since the age of nine, performs a very rare and difficult “Contortionist” genre
(this genre is also known as “Boneless man”, “ Snake Man”). He was invited
to Las Vegas program of “Cirque du Soleil” for severa years as one of the
best performers of this show. The main feature that distinguishes Araz from
other artists is that he has entered the arena with the flag of Azerbaijan in all
international programs since childhood and represented as representative of
Azerbaijan in al television show at his request. Another compatriot, acrobat
AylaAhmadova, who has cometo circusart from Azerbaijan sport, performed
successfully first in “Varekai” program, then “O” program of “Cirque du
Soleil” circus company.

Another artist Anar Jabrailov, who performs with hats in juggler genre,
also attracts attention with his brilliant talent in recent years. He performed
successfully and won at influential international circus festivals held in Israel
in 2015, in Pyongyang, North Koreain 2018 [5].

As can be seen, today we have many world-class, talented compatriots in
circus art. Because of lack of proper attention to the development of this art
in Azerbaijan, the majority of them worksin foreign companies and become a
citizen of those countries. It should be noted that unfortunately our compatriots
represent not Azerbaijan, but other countries on tours and in prestigious
festivals in different cities of the world. However, as we have mentioned,
the promotion of national valuesis easier in circus art than in other types of
art. The basis and core of the circus art isjuggles — extraordinary, fascinating
performance of artists. But these actions don't carry any artistic load. The
artist’s movements, music, choreography, plastics, clothes, etc. become an art
work by enriching them with attributes within the artistic character he wants
to create.

Circus art is economically profitable. It is possible to create company
consisting of scenario author, producer, composer, choreographers and other
leading artists by inviting Azerbaijani circus artists from abroad and to make
national show with their participation. Because of the new circus program
with a national spirit has a great value in international arena, every country
welcomes this program. Such a circus show would be a valuable means for
famous of performers and our homeland to be famous. It is possible to realize
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what we said on the scale of the circus program. A new, different approach
is needed to prevent threats in circus field that globalization creates for our
national culture. Our thoughts coincide with words of notable culturologist-
scientist, professor Fuad Mammadov: “It is important to direct forces from
observation to creativity, from valuation of cultural events to understand
and change the world around us. It isimportant to solve this problem on the
basis of a systematic approach, within the new state policy in the field of
culture. The new national ideology that supports the integration of cultural
innovations with traditional national values and cultural heritage in the field
of science, education, high technologies, social and ecological culture should
form the basis of new policy” [3, p. 270].

Conclusion. First, thecircusart’sdevel opment concept should be prepared
for the development and promotion of national circus art in the world. The
proper potential should be seek in Baku State Circus, which operates as a
stationary circus and invites three programs from abroad every year and is
satisfied with performing these programs. Circus collective, who is free nine
months of the year, can prepare young circus artists, demonstrate circus shows
in all cities of the Republic, collect circus programs and organize tours to the
neighboring countries under the flag of Azerbaijan, etc. Early, the circus had
such international experience, Baku State Circus performed successfully in
different citiesin Iran and Turkey many times during 1992-2002.
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Racab Mammadov (Azarbaycan)

Azarbaycan madaniyyatinin dunyaya inteqrasiyasinda

milli sirk sonatinin rolu

Mogqalado Azaorbaycan milli sirk sonastinin pesokar tarixi fonunda nozori
va toskilati problemlori 6no ¢okilorak, qloballasma dovriindo miiasir sirkin
qarsisinda duran vozifolordon, milli-monovi doyorlorimizin qorunmasi
vo diinyada tobligi {iclin goriilo bilocok islordon bohs olunur. Azorbaycan
sirkinin tarixi tocriibesing istinad olunaraq qeyd edilir ki, sirk sonati, 6z
spesifik xiisusiyyotlorino goro, milli doyarlorimizin diinyaya c¢ixarilmasi
masalosinda, digor senat ndvleri ilo miiqayisado, daha boyilik imkanlara
malikdir. Bu sobabdon diinyanin miixtalif yerlorindos ¢ixis edon istedadli sirk
artistlorimizi, eloco do respublikadaki yaradici qiivvalori soforbor edorak, bu
sahonin inkisafina yonoltmoys ehtiyac var.

