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CAUCASIAN CARPETS “GOLLU CHICHI”, “ZEYKHUR?”,
“TAPANCHA” (“PISTOL”)

(Historical and cultural review of the origin,
distribution and artistic features of the design Caucasian carpet)

Abstract. Caucasian carpets have unique artistic and technical features
that distinguish them from the Middle East, Persian and Chinese carpets. At
the same time, Caucasian carpets are similar to Anatolian, Central Asian and
Uyghur carpets. Typological features of Caucasian carpets. their traditional
designs and ornamental motives make it possible to confidently express the
version about the prevalence of the Turkic carpet weaving traditions in the
South Caucasus.

As the factual material shows, carpet weaving traditions are mainly spread
in the South Caucasus (as opposed to the North Caucasus) and mainly in
the regions where the Turkic ethnos live. The traditions of carpet weaving
neighboring with the Turkic peoples (Lezgins, Avars, Tats, Armenians, Kurds,
etc.) were strongly influenced by the common Turkic carpet traditions.

Many traditional designs of Caucasian carpets are repeated with slight
differences in the carpets of the small peoples of the South Caucasus. Evidence
of the migration of carpet designs and motifs between the peoples of the South
Caucasus is the famous carpet which has the Turkic name “Gollu Chichi”, the
Lezgi name “Zeykhur” and the Tabasaran name “Tapancha” (Pistol).

The origin of the design, its variations, and extrapolation to neighboring
textile traditions made it possible to identify the earliest roots of this design,
first manifested in printed fabrics (printed cloth) that came to the Caucasus
from Russia and France. A little later, in a slightly revised form, these designs
and motifs appear in Karabakh carpets. Later, the famous design appears in
the carpets of Azerbaijan Shirvan, Quba and Dagestan Tabasaran.
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Key words: Gollu Chichi, Zeykhur, Tapancha, Azerbaijan Carpet, carpet
weaving.

Introduction. The name of the traditional carpet “Tapancha”, which
was woven in Dagestan Tabasaran, means the name of a firearm — a pistol.
The design of the carpet is intriguing with its unusual traditional name
and ornamental motif, at first glance, very far from resembling a firearm.
Nevertheless, the fact remains: the design of this carpet in Dagestan is
known precisely under this name “tapancha” / “pistol”. This name does
not have its official confirmation in the Albums of technical drawings of
Caucasian carpets, published by the Caucasian Handicraft Committee
(1912) and Zakgostorg (1928). Local, Tabasaran name “fapancha’ arose
among local weavers and residents. What is the reason for such an unusual
name for the carpet? To answer this question, you will have to make a
short excursion into the history and geography of this carpet in the South
Caucasus.

The interpretation of the main material. It is believed that the
birthplace of this carpet is Karabakh, where local weavers called it “Mashyn ™
(machine). The reason for this name was that at the beginning of the 19"
century, with the annexation of Karabakh to Russia, European and Russian
industrial fabrics with printed ornament began to arrive here [1, p. 145; 9, p.
302-303]. Ornamental motives of these industrial fabrics (including women’s
shawls) with printed ornaments acquired the name “mashin nakhysh”
(machine ornaments /mechanical ornaments/printed ornaments) in Karabakh.
The design of the future “tapancha” carpet was an imitation of those very
European printed ornamental motives.

As a result of the migration of this carpet from Karabakh to Shirvan and
its spread in local carpets, a new local name appeared — “Gollu kol” (flower
bush with “supporting hands”). Carpets with this design were also woven in
the villages of Kuba such as Pirebedil, Ugah and others.

The further spread of the design to the north is recorded in the Cuban
carpets of the Tat village of Chichi, where it acquired two new, local names:
“Gollu chichi” (Chichi with hands) and “Ispigul” (white flower). The second
name is due to the fact that the color of the round background of the medallion
in Chichi carpets was traditionally the former color [1, p. 145]. The name
of the Tat village Chichi repeats the name of the nearest river, which is a
tributary of the Shabran River.
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Subsequently, the design of the carpet continues to spread to the north of
the Kuban region and is approved in the Lezghin village of Zeykhur (modern
Qusar region of Azerbaijan). Carpets with the same design, woven in this
village, became known worldwide as “Zeykhur”. The name “Zeykhur”
denotes the name of the village where they traditionally weaved. The name
of the carpet “Zeykhur”, as a sub-area “Lezghi” of the Shirvan group, is
mentioned in the review by M.D. Isaev “Carpet production of Transcaucasia”
(Tiflis 1932). In the review of Caucasian carpets by Ulrich Schurmann, it is
also called “Zeykhur”.

The name of the village Zeykhur is formed from two Lezghin words: zey-
new + khur — village (New village). The name is explained by the fact that the
village was rebuilt anew in the 19" century after it was completely destroyed
by the troops of Nadir Shah in the 18" century.

During the Caucasian War with Russia, the village of Zeykhur is destroyed
again by the now Russian troops. At the end of the 20™ century, the village was
rebuilt in the same place, but it was called in a new way: “Yukhary Zeykhur”
(“Upper Zeykhur”. Some of the villagers who moved to the south and formed
the village of Geda-Zeykhur (Geda-junior + zey-new + khur-village).

Atthe end of the 19" century, with the creation of the Caucasian Handicraft
Committee, the craft of carpet weaving spread in mountain villages on both
sides of the Samur River (the border river between Azerbaijan and Dagestan)
and reach the Tabasaran region (province), which at one time was part of the
Derbent Khanate.

The geographical name of the historical region Tabasaran is much older
than the name of Dagestan. Researchers of the ancient history of the South
Caucasus identify the name “Tabasaran” with the name of one of the 26
tribes of the ancient state of Caucasian Albania. The name of the tribes
— “tavaspars”, is also present in the work of the Albanian historian of
the 10" century Movses Daskhurantsi “History of the country of Alban”
[7, p. 192]. Later historians of Caucasian Albania also acknowledge the
ancient Albanian origin of the name Tabasaran. The name has undergone
a transformation: Tavaspar-Tavasparan-Tabasaran, in which the Persian-
language suffix “an” forms the plural and indicates the Persian period of
the history of this region.

Long before the Persian conquest, as a result of the Arab invasion of the
South Caucasus and Dagestan, the territory of Tabasaran became part of the
Arab Caliphate, and after its collapse — part of Shirvan [8, p. 56].
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Returning to the Tabasaran carpet, we have to state that at the end of the
19th century, the design of the carpet, which came from Karabakh, firmly
established itself in the Dagestan province of Tabasaran, where carpet weaving
was carried out in such villages of this region as: Khuchni, Arkit, Arak, Tatil,
Issyk, Kondik, Chere, Mezhgul, Tinit, Ersi, Khiv, Kandyk, Lakhlya, Turaga,
Halaga [3, p. 39-40]. In the modern official classification of Dagestan carpets,
the “Tapancha” carpet is also “fixed” in the group of Tabasaran carpets.

The “tapancha’ carpet design migrates from the Tabasaran province to the
neighboring Kyurin (Lezghin) province of Dagestan. In the village of Mikrakh
of this province, the “tapancha’ carpet acquires another, now the Lezghi name,
“ketzer” [3, p. 40]. The Dagestani author of this information distortedly conveys
the local Lezghi name of this carpet. In fact, the carpet was called not “ketzer”
but “Ktzar”, which in Lezghi means the name of the city of Qusar (now Qusar
is a separate city and administrative region of Azerbaijan, formed as a result of
the administrative division of the Azerbaijani province of Kuba in 1930. City
and province named after the local river —Kusar chay).

Carpets with the Kuban-Lezghin name “Ktzar” came to Dagestan from the
carpet market in the city of Ktzar in the Kuban province. These carpets were
delivered to the carpet market in the city of Ktzar from the remote village of
Zeykhur.

It is appropriate to recall here that in 1846—1860 the entire Kuban Uyezd
with the city of Kusar and the village of Zeykhur, the Russian Empire were
reassigned to Derbent Province. Thus, the Zeykhur carpets arriving in Dagestan
from Kusar/Ktzar acquired a new name there — “Ktzar/Kusar”, which indicated
the place where the design of this carpet came from and came.

The emergence and movement of carpet design from Karabakh to Shirvan,
from there to Kuba and finally to the Dagestan province of Tabasaran, where
it acquired the local name “tapancha” — is explained by the fact that the
Caucasian Handicraft Committee was involved in the development of carpet
craft in the South Caucasus. The central office of the Handicraft Committee
was located in the then capital of the Caucasus — Tbilisi. From Tbilisi came
the management of the carpet craft network throughout the South Caucasus
and the distribution of approved technical carpet designs.

The dissemination of technical drawings proceeded according to the
principle “from the center to the outskirts”. Mountainous Dagestan and
Tabasaran for Tbilisi were the distant outskirts of the Caucasus. To provide
technical carpet designs, Derbent and Tabasaran carpet manufactory’s were
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subordinated to the Kuban branch of the Crafts Committee, which served as
a regional center for the distribution of carpet designs.

The distribution of the approved designs of Caucasian carpets went from
west to east (in the direction from the Lesser Caucasus to the Bolshoi) and
from the pre-mountain regions of the South Caucasus to the mountainous
ones. This character of the commonality of Caucasian carpet traditions
is also confirmed by Dagestan researchers of local carpets. Debirov P.M.,
analyzing the ornamental carpet motifs of Azerbaijan and Dagestan, notes
that “the artistic system of the ornamental school of Derbent has a connection
with the traditional forms characteristic of Muslim art in general and modern
Azerbaijan in particular” [4, p. 66].

Another Dagestan researcher S.M. Garunova speaks about the unity of the
Derbent and Tabasaran schools of carpet weaving: “The division of carpets
into Derbent and Tabasaran is, in our opinion, very conditional. The fact is that
about a third of the population of Tabasaran were (and still are) Azerbaijanis,
and we did not record any significant difference in the types of carpets they
produced either in literature or during field work in 2015” [3, p. 41-42].

Another Dagestan researcher, Ramazanova Z.B., speaks about the reason
for the unity of the traditions of the Azerbaijani and Dagestan carpet craft,
which states: “Turning to the characteristics of the centers of carpet weaving
in Dagestan, the city of Derbent with the neighboring Tat’s and Azerbaijani’s
villages should be noted: Mitagi, Gimeidi, Mugatyr, Jaba, Maragha, Ersi,
Darvakh, Sabnava ...” [2, p. 98].

In the XIX — early XX century. Cuban and Tabasaran weavers produced
carpets based on the demand of the Derbent market. From there, these carpets
under the general name “Derbent” were exported to the markets of the South
and North Caucasus, Russia and Europe [3, p. 42].

The famous design of the “Zeykhur” / “Tapancha” carpet, genetically
derived from the design of industrial printed European and Russian fabrics,
in the late 19" — early 20™ centuries, has become an authentic symbol of the
local carpet culture for such regions of the South Caucasus as Cuba, Kusar,
Derbent and Tabasaran ... Residents of these regions of the once united, and
later — divided by political and administrative borders of the South Caucasus,
rightfully consider themselves the legitimate heirs of the traditions of this
carpet. In the process of historical development and intra-Caucasian trade
and cultural migrations, the “Zeykhur” / “Tapancha’ carpet has become an
important cultural phenomenon of many peoples of the South Caucasus.
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After a short historical, geographical and cultural excursion, let us return
to the answer to the question posed at the beginning of the article: What is the
reason for such an unusual Tabasaran name for this famous carpet and what
is the connection between its main motive and such an unusual, “militarized”
name of the carpet?

The designation of the main motive of the carpet as “St. Andrew’s cross”
should be immediately discarded. Such an absurdity can sometimes be
heard even among authoritative Western experts on carpets [10]. As we have
already said, the carpet motif goes back to the printed ornaments of European
(French) and Russian fabrics, women’s shawls, imported to the Caucasian
market since the beginning of the 19" century.

The Kuban names of the carpet — “Gollu chichi” and “Zeykhur” come
from the names of the villages in which they were traditionally woven (Chichi
and Zeykhur villages). As for the Tabasaran name “Tapancha” (“Pistol”), the
situation here is somewhat different. To understand the reason for this name,
one should recall the attitude of the Dagestan highlanders to military weapons,
as well as the form of the Caucasian flint pistols of the 19™ century and the
clothes of a Caucasian warrior with gazyrs (Circassian military clothes).

Of course, there is no explicit image of weapons and military ammunition
in the carpet. But the four so-called “sleeves” extending from the central
medallion, in the oldest Tabasaran carpets, resemble the shape of Caucasian
flint pistols. Some old weavers talk about their resemblance to the crossed
handles of Caucasian daggers. There is a version that 4 oblong “sleeves”
adjoining the central medallion symbolize pistol cartridges and ready-made
powder charges — “gazyrs” that are on the clothes of a Caucasian warrior.

Of course, the connection between the ornamental motif with a pistol and
cartridges is rather arbitrary. But the fact remains that among the Tabasaran
men and weavers the name “Tapancha” (‘“Pistol”) was stuck behind this
carpet. It is known that this carpet was considered a “male” symbol. It was
customary to give a carpet as a talisman. In some villages of Tabasaran, this
carpet was considered sacred and it was impossible to walk on it. In some
cases, this carpet has been a source of superstitious fear.

After the Second World War, the number of “Tapancha” carpets weaved
in Tabasaran dropped dramatically. Local weavers became convinced that the
pistol carpet is a symbol of war, blood and death. To weave such a carpet
means to attract a terrible disaster on yourself and your family. Few of today’s
weavers dare to weave this forbidden rug. This is how the Dagestani historian
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and ethnographer Abumuslim Gadzhiagaev comments on the mystical fear
and symbolism of the motives of this old carpet [11].

Conclusion. Summing up a brief excursion into the history of the
emergence and distribution of the famous design “Gollu Chichi” / “Zeykhur”
/ “Tapancha” in the Caucasian carpets of Shirvan, Cuba, Qusar, Derbent and
Tabasaran, it should be recognized that this carpet has become a common
property of Azerbaijanis, tats, tabasaranov and lezghins. All of them claim
the authorship of this carpet with equal success and consider it an important
marker of their cultural identity.

The famous design of the carpet is widespread among many peoples
inhabiting the South Caucasus and having traditions in the field of carpet
weaving. The Caucasian Handicraft Committee contributed to the
dissemination of the design of this famous carpet. At the end of the 19%
century, carpets with this design were supplied by the Crafts Committee to
the markets of Europe and America, which led to the massive distribution and
commercialization of this carpet.
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Telman Ibrahimov (Azarbaycan)

QAFQAZ XALILARI “QOLLU CiCi”, “ZEYXUR”, “TAPANCA”

Qafqaz xalilar1 6ziiniin badii-texniki xiisusiyyatlorine goérs Yaxin Sorq,
Iran vo Cin xalilaridan forqlonirlor. Bu forqlor Qafqaz xalilarinin {imum-
tiirk xaliciliq sonati anonalari ilo bagli olmasindan irali galir. Daha ¢ox stilizo
olunmus vo hondosilogsmis Qafqaz xalilarinin motivlori realligla miicorrad
badii diisiinca torzini 6ziinds oks edirlor.

Qafqaz xalilarinin dizaynlart miixtalif etno-modoni miihito diisdiikde
— miixtolif adlarla taninmislar. Belo xali dizaynlarindan birinin tarixi Qa-
rabagin basma naxislt parcalarindan ilhamlanaraq, xalcagiliq senatinds ge-
nis yayilmigdir. Xalcanin Qarabagda adi — “Masin” olmusdur. Sirvanda vo
Qubada xal1 dizayn1 “Qollu Ci¢i” adlandirilir. Dagistanla homsorhod Qusar
bolgosinds xali “Zeyxur” ad1 ilo mashurlasir. Samur cayindan simalda, indiki
Conubi Dagistanda (Tabasaran) xalc¢a “Tapanga” ad1 ilo taninmigdir. Xalganin
dizayn1 Qarabagdan — Dagistanadok miqrasiya etmisdir.

Acgar sozlor: Qollu Cigi, Zeyxur, Tapanca, Azorbaycan xalcasi, xalca
sonati.

Tenvman Hopazumos (Azepoaitorcan)

KABKA3CKHE KOBPbBI «"'OJLLTY UAYW», «3EMXYP», <TATTAHYA»

Tpamunun xoBpoTkadecTBa FOxHoro KaBkaza uMmeroT o0IIMe TUITONIOTH-
YEeCKHE YePThI, OTIANYAIOIINE X OT biimKHEBOCTOUHBIX (apadckux), [lepcua-
ckux u Kurarickux koBpoB. KoBps! FOxxHoro KaBka3za B mojasistomnieM 0071b-
IIMHCTBE OTPaXXaroT TPAIUIIUU TIOPKCKOTO peMeciia KoBpoaenus. Tpaauium
TIOPKCKOT'O KOBPOJIEIHS OKa3aJIM CYLIECTBEHHOE BIMSHUE HA TPAJULUU KOB-
poenus «MalibIx» HapoaoB, Hacemstomux FOxubiit KaBkas. CunmereascTBoM
OIM30CTH KOBPOBBIX Tpaauliuii HapoaoB FOxxHoro KaBkasa siBisieTCst IHPOKO
pacrnpoCTpaHEHHBIN AU3aTH KOBPa, KOTOBINM MOTYYHII Pa3JIMYHbIC HA3BAHUS Y
pasubix HaponoB HOxknoro Kaskasa. /{uzaitn koBpa, nMeHoBaBIuiics B Ka-
pabaxe — «MartbiH», moiydaeT mupBaHckoe HazBaHue — «lomry Ynum» u
Tabacapanckoe HazBanue — « Tamanuay (ITuctoner).

Knrwoueswie cnosa: I'onny Unun, 3eiixyp, Tananya, azepOaidpkaHCKui Ko-
BEp, KOBpOJEINE
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FROM THE HISTORY OF AZERBAIJANI
AND RUSSIAN ARTISTIC RELATIONSHIPS

(ABOUT THE FEATURES OF THE METHODOLOGICAL
AND CHRONOLOGICAL DIVISION)

Abstract. The article deals with the peculiarities of the methodological
and chronological division in the study of Azerbaijani and Russian artistic
interrelationship. The author highlights the problem in the context of history
and modernity. He notes that despite the topicality of the issue, this topic has not
been adequately studied yet. The author offers a methodological investigation
for exploring this vast theme on a chronological and regional basis. Referring
to the rich factual material, the author recommends investigating the problem
by analyzing the works, their thematic features and stylistic diversity, by
studying the artist’s attitude to the theme and the work.

Keywords: Azerbaijani and Russian artistic relationships, art of Azerbaijan,
research methodology, investigation of works, regions of Russia.

Introduction. The study of artistic relationships between geographical
subjects is one of the major areas of historical art history. The processing
and investigation of extensive historical and artistic material enriches art
history with new research, which is methodologically subdivided into
several component and interconnected problem areas. Such areas are often
research in the field of investigation of works of art, the work of an artist,
art education, teaching in art universities, creative business trips, holding
exhibitions, scientific conferences and meetings. Being interconnected,
these directions form the basis of a general study of interregional (interstate)
artistic interrelationships. Methodologically, the study of artistic relationships

11
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between geographical subjects, which is a form of historical art history, is
closely related to comparative, cognitive, theoretical, descriptive and other
methods that are widely used in scientific works.

The interpretation of the main material. Azerbaijani and Russian
artistic relationships represent a major scientific theme, which, for all its
relevance, has not been fully investigated to this day yet [1, p. 3-13]. At the
same time, research on interrelationships is a sufficiently common form of art
history work both in Azerbaijani and Russian art history. These art studies,
which combine the features of adjoining sciences — culturology, sociology,
aesthetics, enrich scientific knowledge with new decisions and conclusions,
also contribute to the rapprochement of ethnic groups and the strengthening
of intercultural dialogue. So, studies of artistic relationships between
geographical subjects acquire the features of universal (interdisciplinary)
research in the humanitarian sphere and for this reason, they become very
relevant in modern scientific circles.

As it was noted, not so much is known about the Azerbaijani and Russian
artistic relationships. Meanwhile, even a small excursion into the history of
these relationships reveals extensive factual material, the processing of which
would lead to very interesting results. This would become one of the key
components in the development of cultural and scientific relations between
Azerbaijan and Russia. This is the meaning of this article. Its purpose is
the processing and art historical investigation of the selected material, the
identification of methodological bases in the study of these relationships,
their thematic classification and the creation of a consistent panorama of
development. The author’s aspiration to contribute to the strengthening of
cultural and friendly ties between these two subjects can be assessed as a
supporting goal of the presented research.

We attribute the beginning of the development of artistic interrelationships
traditionally to the beginning of the 20™ century, because earlier relationships,
if any, had a non-systematic, random nature. At the same time, we do not
consider the work of Russian artists (mostly engravings, less often — painted
with oil paint or watercolors) who visited Azerbaijan in the 1819 centuries
as a subject of research [5, p. 162-163]. Some of them were part of scientific
expeditions organized by the EAS. Others were in military service (among
which there were many Germans — submitted to Russia) and had the rank of
officer. In the latter case, the work (landscape view, historical and architectural
monuments, life of the population, etc.) was carried out not so much from
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an artistic point of view as from a military topographic point of view [2, p.
27]. Such are, for example, panoramic pictures of Baku and its surroundings
by Samuel Gottlieb Gmelin, Ivan Borisov, Gavrilo Sergeevich Sergeev, Karl
Gustav Hippius and others, who, as we believe, have a certain artistic and
cognitive significance. Of course, not all of the artists were natives of St.
Petersburg, but almost all of them came to Azerbaijan from St. Petersburg,
which then was the capital of Russia.

The beginning of the 20" century is a period of formation and development
of Azerbaijani and Russian artistic relationships. There were few connections
before the establishment of Soviet power. They were fragmentary, often one-
sided, unrelated [3]. They lacked also a driving force, a clear goal of action
and real prospects of all-round development. This was the initial period of the
interrelationship. Nevertheless, in fact, there are many interesting materials
that relate to this period. These materials have not been studied practically
until now. Going forward, we note that even well-known historical facts have
never received an art historical assessment. These data shed light on the little-
studied pages of the past by highlighting the common cultural heritage for the
two countries, which are much more important today than in their time.