Acar sozlar: qloballasma, milli-monovi doyarlor, sirk sonati, festivallar,
gastrollar

Paorxcadb Mameooe (Azepoaiiorncan)

Posib HAIMOHAJILHOTO IUTPKOBOI0 MCKYCCTBA B HHTErPalUH

azep0alPKaHCKOM KYJIbTYPbl B MHPOBOE IIPOCTPAHCTBO

B crarbe ocBemaroTcs TEOPETHYECKUE M OPTaHU3alMOHHBIC TTPOOIEMEI B
KOHTEKCTE MPo(eCcCHOHATLHON HCTOPHH a3epOaiKaHCKOTO HAITMOHAIBHOTO
IIUPKOBOTO MCKYCCTBA, PACCMaTPUBAIOTCS LIEJIH, CTOSIIUE MEPel] COBPEMEH-
HBIM [MPKOM B 3TIOXY IIO0AJIM3AIUH, ONMPEACISIOTCS 3aa4d 10 3alluTe U
MPOABMKEHUIO HAIIMX HAIMOHAJIHHO-IYXOBHBIX IIeHHOCTeld B mupe. Cchl-
Jasich HAa UCTOPUYECKHIA OTBIT a3epOailPKaHCKOTO IIHPKA, OTMEYAETCsl, YTO
Omarogapst CBOuUM crienupuaeckiuM 0COOEHHOCTSIM, IIUPKOBOE UCKYCCTBO 00-
JamaeT OONBIIMMHU BO3MOXXHOCTSIMH, YE€M JIPYTUE BUJIBI HCKYCCTBA, B PACIIPO-
CTpaHCHHMHU HAIIMX HAIIMOHAJBHBIX IIEHHOCTEH B Mupe. [loaTomy cymecTBy-
€T He0OXOTMMOCTh MOOHMITN30BATh HAIIMX TAJIAHTIMBBIX ITUPKOBBIX APTUCTOB
BBICTYIAIOIINX 110 BCEMY MHpY, a TAK)KEe TBOPYECKHE CHIIBI B CTpaHe, IS
Pa3BUTHSI 3TOTO HANIPABJICHHUSI.

Knrwouesvie cnosa: rnobanuzanusi, HAIIMOHAIBLHO-IYXOBHBIC IICHHOCTH,
IIUPKOBOE MCKYCCTBO, (PeCTUBAIH, TACTPOIIN
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Maqald miislliflorinin nazarina!
Noasra dair tolablar:

Beynoxalq “Incosonot vo modaniyyyst problemlori” jurnalinda ¢ap
iclin moqalalor Azarbaycan, ingilis vo rus dillorinds dorc olunur.
Moaqalolar elektron dasiyicisi vo e-mail vasitosilo (mii_inter@yahoo.
com) gobul edilir.

Maqalolorin hocmi 10 varaqdon (A4) artiq (srift: Times New Roman —
13, interval: 1,5, sol konar 3 sm, sag konar 1,5 sm, yuxar1 hisso 2 sm,
asag1 hisso 2 sm) olmamalidir.

Magqalodo miisllif(lor)in adi-soyadi, elmi doracosi, elmi ad1 va elektron
poct tinvan(lar)1 gostorilmalidir.

Elmi moqalonin sonunda elm sahasinin vo moqalonin xarakterino uy-
gun olaraq, miiollif(lor)in goldiyi elmi natico, isin elmi yeniliyi, totbiqi
ohomiyyati va s. aydin sokildo verilmalidir.

Magalonin mdvzusu ilo bagli elmi monbalors istinadlar olmalidir. Mo-
galonin sonunda verilon adobiyyat siyahisi olifba ardicilligl ilo nom-
rolonmalidir (mosalon, [1] vo ya [1, s.119] kimi isaro olunmali). Eyni
odobiyyata motndo basqa bir yerdo tokrar istinad olunarsa, onda istinad
olunan homin odobiyyat avvalki ndmra ilo gdstorilmalidir.