Relationships have acquired the feature of permanent relationships since
the very beginning of the Soviet period. They sent to Azerbaijan artists,
specialists in publishing and printing, teachers for art education from the cities
ofthe RSFSR, mainly from Moscow and Petrograd to provide the development
of cultural life in the republic, as well as art education. Graphic poster artists
and illustrators predominated among the artists, since their activities had an
agitational and educational profile, which was very necessary in the first years
of Soviet power [4, p. 14].

Features of the methodological approach in the study of Azerbaijani
and Russian art research. It is advisable to study them on a regional basis
in view of the territorial vastness of the Russian Federation and the diversity
of artistic ties. Almost all regions of the Russian Federation can provide
significant information on interrelations, but the importance of Moscow,
St. Petersburg and other large cities is noticeably higher. In addition to
them, the regions of the Russian Federation adjacent to Azerbaijan, as well
as regions that have traditional cultural and historical relations (community)
with our republic (Dagestan, Chechnya, Tatarstan, Bashkortostan, etc.), are of
significant interest in the regional study of the issue. In this context, Folk Art
and Applied and Decorative Arts are of particular importance.
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The methodology of the study of Azerbaijani and Russian artistic
relationships may be different depending on the specific theme, but due to
the “academic” nature of the relationship (unlike the national regions of the
Russian Federation), the methods of coverage and comparison should have a
classical profile resting on the achievements of many years of development
and scientific experience of modern art history.

In conclusion, let us summarize the topic by making some conclusions.
Of course, the Azerbaijani and Russian artistic relationship is very
relevant, rich in factual materials that deserve coverage and study. At the
same time, the theme, which is bilateral, can be considered both from
the Azerbaijani and Russian sides. An even better option could be joint
research, which will undoubtedly bring art historians of Azerbaijan and
the Russian Federation closer together, by laying the foundation for long-
term scientific cooperation.

Azerbaijani and Russian artistic relations are part of the cultural relations
between the two countries. Some aspects of these relations were studied
by Azerbaijani scientists, for example, K. Kerimov, whose PhD thesis was
devoted to the theme of Azerbaijan in the works of Russian artists (pre-Soviet
period). In following years, the author of these lines was actively engaged
in the study of the issue, who has devoted more than a dozen articles to this
theme published in Azerbaijan and other countries. At the same time, this
topic still stores a lot of interesting scientific materials that are subject to
research.

Anyway, the interrelationships mentioned in the article are of great
practical importance from the point of view of the study of the artistic style,
ideological and artistic content of works, as well as in the context of history
and modernity. It seems that studies of these interrelationships will become
more intensive and will bring new interesting results in the future.
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Xazar Zeynalov (Azarbaycan)

AZIRBAYCAN-RUS BODii 9LAQOLORI TARIXINDON

(metodoloji va xronoloji bolgiiniin xiisusiyyatlori barads)

Xiilasa. Mogalada Azarbaycan-rus badii olagalorinin todqiqinde metodo-
loji vo xronoloji bolgiiniin xiisusiyyatlorindon bohs olunur. Miisllif proble-
mi tarix vo miuasirlik kontekstindo isiqlandirir. O, qeyd edir ki, masalonin
aktualligina baxmayaraq, bu moévzu indiys qodor lazimi saoviyyods tadqiq
edilmoyib. Miioallif bu ohatoli mévzunu todqiq etmok {i¢iin xronoloji vo re-
gional asasda metodoloji ayirma toklif edir. Mioallif zongin faktiki materia-
la istinad edorok problemi osarlorin tohlili, onlarin tematik xtisusiyyatlorini
va lislub miixtalifliyini, rassamin movzuya vo asora miinasibatini dyronmok
vasitosilo todqiq etmayi tovsiys edir.

Acar sozlar: Azorbaycan-rus badii olagolori, Azorbaycan incaosonati,
todqiq metodikasi, asarlarin tohlili, Rusiyanin bolgalori.

Xazap 3eiinanoe (Azepoaiidxncan)

U3 UCTOPUM ABEPBANI)KAHO-PYCCKHX

XYIOXKECTBEHHBIX B3AUMOCBS3EN

(00 0cO0EHHOCTAX METOA0JI0OTMYECKOr0 U XPOHOJIOTHYECKOT0 J1eJIeHNS)

AmnHoranus. B crarbe roBopurcsi 06 0COOEHHOCTSAX METOJOJIOTHUECKOTO 1
XPOHOJIOTUYECKOTO JICJICHUS B UCCIIEIOBAHNH a3epOaliKaHO-PYCCKUX XyIIOKe-
CTBEHHBIX B3aMMOOTHOILIEHUI. ABTOp OCBEILAET MpoOIeMy B KOHTEKCTE UCTO-
pyH ¥ coBpeMeHHOCTH. OH OTMEUAEeT, YTO HECMOTPS Ha aKTyaJlbHOCTh BOIIPOCa,
9Ta TeMa JI0 CHX 0P B JOJDKHOM Mepe uccieioBaHa He Oblia. ABTOp Ipeuiaraer
METOJIOJIOTHUECKUI pa3z0op /1jIsl UCCIEA0BAHUS 3TOM OOIIMPHON TEMbI Ha XpO-
HOJIOTHYECKOM M perMoHasIbHOM ocHOBe. Ccbltasch Ha Oorarblil (hpakTHiecKuii
Marepuall, aBTOp PEKOMEHAYET MCCIEN0BaTh MPoOIeMy HOCPEICTBOM aHAIM3a
MPOU3BEJICHUM, NX TEMAaTUYECKHX OCOOCHHOCTEH M CTHIMCTUYECKOTO Pa3HOO-
Opasus, U3y4eHHEM OTHOILECHUS XY/IOKHHKA K TEME U IPOU3BEICHHIO.

Kntouesvle cnosa: AzepOaiipkaHO-PYCCKHE XYTOKESCTBCHHBIC B3aMMOC-
BSI3U, UCKYCCTBO A3epOaii/pkaHa, METOJMKA MCCIEIOBAHUS, aHAIU3 MPOU3-
BelleHUH, peruonsl Poccun.
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REVIEW OF FINE AND APPLIED ARTS PRODUCTS,
PUBLISHED IN THE MAGAZINE “PROBLEMS OF ART
AND CULTURE” (2011-2020)

Abstract. Azerbaijani art is distinguished by its history and richness.
Our artists are always working on new articles and share their ideas with
readers. In particular, it is necessary to note the international scientific journal
“Problems of Art and Culture”. The article analyzes the position of articles
on the history of fine and decorative arts in the international magazine in
2011-2020 by various researchers of our history of art.

Key words: Azerbaijan, art history, fine arts, decorative and applied arts,
international magazine.

Introduction. Along with historical roots, Azerbaijani art has always been
studied by our art historians. Art historians are always able to be the center
of attention of readers by publishing their works in various magazines and
newspapers. Scholars studying the history of fine arts and decorative-applied
arts in Azerbaijan, in particular, publish their articles in the international
journal “Problems of Art and Culture”, distinguished by their scientific
achievements. The international scientific journal, which has gained wide
popularity both in our country and abroad, is still relevant today.

The interpretation of the main material. If we look at the 2011 editions,
Professor Artagin Salamzadeh in his article “Azerbaijani art criticism in the
years of independence” draws attention to the history of development of art
criticism in our country as an academic field. Imash Hajiyev “Integrative
curriculum: The problem of integration in design education”, Gulrena Mirza
“Transformation and variants of Azerbaijan in the world art view: from Gajar
style to postmodern”, Ukrainian Olga Shkolnaya We must also emphasize their
work. The work of People’s Artist Sattar Bahlulzadeh has always been studied
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by our art critics in various contexts. In the article “Researching the diaries
of Sattar Bahlulzadeh as a source in the study of his work”, Abdinova Parzad
explored about 40 diaries preserved in the collection of the artist’s nephew
Rafael Abdinov and took readers on a journey into the unknown secrets of the
famous artist’s life and work. In the 2011 issues of the magazine, articles of
scholars in the context of fine and decorative arts were widely published in the
development of Azerbaijani-Uzbek cultural relations [1, p. 10-15].

In the 2012 issue of the international scientific journal “Problems of Art
and Culture” in the article “Problems of preservation of network art” Artagin
Salamzadeh analyzed the techniques and compositional structures of network
art. In the next scientific work “Works of prominent sculptor Omar Eldarov”,
the professor studied the history of the sculptures authored by the artist
and analyzed them in the context of art criticism. Gulrena Mirza’s article
“Memorial sculpture in the works of Omar Eldarov” gives ample space to the
memorial statues of the prominent sculptor, located in the Alley of Honor and
occupying an important place in his work.

In the 2013 issues of the internationally recognized scientific journal,
local and foreign art critics published interesting scientific works on the
history, theory and current problems of fine and decorative arts. If we pay
attention to the collections of that year, we should emphasize the scientific
works dedicated to the national leader Heydar Aliyev. Artagin Salamzadeh’s
articles “Heydar Aliyev and Azerbaijani art”, Kubra Aliyeva’s “The image of
our national leader Heydar Aliyev in the works of two carpet artists Kamil
Aliyev and Tahir Majidov’ highlight the role of the genius in the development
of Azerbaijan’s fine and decorative arts.

If we pay attention to the published issues of the magazine in 2014,
especially in the collection of articles dedicated to Honored Art Worker,
Professor Kubra Aliyeva, distinguished in modern Azerbaijani art criticism,
each author explored the work of the scientist in different contexts. We should
also emphasize Amina Malikova’s articles “XX—XXI works, archetypes and
stereotypes in Azerbaijani art (based on the oil theme)”, Gulnaz Madatova’s
“Carpet images of modern Azerbaijani artist Faig Ahmad”.

The 2015 issues of the international scientific journal “Problems of Art
and Culture” are also distinguished by their accurate scientific works. Artagin
Salamzadeh in his articles “Alibey Huseynzadeh and Azerbaijani Art” and
Khazar Zeynalov in “Alibey Huseynzadeh’s Artistic Activity” analyzed the
works of both art critics, highlighting the artistic activity of a prominent
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figure. Professor Kubra Aliyeva in her article “Azerbaijani carpet and the
scientific heritage of Latif Karimov” gave extensive space to the interpretation
of Latif Karimov’s three-volume “Azerbaijani carpet”. Kamola Akilova from
Uzbekistan “On the problem of division of Uzbek art into periods in the late
XIX and early XXI centuries”, Said Galimjanov from Kazakhstan “Ornament
of Andronovo cultural unity as a symbol”, Tahir Bayramov ‘“Azerbaijani
miniature is Turkish art”, Ramil Guliyev Shaman created by Honored Artist
Ismayil Mammadov The shaman expressed his views in the scientific works
“Dada Gorgud” ,using the methods of analysis of art criticism [9, p. 22].

If we pay attention to the three issues of the magazine published in 2016,
we can see the works distinguished by their new scientific achievements. In
one of the published issues, the topic of genocide is widely covered in fine
arts. Artagin Salamzadeh’s article “Genocide, genocide, terror: the theme
of genocide in Turkish art” explores the topic of genocide, which occupies
an important place in the works of well-known artists in the fine arts of
Azerbaijan, Kazakhstan and Kyrgyzstan. Gunel Seyidahmedli in his article
“Memorial complex of the political elite of Azerbaijan who tragically died
in 19917 We must emphasize the importance of art criticism in terms of the
development of this subject. Telman Ibrahimov’s articles “Some tendencies
of modern Azerbaijani painting in the example of Sirus Mirzazadeh’s work™
and Gulrena Mirza’s “Artist and time: Tahir Salahov” presented the works of
well-known artists in a new context.

In the 2017 issue of the international magazine “Problems of Art and
Culture” in the article “Propaganda paintings and posters published in
the satirical magazine” Hedgehog “in 1980-1991” by cartoonist Bayram
Hajizadeh presented the works of artists in this genre in the context of
highlighting the problems of society .

If we look at the editions covering 2018-2019, art critics have enriched
them with new scientific works reflecting the history of development of fine
and decorative-applied arts. A.Salamzadeh’s scientific researches on the
development of Azerbaijan-China cultural relations in the articles “Chinese
theme in the works of Azerbaijani artists”, G.Mirza “The first exhibition
of modern Chinese painting in independent Azerbaijan”, F.Mir-Bagirzadeh
“The Great Silk Road and the future of Azerbaijan” we can see. Also, in the
article “The role of Azim Azimzadeh’s creativity in the development of dance
motifs in the fine arts of Azerbaijan”, the researcher chose the compositions
“Wedding in a rich house”, “Old Baku types”, “Dancer” as the main object of
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this topic. The article “State symbols of the Republic of Azerbaijan in the art
of networking” authored by Professor A.Salamzadeh analyzes the works of
well-known network artist Tofig Rasulov. Professor Telman Ibrahimov proves
that the carpet is of Turkish origin in his work “On the origin of the Afshar”
Songur “carpet”. If we look at the issues of the magazine covering these
years, the main features of the works of T.Narimanbekov, E.Mikayilzade,
F.Khalilov are analyzed.

Conclusion. In the 2020 issues of the magazine A. Salamzadeh in the
articles “The image of Nasimi in the art of sculpture”, E.Aliyev in the articles
“Identification of the portraits of Shah Ismail I on the basis of 16th century
European landscapes”, G.Mirzainthe articles “Elmira Shakhtakhtinskaya-90”,
Kh.Zeynalov in the articles “Azerbaijani-Russian relations in the field
of sculpture” — We can see works distinguished by important scientific
achievements in the history of natural art. The international scientific journal
“Problems of Art and Culture” is still relevant for modern Azerbaijani art
criticism.
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Emil Agayev (Azarbaycan)

“INCOSONOT VO MODONIYYOT PROBLEMLORI”

JURNALINDA CAP OLUNMUS TOSVIRI VO DEKORATIV-

TOTBIQI SONOT HAQQINDA MOQALOLORIN SORHI

(2011-2020)

Azorbaycan incosonati tarixiliyi vo zonginliyi ilo segilir. Sonatsiinaslarimiz
daima yeni moqalsloriizorindo ¢alisaraq 6z fikirlorini oxucularla boliisdiirtirlor.
“Incosonot vo modoniyyat problemlori” beynslxalq elmi jurnalini xiisusilo
vurgulamaliyiq. Magalodo beynalxalq jurnalda 2011-2020-ci illordo miix-
tolif todqiqatcilar torofindon tosviri vo dekorativ-totbiqi sonot tarixino aid
moqalolarin sonatsiinasligimizda tutdugu movqe tohlil edilmisdir.

Acar sozlor: Azarbaycan, sonatsiinasliq, tosviri sonat, dekorativ-totbiqi
sonat, beynolxalq jurnal.

Imunv Azaee (Azepoaitorzcan)

OB30P CTATEM Ob U30BPA3SUTEJILHOM U TEKOPATUBHO-

HPUKJIATHOM UCKYCCTBE, OITYBJINKOBAHHBIX

B ’KYPHAJIE «IT1POBJEMbBI UCKYCCTBA U KYJbTYPbI»

(2011-2020)

AzepOaiiyKaHCKOE HCKYCCTBO OTJIMYAETCA CBOEH HcTOpue u Oorar-
cTBOoM. Hamm uckyccTBoBenbl Bceraa pabOTarOT HaJ HOBBIMHU CTaThsIMH U
JIEJISITCS. CBOMMU UJesMU ¢ yuTatessiMu. Oco0o0 clieyeT OTMETUTh MEXIY-
HapOJIHBIN Hay4YHbIHN KypHan «[Ipobiaembl HCKyccTBa U KyabTyphl». B cTarbe
aHAIM3UPYETCs 3HAYCHHUE CTaTel M0 UCTOPUM M300pa3UTEIBHOIO U JeKopa-
TUBHO-TIPUKJIQJTHOTO MCKYCCTBA, OMYOJUKOBAHHBIX B 3TOM MEXIyHAPOIHOM
)kypHaisie B 2011-2020 ronax pa3iu4HbIMU UCCIEA0BATEISIMU.

Knroueewie cnosa: Azepbaiikan, HCKyCCTBOBEICHHE, N300pa3UTEIHHOE
HCKYCCTBO, IEKOPaTUBHO-TIPUKJIIATHOE UCKYCCTBO, MEXKyHAPOIHBIN KypHaJ
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POSTMODERNIST TENDENCIES IN THE
CREATIVITY OF FARMAN GULAMOV

Abstract. Postmodernism is a style differing from modernism with both
positive and negative sides within a certain situation, summing up all political
and public changes, also intellectual and cultural experiences in itself. Since
70s’ years of the XX century manifest of effects of a certain extent in the
creativity of Farman Gulamov of postmodernist tendencies which were widely
spreaded in the world art has determined the subject and form searches on the
works in this direction.

The darker shades of the shadow falling to the right side of the tablet
increased the expressive form of the work. The sharp transitions between
those shadows and real live forms give a clearer picture of the image. In
his work, the artist was able to simply recreate the characteristic of the
ambientatmosphereintheuse of colors, without theuse of any outside details.
A talented artist who completely refuses to use the details of a room condition
or lifestyle, not to mention the whole environment, its colorworld, and its
atmospheric effects, as it does or makes in other works. All this achieved the
achievement of complementarity by combining theuse of different means in
the composition, from the position of the basic principle of unity. So this,
again, as mentioned above, provides a basis for past traditions of painting to
be approached from the creative prism of the modern era creativity.

Thus, final opinion about postmodernist tendencies and their manifestations
or representations as howthey act in the works and paintings made by the
talented artist Farman Gulamov altogether lays foundation to remark the theory
sounded “differences in society are not side-by-side, however individuals are
related with each other” that is regarded as of its postmodernist significance.

Key words: postmodernism, Farman Gulamov, theworld of color,
modernity and tradition, composition.
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Introduction. It is not possible to give only one response for the
question of “What is postmodernism as a whole” which reveals itself with
the mixed values. Sometimes postmodernism is also regarded as the name
of a new period in the art. At the same time postmodernism is marked as
the name of a new philosophical concept, new thought, style, as well the
expression. This is a tendency put forwarded in the meaning of the end of
a period fromthe view of both culture, and idea and passage into the other
one from one.

Postmodernism is a style differing from modernism with both
positive and negative sides within a certain situation, summing up all
politicalandpublicchanges, also intellectual andculturalexperiencesin itself.
Since 70s’ years of the XX century manifest of effects of a certain extent in
the creativity of Farman Gulamov of postmodernist tendencies which were
widely spreaded in the world art has determined the subject and form searches
on the works in this direction.

Tne interpretation of the main material. Painter tried to express the
infinite colourfulness of styles with eclectic values in the two identical
named work “Renaissance”. In both mentioned works of Farman Gulamov
values, such as main properties belonging to creativities of renaissance
period’ painters, perfect solution of major light and shadow relations had
been reflected. The painter approaching all these traditions from the point
of view of modern period tried to express the cost to its creative essence in
postmodernist approach’s style to the renaissance art.

Insolvingthemixedobjectsofthefirstwork withspottedexpressions, Farman
Gulamov used characteric colour sollution. Here contrasting passages, artistic
expression of human society on the front stage, dynamicshadeshighlighting
their significance meet the spectatators withpresentation of work example
directed at opening the basics in high expression of lighteffect.

In the work, the figures, which are distinct from the black tones reveal its
expressiveness being reflected with pink, blue, white,light yellow, and brown
shades. All these values have been resolved by referring to the characteristic
artistic features of Renaissance art’s descriptive forms.

Generally, since the middle of the twentieth century, as in world art, in
Azerbaijani painting the basics of different period and various styles had been
addressed.Imitation and eclecticism are also evident in the works of Farman
Gulamov, and the fundamentals of the artistic principles of the new era
clearly reveal itself. For example, also in the mentioned painting work typical
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significance of characteristic features of colour, composition structures of
classical art was found in new form and content.

By giving a gap in the foreground of the scene, the artist was able to
efficiently reflect the characteristic features of human faces, whose characters
and body gestures were not fully understood in the collective singing of all
objects.Behind the two figures presented in front of the audience, the faces of
those people discuss their relationship to the art of the Renaissance with the
language of those images that the artist created.

Farman Gulamov has been able to explain the principle of giving a new
research method the value of past artistic styles in his noted table from the
prism of the new era in a descriptive language.

On the other board of the same name, it is possible to note that the artist still
pursued the same purpose. However, the forms here attract attention with a
clearer description. Using the features of the Renaissance painter in combining
the different types of women, the artist justified the need for the expression of
reality and national values in postmodernism. The artistic expressions of the
images, the rhythm of national traditions, the sharp transitions of contrasting
colors, the instantaneous shimmering intervals on the elements, reflect the
artistic position of the art of the Renaissance, reflecting the artistic features of
the Renaissance.

In the content of the work, intense human relationships and different
positions are explained by the individual characteristics of the character
types in the same environment. In the multifaceted composition, Farman
Gulamov, with great care, exudes the subtlety of attention to each character’s
opening. What the two female characters standing in the center of the work
face to face and discuss what makes other people react to this discussion
is the excitement of the work. One of these women has a baby in her arms.
The artist, as an individual, without the use of the generalization of other
human relationships, confronted the two faces trying to confirm and clarify
certain points to the self-confessed woman with her head down. The fact
that they are not able to protect their anger and nerves, and that both sides
are right, bending over their necks, and concentrating on a table of joyful
and sad interests, gives a general picture of human society, its characteristic
reactions to events.

The artist displaying his devotedness toward national traditional principles
discloses these qualities as the approval of highly creative competence in
imageness, themeand formconnection.
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The effects of postmodernist tendencies, which are the last stage of
artistic trends, are evident in the theme and form of various compositions by
Farman Gulamov. Verifying the endlessness of colors, the artist was able to
link them together as elements, using contrasting color effects on the board.
All of this was accomplished by the high color effects of light and shadow,
usually given for object and element images or for environment praise.
The artist disregarded the traditional principle of painting and regarded
the need for a new style as the art of the modern era.Thus, while the tone
or weight of the light mostly from the bottom part was considered to be
more traditional, the artist was the opposite of this principility. The top of
the board is represented by black tonal spots on green waves.In a slightly
scattered artistic expression, the black and green checkered stripes move
between the other colored spots. The dynamics of this movement is getting
started to move in the black and red interconnected “battlefield”, running
behind them to the right of the table.