Odobiyyat siyahisinda verilon har bir istinad hagqinda moalumat tam
vo doqiq olmalidir. Istinad olunan monboenin bibliografik tosviri
onun ndviindon (monogqrafiya, dorslik, elmi moqalo vo s.) asili olaraq
verilmolidir. Elmi mogqalslors, simpozium, konfrans vo digor niifuzlu
elmi todbirlorin materiallarina vo ya tezislorino istinad edorkon mo-
qalonin, moruzonin vo ya tezisin adi gostorilmalidir. Istinad olunan
monbonin bibliografik tosviri verilorkon Azorbaycan Respublikasinin
Prezidenti yaninda Ali Attestasiya Komissiyasinin «Dissertasiyalarin
tortibi qaydalar» barada qiivvade olan tolimatinin «Istifado edilmis
odobiyyaty» bolmasinin 10.2-10.4.6 toloblori osas gotiiriilmalidir.
Moagalonin sonundaki adabiyyat siyahisinda son 5-10 ilin elmi moqalalorine,
monoqrafiyalarina va digor etibarli monboloring tistiinliik verilmalidir.
Darc olundugu dildon slave basqa iki dildo moagalonin xtilasasi verilmali-
dir. Moqalonin miixtalif dillords olan xiilasalari bir-birinin eyni olmal1 vo
mogqalonin mozmununa uygun olmalidir. Moqalodo miisllifin vo ya mii-
olliflorin goldiyi elmi natico, isin elmi yeniliyi, totbiqi ohomiyyati vo s.
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xiilasado y1gcam sokildo 6z oksini tapmalidir. Hor bir xiilasods moqalo-
nin ad1, misllifin vo ya miislliflorin tam adi gostorilmalidir.

Hor bir moagalado UOT indekslor va {i¢ dilds agar sozlor (moagalonin vo
xtiilasalorin yazildig: dillards) verilmalidir.

Hor bir mogqals redaksiya heyatinin rayins asason ¢ap olunur.
Plagiatliq fakt1 agkar edilon maqalslor dorc olunmur.

Maqalslarin nasri pulsuzdur.
Olyazmalar geri qaytarilmur.

Attention to the authors of papers!
The publication requirements:

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

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

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

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

There must be references to scientific sources connected with the
subject of the paper. Thelist 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. Thebibliographicdescription of areferenceshould bebased
on its type (monographs, textbooks, scientific papers, etc.). Referring to
materials or theses of scientific papers, symposia, conferences and other
prestigious scientific events should be indicated the name of papers,
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reports or theses. While the bibliographic description of reference
should be based on the requirements 10.2-10.4.6 of the section «Used
literature» of the instruction which in force to the «Drafting rules of
dissertations» of Higher Attestation Commission under President of
Azerbaijan Republic.

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

In addition to the language of publication should be given summary of the
paper intwo other languages. Summaries of papersin 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 authorsin summary. A summary of each paper should be given
with the author or authors' full name and as well astitle of article.

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

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

The publication of the papersisfree of charge.
Manuscripts will not be returned.

K cBenennio aBTopoB crareii!
TpeOoBaHus K MyOTMKALMAM:

Crarbu B MeXIyHapoIHOM KypHaiie «IIpoOneMbl HCKycCTBa U KYJbTY-
pBD» MleUaTaroTcsl Ha azepOaixKaHCKOM, aHIJIMHCKOM U PYyCCKOM SI3bIKaX.
CraTbyl NPUHUMAIOTCS Ha 3JIEKTPOHHOM HOCHUTeNe U mo e-mail (mii
inter@yahoo.com)

O6beM cTatbu He JoikeH npesbimarh 10 crpanun (A 4; mpudt Times
New Roman — 13, uarepsai: 1,5, neBblit kpail — 3 cM, paBbid Kpait 1,5
CM, CBEpPXYy — 2 CM, CHHU3Y — 2 CM.).

B crarbe n0mKHBI ObITH YKa3aHbl UMS U (haMuiIMs aBTopa (aBTOPOB),
y4e€Hasl CTeIeHb, YUYEHOE 3BaHHE U IEKTPOHHBIE aJipeca.
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B koHI1le HayyHOU CTAaThU JOKHO OBITH YETKO yKa3aHO 3aKJIFOUEHHE
aBTOpa (aBTOPOB) O HAyYHBIX pe3yJbTaTax, Hay4dHOH HOBH3HE PaboTHI,
€€ NMPaKTUYECKOTr0 3HAYEHUsI, SKOHOMUUECKOM BBITO/IbI U T.II. UCXOJS U3
XapakTepa Hay4yHoO! 001acTH U CTaTbhU.