The inferiority of colors extending to the right part under the flood of
light from the lower part, gradually changing their shades, gradually losing
their original essence and starting to switch to another tone.As noted, the
“participants” in the image are not the specific forms in the work, but the color
spots. The sensitivity created by the artist in their overlapping was solved by
the dynamism arousedfrom the spots of excitement.

Forms describing their positions in the related expression of human
images in the compositions of Farman Gulamov are based on cartoons, body
gestures, and the connection of the environment. The brown light on the
home-made table makes it clear that the front scene is clearly visible. The
work is generally solved in close-characterizedshades. The use of brown in
different shades, in particular, characterizes the color of the table. The use of
other colors is no exception. White spots, black shadows, and brown orange
expressions in the light of the intervals caused to increase mystic effect of the
work.

The multifaceted composition reflects a collection of characters based on
family relationships, serving to protect the postmodernist national interests.
The center presents a scene from the effects of daily living that is not unusual
in the representation of mothers and fathers and their children hugged by their
parents.

The artist has used the artistic traditions of the past in the work, which
further clarifies the ways in which the style and approach of styles are relevant
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to the artist’s creativity. At the same time, the fundamentals of eclectic theory
also show itself. This is interesting from the point of view of modernizing the
classic, nostalgic style and reviving it in the values of the new style.

The portrayal of an elder from the front profile with a silent waist on one
side not only reveals his family’s position but also arouses his thoughts about
the world and the meaning of life.

The purposeful expression of the artistic approaches in Farman Gulamov’s
works reveals, at first glance, the role of the nuances in the composition of
the nuances. For example, in the foreground of the aforementioned table, the
release of the empty part of the flooring with the most vivid tones of the
work allows for a clearer understanding of the elements of the scene, which
are closely followed by the entire scene. All these methods have defined the
principle of unity of composition.

In the “Midnight” workpainted by the Talented Artist, we are still
confronted with the stylistic features of the modern form of classical art. First
of all, this is confirmed by the artistic expression of the composition. The
contrasting color transitions, the highlighting of the main parts in a special
light effect, is an indication of bold articles and features. In this work, the
color changes to the background color of the night, the dark moon of the
night, not the stars themselves, but the illumination of their shadows as the
natural light on the whole table.

In the center of the work is a real figure of female figure. Its hotter shine
and brilliant expression is the quality that justifies the central image. During
the night, when everyone is sleeping sweetly, the mother takes her baby in her
arms and adds color to her care. The unchanging human position of maternal
care, which is at the top of humanity, is reflected in the subtle, delicate
sensitivity of the work. In the section where the baby was given, the artist
again added a bright green tone to this sensitivity.

The darker shades of the shadow falling to the right side of the tablet
increased the expressive form of the work. The sharp transitions between
those shadows and real live forms give a clearer picture of the image. In
his work, the artist was able to simply recreate the characteristic of the
ambient atmosphere in the use of colors, without the use of any outside
details. A talented artist who completely refuses to use the details of a
room condition or lifestyle, not to mention the whole environment, its
color world, and its atmospheric effects, as it does or makes in other works.
All this achieved the achievement of complementarity by combining the
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use of different means in the composition, from the position of the basic
principle of unity. So this, again, as mentioned above, provides a basis for
past traditions of painting to be approached from the creative prism of the
modern era creativity.

Conclusion. Thus, final opinion about postmodernist tendencies and their
manifestations or representations as how they act in the works and paintings
made by the talented artist Farman Gulamov altogether lays foundation
to remark the theory sounded “differences in society are not side-by-side,
however individuals are related with each other” that is regarded as of its
postmodernist significance.

REFERENCES:
. Farman Gulamov. Painting. Catalog. — 2009.
. YukoBckuil A.A. JKusonuce. Bonpocs! konoputa. — M., 1980.
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DN —

Giilnaz Madatova (Azarbaycan)

FORMAN QULAMOVUN YARADICILIGINDA

POSTMODERNIST MEYLLOR

Postmodernizm, miioyyon bir voziyyotdo hom miisbot, hom do monfi
cohatlori ilo modernizmdon forglonan, biitlin siyasi vo sosial doyisikliklori,
habelo intellektual vo modoni tocriiboni timumilosdiran bir tislubdur. XX
asrin 70-ci illorindon etibaron diinya sonstindo genis yayilmis postmodern
meyllorin Forman Qulamovun yaradiciliginda miisyyan doaracods tssirinin
tozahiirli bu istiqgamotds asarlorin mévzusunu vo formasinit miioyyon etdi.

Rassam asarindo, heg bir xarici detaldan istifado etmodon, ronglorin vasitosi
ilo otraf miihitin xarakterik atmosferini yaratmagi bacardi.FormanQulamov
biitiin miihiti, rong diinyasin1 vo atmosfer tosirlorini bir konara qoyaraq bir
otagin vo ya hoyat torzinin detallarini istifado etmokdon tamamilo imtina edon
istedadl1 bir sonotkardir. Biitiin bunlar, asas prinsipi baximindan kompozi-
siyada miixtalif vasitolorin istifadasini birlosdirmokls olds edilir. Belalikls,
rossamin yaradiciligindaki postmodernizm miiasirlikls vo anonalors saslosir.

Acar sozlar: postmodernizm, Forman Qulamov, yaradiciliq , miiasirlik vo
onono, kompozisiya.
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T'tonvnaz Maoamoea (Azepoaiidsican)

MHNOCTMOAEPHUCTCKHUE TEHAEHIIUU B TBOPYECTBE

DPAPMAHA I'YIAMOBA

[TocTtmMOznepHH3M — 3TO CTWIIb, OTIIMYAIOIIMICSA OT MOJAEPHHU3MA KaK I10-
JIOKUTEIBHBIMU, TaK U OTPULATEIIBHBIMA CTOPOHAMH B OIPEIEICHHOU CHU-
TyallH, CyMMUPYIOLIMHA B ce0e BCe MOJUTHUUYECKUE U OOLIECTBEHHbIE U3Me-
HEHUS, a TAK)KE MHTEJUIEKTYaJbHbIH U KylIbTypHbIH onbIT. C 70-x ronoB XX
BEKa IIPOSIBJICHUE ONPEACICHHON CTEIIEHH BIMSAHUSA B TBopuecTBe Dapmana
['ymamMoBa MOCTMOIEPHUCTCKUX TEHIECHUINHN, ITOJIyYMBIIMX IIUPOKOE PaCcIpo-
CTpaHEHHE B MUPOBOM HCKYCCTBE, ONPEAETHIO TEMATUKy 1 (OpMy MOUCKOB
paboT B 3TOM HaIpaBJICHUU.

B cBoem TBOpUECTBE XyNOKHUK CMOT IIPOCTO BOCCO3AATh XapaKTEPHYIO
arMocdepy OKpyKarolei armocdepsl B UCIIOIb30BAHUH LIBETOB, 0€3 UCTIOJb-
30BaHMS KaKUX-TMOO BHEIIHUX JieTaieil. TamaHTIMBBIN XyI0KHHUK, KOTOPBIHA
IIOJIHOCTBIO OTKAa3bIBACTCSI UCIIOJB30BaTh JETAJIM COCTOSIHMSI KOMHAThl WIN
oOpas3a >KM3HH, HE TOBOPS YXKE O BCEHl OKpyXkarouiei cpene, B €€ LIBETOBOM
Mupe u ee arMochepHbIX 3(dekrax, Kak OH 3TO JeTaeT B APyrux padorax.
Bce 310 ocTrraeTcs 3a cueT couyeTaHus UCIOIb30BaHUs PA3IMYHBIX CPENICTB
B KOMITO3UIIUH, C TO3UIMHA OCHOBHOT'O IPHHIIUIIA €AUMHCTBA. TakuM o0pazom,
9TO 00€ecIeunBaeT OCHOBY JJIsl MPOIUIBIX TPAJULMH KUBOIKMCH, K KOTOPBIM
CJIelyeT MOAXOAUTh C TBOPYECKOM MPU3MBbI TBOPUECTBA COBPEMEHHOM IIIOXHU.

Takum 006pazom, MOCTMOAEPHHU3M B TBOPUYECTBE XyHAOKHUKA MEPEKINKA-
€TCsl C COBPEMEHHOCTBIO U TPAJULIUSAMH.

Knioueesvie cnosa: noctmonepunsm, @apman ['ynamos, TBOpueCTBO, CO-
BPEMEHHOCTb U TPAJULUHU, KOMIIO3HIIHS.
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FORMS OF EMBODIMENT OF NATIONAL AVANT-GARDE
ART IN ZAKIR HUSEYNOV’S PAINTING

Abstract. The article is dedicated to the famous Azerbaijani avant-
garde artist Zakir Huseynov’s works. The author notes that the artist’s
unique artistic style enriched significantly the fine arts of modern
Azerbaijan. His works, which reflect the native land of Absheron, oil-
processing plants, animal images, are distinguished by their individuality
and unique perception of the characteristics of the environment. Thematic
compositions and still lifes created by the artist are also interesting. The
deep philosophical meaning, which was included in the ideological and
aesthetic content of these works and reflects the artist’s views on life,
acts as a unique reflection of his thoughts and understanding of the world.
Z.Huseynov’s “Buzovna” landscape lightened by bright sunlight, “Old
Enterprise” thematic composition depicting oil refinery plants on the coast,
still lifes and animalistic paintings, as well as thematic works depicting the
artist’s lone existential characters make a deep impression.

Key words: Azerbaijan fine arts, Zakir Huseynov, painting, landscape,
still life.

Introduction. There is a generation called the “generation of the 60s”
in the development of Azerbaijan’s fine arts, many of whose representatives
still live and work today. We do not need to mention their names because we
know them well. According to popular belief, the main service of the “60s
generation” in art was to break the canons of socialist realism, to create a
new artistic style and school in painting, to create the embryos of national
avant-garde art. The concept of “Absheron school”, which was widespread
in the 60s-80s, is also associated with this generation. All this leaves no
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doubt. The contribution of that generation is obvious in the formation of
modern art.

But life does not stop in one point, it is constantly moving forward. The
development of modern Azerbaijani national avant-garde art is no longer
associated with the “generation of the 60s”, but rather with the names of talented
artists who came to life in the 60s and beyond. We are probably right in saying
that those born in the 60s are worthy successors of the “60s generation”.
These artists, who can no longer be called young today, representing the
“second generation” (expression is ours — auth.) of the national avant-garde,
brought new ideas, metaphors, existential thinking, composition and color
diversity to modern art. Although it is early to say but the generation of these
artists has already begun to shed leaves. One of such artists is Zakir Huseynov
(1961-2010), who was a talented artist and developed the national avant-
garde art on the theme of “New Absheron” (the expression is ours — auth.)
and added different touches to it.

The interpretation of the mail material. His arrival in art coincides
with an interesting, rich in ideas and works, as well as a difficult period of
Azerbaijani art. Individualism, national-decorative style, even the tendency
to avant-garde in art no longer surprised anyone in the mid-1980s. Fateful
events took place in society only a few years later and the ideological and
artistic content of art underwent radical changes. The national avant-garde
art began to develop rapidly at this time. The creative research of the middle-
aged and young generation of artists was at the basis of this development.
The process of blind imitation of traditional Western avant-garde and abstract
art was manifested in the early years. But, the national style came to the
fore in modern avant-garde art soon, since the 2000s. This style manifested
itself in national forms and attributes, meaning and content, in the colorful
and warm shades peculiar to Azerbaijani painting. Aghaali Ibrahimov, Siruz
Mirzazadeh, Gayyur Yunus, Kamal Ahmad, Nazim Mammadov, Altay
Sadigzadeh, Rashad Mehdiyev, Rashad Alakbarov, Ilgar Akbarov, Yusif
Mirza, Ilyas Alov, Teymur Daimi, Orkhan Huseynov and others from the
middle-aged and young generation created works in this style and many
continue to do so today. The artistic views of Zakir Huseynov, who was
a worthy representative of the avant-garde school “New Absheron”, were
formed in such an environment.

Z.Huseynov was born in one of the less pleasant corners of Absheron
— Amirjan. In general, it is difficult to consider Absheron as a colorful
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corner of nature — there are no forests, rivers, green meadows, mirror lakes,
snow-capped mountains. The lyrics of Absheron are better understood and
appreciated by those who were born and grown in this land. The beauty for
them is the impetuous Caspian Sea, the rocks on its shores, the sandy shore,
the white-gray gulls flying in the sky. Amirjan does not have any of these.
But, this ancient village of Absheron is lucky anyway. Great personalities,
including talented artists were born here. Undoubtedly, the first who comes to
our mind is the great Sattar Bahlulzadeh. What about his followers? Gayyur
Yunus, Eldar Mikayilzadeh, Anar Huseynzadeh and others... Zakir Huseynov
is also on this list. He also developed the traditions of the “New Absheron”
school, perhaps more than others. Although far from the seashore, most of his
paintings feature the Caspian Sea, which is the visiting card of the “Absheron
School”.

Zakir Huseynov is one of the artists who defined his style in art early.
Maybe it was an intuition, he felt that he would not live long, he did not have
time to look for his style in art for a long time, he did not have a chance. The
works of art that he created in the late 80’s and 90’s do not differ significantly
from the paintings he worked on in the last years of his life. Abstraction is
strong in the early paintings, but national avant-garde in the later ones.

An interesting aspect of Z.Huseynov’s avant-garde art is its variety of
themes and his appeal to different genres. Genres such as thematic portraits,
landscapes and still life are widely represented in the artist’s work. Local
plots and animalistic images are also fully expressed in his paintings.

Zakir Huseynov’s work can be divided into early and mature periods.
The early period is from 1985 to the end of the 90s, when he graduated from
the Department of “Weaving” of the Art School named after A.Azimzadeh
and began his independent career. It is interesting that although the artist
mastered in weaving, he almost did not work in this field. The art of painting
attracted his attention since childhood. As we have mentioned above,
abstract tendencies were stronger in the artist’s work in the early period. It
is interesting that abstract compositions prevailed in works of artists such
as Siruz Mirzazadeh, Anvar Askerov, Teymur Daimi, Rashad Mehdiyev,
Ilyas Alov in those years. Perhaps this was a manifestation of the interest
in Western abstractionism after the fall of the “Iron Curtain”. Abstract
aspects prevail in Z.Huseynov’s works “Circle” (1992) and “Composition”
(1989). It is interesting that the artist called most of the abstractions that
he created in the 80s and 90s as “Composition”. Z.Huseynov’s tendency to
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abstract thinking manifests itself here. The associative impression is strong
in these paintings, in which “the sensations of excitement are paradoxically
transformed into aesthetics™ [1, p. 4]. We can see both the illogical symbols
of Salvador Dali’s work and Jackson Pollock’s dripping motifs in Zakir
Huseynov’s “compositions” in those years. However, the national character
and avant-garde tendencies, which took place at the level of the “New
Absheron” school, became soon his main art style and the artist remained
faithful to his style until the end.

The mature period of Z.Huseynov’s creativity covers the 2000s. He
matured in art, developed the traditions of the “New Absheron”, created
optimistic landscapes with plenty of sunlight by using bright colors during
this period. Undoubtedly, Buzovna landscapes distinguish among them.
Flat-roofed white houses, clear, bright skies and the blue sea surrounding
the horizon are the main compositional and color elements of these
landscapes.

Zahir Huseynov’s work has been in the spotlight of his contemporaries.
His close friends and colleagues valued him as a human and a master. Two
aspects — sincerity and individuality are emphasized in the appreciation of
his art. The artist’s works are as individual and unique as they are sincere
- this is what makes his compositions remarkable. “It is not difficult to
describe Zakir as an artist. He was very sincere in his work. Even not being
aware of certain issues helped him to remain sincere in his work. Zakir did
not deviate from his style all his life. The artist worked on several different
paintings only in the last months of his life, when an incurable disease
destroyed him from the inside. Had his life been faithful, perhaps Zakir
would have been able to bring a more interesting, new style to the art world”
[4]. This value given by art friends is the main features that complete the
artist’s portrait.

Zakir Huseynov participated in many exhibitions. His works were
repeatedly exhibited in prestigious exhibitions both in our country and
abroad. Another exhibition of his was held at the Khatai Gallery of Miniature
Art after his death, on December 7, 2011. This exhibition was dedicated to the
50th anniversary of the artist’s untimely death [5].

Z.Huseynov called himself a “lone warrior of Azerbaijani art” [6]. This
loneliness was not due to unsociability, he never ran away from communication.
Those who know the artist well can confirm this. We accept this loneliness
from a philosophical point of view. This loneliness arouse from the existential
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loneliness that the artist appealed to. His style was unique and he developed
his views on art in solitude. This is where the expression of lone warrior
comes from. If we pay attention, we will see that the artist’s characters were
also depicted alone in his paintings. It is difficult to find two or more figures in
his paintings. The lone figures are a kind of expressions of his “loneliness” in
art. The artist saw himself in his characters — this is reflected in his existential
views on art.

Popular art manager Rafael Gulmammadli said the following about
Zakir Huseynov, whom he knew well and respected for his art: “Although
Zakir graduated from the Department of “Weaving” of the Art School, he
was a painter inwardly and he was the only student in the group who was
able to show his painting potential to everyone” [3, p. 15]. The more you get
acquainted with the artist’s creative style and the more you learn the opinions
and impressions of his colleagues about him, there is no doubt about the
accuracy of these words.

As mentioned above, Z. Huseynov applied to various genres in his work.
The genre of landscape distinguishes among them. “Zakir Huseynov, who
was inseparable from the landscape genre throughout his career, achieved
to create large-scale works in this field in the last ten and more productive
years of his life. If we have to characterize them as a whole, first of all
we have to say that such scenes may not exist in reality... They can be
considered an expression of “Zakir’s view”” [3, p. 82]. This is indeed so.
The artist saw his beloved land of Absheron not in reality, but in a different
way, as if in idealized form in his dream. It should also be noted that the
artist reflected the genre of landscape in different thematic plots. He created
interesting landscapes on the theme of oil, besides Absheron motifs, domed
village houses, sandy seashore.

Undoubtedly, Absheron villages and sea views are more prominent
among Z.Huseynov’s landscapes. The bright rays of the sun, the transparency
of the air and the optimistic mood were reflected here, which are typical of
the plein air technique. From this point of view, the paintings on the theme
of Buzovna by the brush master are more attractive. These landscapes can be
considered the most optimistic works of the artist in terms of color and mood.
Z.Huseynov’s two landscapes “Buzovna”, which were painted on canvas
with oil paintings in 2004, reflect fully this optimism in terms of ideas, art
and color. Flat-roofed white houses of the ancient village Buzovna are seen in
both works. The composition is almost covered with these houses completely.
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As if the small rectangular village houses move towards the sea by squeezing
each other. A strip of blue sea stretches along the horizon in the distance. And
the blue sky is above it.

The second work on the same theme and title has a similar compositional
solution. But the symbolic content is stronger here. The artist depicted two
large cypress trees in the foreground — they represent the variability of
generations, the transmission of blood memory from generation to generation,
the past and present of the village symbolically. The artist devoted more
space to the sky in this painting — the sky is not in the form of a narrow strip
as in the previous painting. However, the artist did it deliberately — there is a
picture of another symbol, i.e. a half-moon, in the middle of the sky [Figure
1]. In general, the moon (half-moon) is an important symbolic means in
Zakir Huseynov’s work, which has a philosophical content, like other
existentialist artists. Interestingly, each artist depicts the half-moon in his
own way. For example, Siruz Mirzazadeh often prefers to reflect the half-
moon with the sun, but also with two mouths. The half-moon is a symbol of
the magical world, calm and magical silence for Kamal Ahmad [2, p. 10].
Zakir Huseynov depicted the half-moon in his various paintings, as well as
in a unique way. Its half-moon is extremely elongated and has a stretched
appearance. As if the yellow, stretched moon in the composition “Buzovna”
is singing lullaby to the silent houses of the village in the evening, when the
weather is still bright.

The industrial landscape, especially the theme of oil production occupies
an important place in Z.Huseynov’s work. “Neftchi”, “Oil Is Transported”
(both in 2007), “Old Enterprise” [Figure 2], “Oil-refining Institution” (both
in 2008) and other thematic landscapes reflect this theme. Despite the bright
color range, incomprehensible mental excitement, existential mood is clearly
manifested in these works. Perhaps the reason is the inhumanity of those
paintings or the depiction of a single person. No one is seen in the port, around
oil rigs, pipes and tanks at noon, when work is in full swing. Only one person
does not bring confidence and peace of mind to the work, on the contrary, he
drags it into a whirlpool of incomprehensible mental excitement. Only one
person ... Isn’t he a “lone warrior?

Another genre applied by Z.Huseynov is still life. The artist applied to
still life at all stages of his career, including adulthood. His still lifes include
pumpkins, pears, watermelons, melons, dried fish, etc. These still lifes are
unique. The things here are disorderly, as if scattered. Warm colors prevail in
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these works, but as a whole the color cannot be considered colorful. The still
lifes have a more matte color solution.

Pictures of fish are often found in the artist’s still lifes. The depiction
of the living and the lifeless has a philosophical meaning and reflects the
dilemma between life and death in simple artistic forms.

One of the main themes applied by the brush master was the animalistic
genre. It is possible to see a bull, a cow, a camel, an elk, a giraffe, a bird,
etc., which were drawn outside the plot on a neutral background in his works
[Figure 3]. These animalistic figures differ from Mirjavad Javadov’s beasts of
draught drawn on a dark red background or the wolf-toothed dogs depicted
by Kamal Ahmad. They are calmer and more free. As if reality doesn’t irritate
them. Even the animalistic figure in the painting “Burning Giraffe” (this can
be compared to Salvador Dali’s “Flaming Giraffe”) has an unusual calm,
despite the fact that it burns.