B crarbe n0mKHBI OBITh CHOCKM Ha Hay4HbIE MCTOYHHUKH B COOTBET-
cTBUU ¢ TeMol. CIIUCOK JIUTepaTypbl, JaHHBIN B KOHIIE CTAaThH, JOKEH
OBITH MPOHYMEPOBAH B aj(paBUTHOM Mopsiake (Hanpumep, [1] wnu [1, c.
119]; cHOCKHM OJIKHBI OBITH 0003HAYEHB! YIIIOBBIMU ckoOkamu). [Ipu
MMOBTOPHOM CCBHUIKE Ha HAay4yHYIO JIUTEpaTypy B Ipyroil 4acTu Tekcra
CChIJIaMbIi UCTOUHUK YKa3bIBAETCS MPEKHUM HOMEPOM.
HNudopmarnus o m000#i CHOCKE, pa3MEIEeHHON B CIHCKE JIUTEPaTyphl,
JOJDKHA OBITH TIOJTHOM M TouHOW. brubnuorpadudeckoe onrucanue ccoi-
JaeMOT0 MCTOYHMKA JIOJKHO OBITH JJAHO B 3aBUCMMOCTH OT €ro BHJa
(MoHorpadus, yueOHHMK, HayuHasi cTaThs U T.1.). Ilpu cchliike Ha Ha-
yUHbIE CTaThbU, MaTE€pUaJIbl WIH TE€3UCHl CUMIIO3MYMOB, KOH(pEpEeHINH
U IpYTUX KOMIIETEHTHBIX HAyYHBIX MEPOIPHUITHH, JOIKHO OBITH yKa-
3aHO Ha3BaHHE CTaThH, JAoKiaaa Jmbo Tesuca. [Ipu Ombmmorpaduye-
CKOM OIHMCaHUU HEOOXO0IMMO PYKOBOJCTBOBAThHCS MMyHKTOM 10.2-10.4.6
neictByronieil nHCTpyKIMK «O MopsiAKax COCTaBIIEHUs AUCCEPTALUi)
Breicmiein Atrectanmonnoit Komuccun npu Ilpesupente Asepbaiin-
xaHckoi PecnyOnuku.

B cnucke nutepaTypbl, NOMEUIEHHONW B KOHIIE CTAaThbU, HAaJ0 OTAATh
MpeIoYTeHHEe HAyYHbIM CTaThsiM, MOHOTpadusM U JAPYTUM KOMIIE-
TEHTHBIM HCTOYHHKAM TTociiequux S5-10 mer.

[TomuMo s3bIKa HamMCaHUs, CTaTbU JIOJKHBI UMETh PE3IOME Ha JIBYX
s3pikax. O0a pe3romMe JOMKHBI OBITh A0COTIOTHO UIACHTUYHBIMH U COOT-
BETCTBOBATh TEKCTY cTarbu. HayuHoe BBIBO/BI aBTOpa (aBTOPOB) B CTa-
Th€, Hay4yHasi HOBU3HA pa0OThI, IPAKTUYECKOE 3HAYCHUE U T.II. TOJIKHBI
BKpaTIe OTpaXkaTbcs B pe3toMe. B kaxx1oM pe3toMe JT0IKHBI ObITh YKa-
3aHBI Ha3BaHUE CTAThH, MOJTHOE UM aBTOpa (aBTOPOB).

B kaxmoit ctaTthe MOMDKHBI OBITH yKa3aHbl Y/IK WHIEKCH U KITFOUEBbBIC
CJIOBA Ha TpeX fA3bIKax (Ha S3bIKaX CTAThU U JIBYX PE3IOME)

Kaxxnas crares neuaraercs pelieHueM peaKoIEr .

[Ipu o6Hapy>xeHNM (paxTa Mjaruara cTarby HE MeYaTaroTCs.

Cratbu nevararorcs OecIuiaTHo.

Pykonmcu He Bo3Bpamarorcs.
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