Z.Huseynov depicted only one figure in his portrait paintings. Even if a
certain “dialogue” manifests itself in the work, it is not a dialogue between two
people, but between an existential character and a symbol (tree, lamp, moon or
bird). His characters are not mythical, but symbolic characters that flow from
the intermediate position between mythological memory and folklore motifs. A
typical representative of these characters is a dervish. The artist created several
such characters. He wanted to express his thoughts through these dervishes’
appearance and deeds. An existential character holds a glass of wine in his hand,
stands in a boy’s position as in Oriental miniatures and carries on a dialogue
with a bird perched on a small tree on the right in the painting “Dervish’s
Dialogue” (2000s) [Figure 4]. He reflected the more characteristic features
of the myth-folklore character in his works such as “The Thinking Dervish”
and “The Dervish with a Lamp”. A similar feature of the two paintings is the
reddish-yellow spot of flowing patch on the upper right part of the composition,
which attracts attention. This is the moon. But, this moon has a more existential,
mythical effect than the long one seen on Buzovna. We can be bold to say that
such a “generalized” and completely isolated moon has never been depicted in
the Azerbaijani national avant-garde art...

It would be expedient to complete a short excursion into Zakir Huseynov’s
works with his voluminous compositions. The artist also worked in the field
of papier-maché, ceramics, artifacts. As if his composition “Water” (2006),
which is in the form of an oval ceramic plate, quenches thirst with its eye-
catching blue colors. The papier-maché called “Fish” (2006) is not only in
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the form of a fish, but also decorated with characteristic details of the artist’s
work and fragments of his works.

Conclusion. A lot can be said about Zakir Huseynov’s art. His work is
truly distinguished by its individuality, different sense of volume and color,
unique direction and style in the national abstract art. There is no doubt that
the artist’s colorful work will take a worthy place in the history of modern
national art.
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SANANE Il

Sevinc Oliyeva (Azarbaycan)

ZAKIiR HUSEYNOVUN RONGKARLIGINDA MiLLi AVANQARD

SONOTININ TOCOSSUM FORMALARI

Mogqals taninmis Azaorbaycan avangardgi rossami Zakir Hiiseynovun yara-
diciligina hasr edilmisdir. Miallif qeyd edir ki, rossamin 6ziinomoxsus badii
islubu miiasir Azarbaycan tasviri sonatini xeyli zonginlagdirib. Onun dogma
Abseron torpaginin, neft emali qurgularinin, heyvan tosvirlorinin oks olun-
dugu osorlori fordiliyi, otraf miihitin xiisusiyyetlorinin 6ziinomoxsus torzdo
gavranilmasi ilo secilir. Rossamin yaratdigi tematik kompozisiyalar vo na-
tiirmortlar da maraq dogurur. Bu asorlorin ideya-estetik miindoricosino da-
xil edilmis, rossamin hayat goriislorini oks etdiron dorin falsofi mona, onun
diistincalorinin vo diinyant dork etmosinin 6ziinomoxsus oksetdiricisi kimi
cixis edir. Z.Hiiseynovun parlaq gilinos siialari ilo isiglandirilmis “Buzovna”
monzarasi, doniz sahilindo yerloson neft emali qurgularinin tosvir edildiyi
“Kdohno miiassisa” tematik kompozisiyasi, natliirmort vo animalistik tablolar,
homg¢inin rossamin tonha ekzistensial gohromanlarinin oks olundugu tematik
osorlor dorin toassiirat yaradir.

Acar sézlar: Azorbaycan tosviri sonati, Zakir Hiiseynov, rangkarliq, man-
zar9, natiirmort.
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Cesunooic Anueesa (Azepoaitdrican)

®OPMBbI BOIIVIOINEHUA HAITMOHAJIBHOT'O

ABAHI'APJHOI'O HCKYCCTBA B ) KUBOIIMCHU

3AKUPA I'YCEHHOBA

Crarbs MoCBsIIEHa TBOPYECTBY M3BECTHOIO a3epOai’KaHCKOrO Xy/I0XkK-
HUKa-aBaHrapaucTa 3akupa ['yceitHoBa. ABTOp OTMEYAET, 4YTO CBOCOOPa3HbIi
TBOPUYECKHUI CTHIIb XyJJO)KHUKA 3HAYUTEIBHO 000TaTUII COBpEMEHHOE n300pa-
3UTEIbHOE MCKYcCTBO A3zepbaiimxana. Ero paboThl, B KOTOPBIX HM300paxe-
HBI TIeH3aKU pOTHON ATIIEPOHCKON 3eMJIH, He(TEeIeperoHHbIE YCTaHOBKH,
(GUrypsl ’KMBOTHBIX, OTIMYAIOTCS WHAMBUIYAIU3MOM, CBO€OOpa3HBIM BOC-
NPUSTHEM U OTpaKeHHEM 0COOEHHOCTEW OKpyskarolel cpeabl. UHTepecHbI
TaK)K€ TEMAaTUUECKHE KOMITO3ULIUHU U HATIOPMOPTHI, CO3aHHBIE Xy OKHUKOM.
I'myGokuit ¢punocodckuii 3ampicell, BIOKECHHBIH B HIACHHO-ICTETUYECKYIO
OCHOBY 3THX padoT, OTpa)kaeT >KU3HEHHbIE B3IIS/Ibl XyA0KHHUKA, BBICTYIAET
CBOCOOPA3HBIM MEPEAATYMKOM €ro MbICIed U MUpONOHMMaHus. Brewaris-
10T Takue pabotsl 3.I'yceliHoBa, kak nensax «by30BHa», 3aMUTHINA IPKUMU
Jy4yaMU COJIHIIA, TeMaTHueckas KoMno3uuusa «Crapslil IPOMBICEN», € U30-
OpaxeHbl HeTENEPETOHHBIC YCTAHOBKH, PACIIOJIOKEHHBIE Ha Oepery mops,
HaTIOPMOPTHl ¥ aHUMAJIMCTUUYECKUE KOMIIO3ULMHU, a TAKKE TEMaTU4eCKHe
paboThl, H300pakarone OAMHOKUX K3UCTEHIINAIBHBIX TE€POEB XYI0KHHUKA.

Knrwouesvie cnoea: n3o0pa3utenbHoe UCKYCCTBO AzepOaiimkana, 3akup
I'yceiiHoB, )KUBOIKCH, EN3aK, HATFOPMOPT.
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FIGURES:

2. “Old Enterprise”. Canvas, oil paint. 2008
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4. “Dialogue of the Dervish”. Canvas, oil paint. 2000s
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SCIENTIST AND HUMAN.
BEING ACTIVITY OF PROFESSOR KUBRA ALIYEVA

Abstract. The article deals with the famous researcher of Azerbaijani
carpets, Doctor of Art History, Honored Art Worker, Professor Kubra Aliyeva.
The author notes that K.Aliyeva possesses high human values besides
scientific research qualities. The image of a scientist-teacher is highlighted
precisely from this aspect in the article. A great scientific contribution is
also noted, which has been introduced to the development of Azerbaijani
art history by her. The books published by K.Aliyeva represent valuable
scientific material, which highlights the peculiarities of the historical and
artistic development of Azerbaijani carpets. Besides carpet art, the sphere of
K.Aliyeva’s scientific interests includes also the peculiarities of the cultural
and historical development of Caucasian Albania. The scientist’s a number of
researches are devoted to this interesting problem.

Key words: Kubra Aliyeva, carpets of Azerbaijan, art history, decorative
and applied art, Caucasian Albania.

Introduction. Human’s art compass is his teacher. A good teacher gives
his invaluable treasure of knowledge to his students, changes his outlook on
life, develops his skills and abilities, increases his good habits and finally
nourishes and purifies his soul. Happiness for a student is also in meeting a
good teacher.

Anyone who is a student of Doctor of Art History, Honored Art Worker,
Head of the Department of “Art and Architecture of the Caucasus Albania”
of the ANAS Institute of Architecture and Art, Professor Kubra Aliyeva can
confirm the qualities of the teacher listed above without exception. The more
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difficult it is for a person to express his opinion about his parents, it’s not so
easy to talk about his favorite teacher.

Our acquaintance with Kubra Aliyeva is based on years. I remember that
this person, whom I knew in the first years of my studies, was loved not only
by me, but by all students. Because when she entered the lecture hall, she not
only enriched it with her scientific researches, but also formed taste in the
students who were just starting their youth. She shows good examples, directs
and as if she is a lamp for young artists to find themselves.

The interpretation of the main material. It is possible to say without
hesitation that Kubra Aliyeva is a person who causes me to love miniature art,
which is considered the pearl of Azerbaijani art. She was a great mediator in
my preparation on this field and in mastering this art. There was an opportunity
to glorify our art with the art of miniature even in a number of countries of
the world.

Speaking figuratively, Kubra Aliyeva’s students can be compared to the
wind. Because, they blow from all over our country and are successfully
guarding art both in the capital and in the regions by their fields.

Kubra Aliyeva is a good teacher, a beautiful lady, as well as her
comradeship should be also noted. After all, a journey companion is an
important criterion for us Azerbaijanis. So, our visit to the Dagestan region of
the Russian Federation with her resulted in rich creative researches. I would
like to emphasize Kubra khanim’s reputation here. Of course, she has earned
this respect, first of all, for her strong professionalism and aristocratic attitude,
which is peculiar to a real Azerbaijani lady.

I witnessed also how long and difficult roads she traveled for small results
when I accompanied her on the search in Guba, Gusar and Gabala regions
of our country for days. She reveals the ancient Azerbaijani carpets lying
in the houses and old cellars by collecting information, praises, researches
and explains the looped beauties that flow from the traditional art, reveals
the hidden letters kept in those patterns. These are the pearls of folk art,
decorative and applied art.

Undoubtedly, when talking about K.Aliyeva, it is impossible to ignore
the main field of her activity — scientific researches. Besides being a beautiful
person, a passionate intellectual, a well-trained pedagogue, Kubra khanim
is also a real scientist. She has published more than 200 scientific articles
and about 10 monographs during her years of work at ANAS Institute of
Architecture and Art. K.Aliyeva’s main research area is Azerbaijani carpets.
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As it 1s known, carpet weaving is one of the main areas of our national
decorative-applied art, perhaps the first. She was interested in this field when
she was still young. This interest motivates the scientist to work productively
even today. It should be noted that the master carpet weaver, People’s Artist
Latif Karimov encouraged K.Aliyeva in this field. K.Aliyeva is one of the few
specialists who continue the way of her master.

K.Aliyeva’s dissertation subject of both PhD and Doctor degrees were related
to the art of carpet weaving and its development peculiarities. She defended
her PhD dissertation on “Azerbaijan’s pileless carpets” in the relatively early
period of her scientific activity. The scientist published the investigation as a
separate book [1]. Pileless carpets, which were relatively little studied until
then, became widely researched and popular thanks to Kubra khanim. Pileless
carpets are an integral aesthetic carrier of Azerbaijani life, especially of the
poor, and an artistic expression of its sense of beauty. In this sense, the artistic
value of pileless carpets does not lag behind pile carpets, on the contrary, it is
perhaps ahead as an example of a large number of national culture.

After that, Kubra Aliyeva worked more deeply on the national carpet
art and its development peculiarities and created a comprehensive artistic
view of carpet weaving. As a result of this research, she defended his
doctoral dissertation on “The 16™—17" centuries Tabriz carpet school and
its relationship with the carpets of the Near East and Middle East”. The
artistic composition peculiarities of Tabriz carpets, its genetic code, shades of
meaning are thoroughly studied in this voluminous scientific research work.
In general, this valuable scientific work plays the role of a comprehensive and
reliable scientific source for tracing the historical and artistic development of
Azerbaijani carpets [2].

K.Aliyeva wrote and published many valuable works, including
“Dictionary of carpet and carpet weaving terms” (1998), “Latif Karimov — life
and his creative works” (2007), “History of ornament” (2012), “Baku carpets.
New Patterns” (2018) and others. The book “Collection of selected articles on
various fields of decorative and applied arts of Azerbaijan” that was published
in 2019 includes scientific research, which is the result of various researches
of the scientist.

The art of Caucasian Albania plays also an important role in K.Aliyeva’s
scientific research activity. The scientist has traveled to the regions to study
the material cultural monuments of Caucasian Albania. She has also collected
interesting facts about the occupation and outlook of the local population [5].
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All this attains scientific importance in terms of studying and explaining the
culture of Caucasian Albania and its manifestations preserved in the lower
layers of our genetic memory.

Today, K.Aliyeva’s scientific heritage is in the center of attention. A lecture
on “Azerbaijani carpet and Kubra Aliyeva” was held at the Carpet Museum in
January 2020 [4]. The lecture was attended by various guests, researchers and
students besides the museum staff. This is a manifestation of the great interest
and respect for the scientist’s scientific heritage.

K.Aliyeva’s scientific works were properly appreciated and kind words
were said about her. From this point of view, the director of the Institute of
Architecture and Art of ANAS, corresponding member of ANAS, professor
Artegin Salamzadeh’s approach is noteworthy. He writes: “K.Aliyeva’s main
scientific works took rightly their worthy place along with the fundamental
works of the corresponding member of ANAS, researcher of Tabriz school
of miniature painting K.Kerimov and corresponding member of ANAS,
researcher of Tabriz school of architecture Jafar Giyasi. Thanks to K. Aliyeva’s
scientific works, the problems of Tabriz art school became complete and
absolute character in Azerbaijani art history” [3, p. 3].

Conclusion. So, we tried to portray the tireless researcher, Doctor of Art
History, Honored Art Worker, Head of the “Art and Architecture of Caucasian
Albania” department of the ANAS Institute of Architecture and Art, Professor
Kubra Aliyeva as a human and a scientist in this small article. Her services
are enough. We would like to emphasize that we are happy with the new
scientific achievements of the researcher-scientist, who is loved by all her
students and is the successor of the deep-rooted generation of intellectuals.
We wish Professor Kubra Aliyeva health, to write new books, to work always
tirelessly.
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Sakina Bagirova (Azarbaycan)

ALIM VO INSAN.

PROFESSOR KUBRA OLIYEVANIN FOALIYYOTi

Mogqals Azarbaycan xalgalarinin taninmis todqiqatcisi, sonatsiinasliq dok-
toru, ©Omokdar incosonat xadimi, professor Kiibra Oliyevaya hasr olunmus-
dur. Miiallif geyd edir ki, K.Oliyeva elmi-todqiqatciliq keyfiyyotindon basqa,
hom do yiiksok insani doyarlors malikdir. Maqgalode pedaqog-alimin obrazi
mohz bu sopgido isiqlandirilir. Homginin onun Azorbaycan elminin inkisa-
fina verdiyi boyiik tohfolor diggots ¢atdirilir. K.9liyevanin nosr etdirdiyi ki-
tablar Azarbaycan xalcalarinin tarixi vo badii inkisaf xiisusiyyatlorini is1q-
landiran qiymatli elmi materiallardir. Xalga sonoatindon basga, K.9liyevanin
elmi maraq dairasine hom do Qafqaz Albaniyasinin modani-tarixi inkigaf
xiisusiyyotlori daxildir. Alimin bir sira todqigatlar1 bu maraqli problemo hosr
olunmusdur.

Acar sozlar: Kiibra Oliyeva, Azorbaycan xalgalari, sonastsiinasliq, deko-
rativ-totbiqi sonat, Qafqaz Albaniyasi.

Cakuna bazupoea (A3zepobaiidican)

YUEHBIN 1 YEJIOBEK.

JEATEJIBHOCTH ITPO®ECCOPA KIOBPBI AJTMEBOM

Crarbs MOCBsILEHA U3BECTHOMY HCCIIEIOBATENIO a3epOaiyKaHCKUX KOB-
POB, TOKTOPY MCKYCCTBOBEIEHHS, 3aCITy’KEHHOMY JEsTeNt0 UCKYCCTB, TpO-
tbeccopy Krobpe AnmeBoii. ABrop oTmeuaeT, uro K.Anuesa obmamaer, mo-
MHMO Hay4HO-HMCCIIE0BAaTEIbCKUX Ka4eCTB, U BBICOKMMM YEJIOBEYECKUMHU
LIEHHOCTSMU. B cTarbe 00pa3 yueHoro-nenarora OCBELIEH HMEHHO B TaKOM
pakypce. OTmedaercsi Takke OOJBIION HaydHbIM BKJIaJ, BHECEHHOH €10 B
pa3BuUTHE a3epOalJKAHCKOrO MCKycCTBOBeAECHUA. KHHIrHM, BBINYyIIEHHBIE
K.AnueBoii, mpeacTaBisioT coO0i IIEHHBIH Hay4HBI MaTepHuall, OCBEIao-
U 0COOEHHOCTH UCTOPUYECKOTO U XYI0KECTBEHHOTO pa3BUTHs azepOaiif-
KAHCKHUX KOBpOB. KpoMe KOBpOBOTO MCKyCCTBa, B chepy HAydHBIX MHTEpE-
coB K. AnneBoii BXOAAT 1 0COOEHHOCTH KyJIBTYpHO-UCTOPUYECKOTO Pa3BUTHUS
Kagka3ckoii Anbanuu. Pst uccienoBaHui y4eHOTO ITOCBSIIEH dTOH HHTEPEC-
HO¥ npobeme.

Knrouegwie cnosa: Kiobpa AnreBa, KoBpbl AzepbaiixaHa, HCKyCCTBOBE-
JICHHE, IEKOPAaTUBHO-TIPUKIIaTHOE UCKYCCTBO, KaBKka3ckas AnbaHusl.
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THE PROFESSION VIEWS OF INGLAB KARIMOV

Abstract. The article is dedicated to the memory of eminent scientist,
corresponding-member of ANAS, doctor of art, professor Inglab Karimov
(1931-2011). Analyzing the researching works of the scientist, the author
notes that contemporaneity, professionalism and skill serve as main criterion
for the aesthetical views of Inglab Karimov.

Key words: Inglab Karimov, theatre science, aesthetic views, criticism,
theatre process.

Introduction. Ten years ago, 4 March of each year would be Inglab
Karimov’s birthday... we have been celebrating this day for already ten
years as the day of remembrance of Inglab Karimov. This year is also the
year of the 90" anniversary of the prominent theatre critic. May your soul
rest in peace! The Russian esthetician M.Bakhtin wrote that “Silence is only
possible in the world of people (and only for people)” [1, p. 357]. Because it
is people who create this silence and who break it. Corresponding-member
of National Academy of Sciences of Azerbaijan, doctor of arts, professor,
Inglab Karimov who we are celebretinghis 90™ anniversary these days,
broke this silence with his selfless work, productive and valuable activity,
served our national theatre and theatre criticism during his 60 years of his
life. Creativity, scientific heritage of Inglab Karimov who is the author of
nearly 300 articles, nearly 30 books is very wide, multifaceted and rich,
so that, it is possible to talk about the aesthetic views of art critic scientist
by simply mentioning its names the scope, geography and names of his
works. Undoubtedly, the priority of Inglab Karimov’s scientific activity is
the research of the history of our national theatre. However, at the same
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time there are many works of scientist devoted to theatrical criticism and
theoretical problems.

The interpretation of the main material. If we classify the scientific heritage
of a prominent art critic, we see three directions. The first direction consist
of research on the theatre history, the second on portraits of prominent art
workers and the third on works about modern theatrical process. The historical
researches that form the main line of [.Karimov’s creativity are distinguished
by their detail, perfection, richness and accuracy of factual material. The
sense of national sympathy in the approach of the scientist attracts special
attention to the subject of research, to the topic, especially to the issues related
to our theatrical history. In his works Inglab Karimov opposes the calculation
of the history of Azerbaijan professional theatre since 1873 and considers this
figure to be the history of the first performance in Baku and tries to prove with
evidence that, long before that date, in 1840-50 theatrical performances were
shown in Shusha, Shamakhi, Lankaran.

Y.Garayev, a prominent literary critic who characterized Inglab Karimov’s
work, wrote that “a selfless love for theatre devotees and classics, education
of respect and devotion to their art and civic traditions..., analysis and
promotion of examples embodied on the stage — and motives” [2]. It is no
coincidence that an important part of the theatrical scholar’s work is portraits
of theatre devotees. Inglab Karimov started from his first book “Abdulla
Shaiq and theatre” [3] to “Abdurrahimbey Haqverdiyev and theatre” [4],
“Nariman Narimanov and theatre” monographs [5], “Jalil Mammadquluzadeh
and theatre”, “Suleyman Sani Akhundov and theatre”, Abulfat Veli Veliyev,
Mahammadbey Alvandi, Mehdi bey Hajinski, Haji Zeynalabdin Tagiyev,
Soltan Mejid Ganizade, Mirza Ali Abbasov, “Revolutionary actors” [5], and
with other monographs express their respect to the devotees who stood at
the cradle of Azerbaijani culture and theatre, creates their scientific-historical
portraits.In the meantime, it is necessary to emphasize the monograph of
InglabKarimov, who always followed the words of Hazrat Ali “l will be the
slave to the one who taught me a letter” about his favorite teacher, the founder
of our national theatrical science Jafar Jafarov “Suffering scientists with high
taste” [7, p. 9-37].

“Modernity gives a great impetus to art”. This expression, which
belongs to Ingilab Karimov, can be considered as the main thesis of his
creativity, the main criterion of art. He evaluates both historical event and
modern manifestations on the criteria of modernity and innovation. For
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this reason, the scientist puts serious demands on his young colleagues and
writes: “Theatre critics are being required to have a board outlook, a rich
spiritual world, objectivity and principledness. He must be distinguished
by his ability to feel innovation and beauty, and he must have the ability
to promote this innovation and beauty” [7, p. 290].The high scientific
and creative quality of Inglab Karimov also lies in the fact that these
words of the prominent scientist are not only a recommendation for other,
but also a credo of art that he has followed throughout his career. That
is why historical research, portraits and articles on the current process
and reviews of individual performances of Inglab Karimov have always
remained relevant. For example, in his book “Abdulla Shaiq and theatre”,
published in 1961, a theatre critic who analyzes act of the main role in the
play “Khasay” writes: Trying to reveal the mental status of the character,
H.A. Sadigov masterfully demonstrated the events that took place
Khasay’s life” [3, p. 17].Pay attention to this expression “trying to reveal
the mental status of the character”. At that time, when the Soviet ideology
and socialist realism were still rampant, it took great courage, along with
deep erudition, to pay attention to the “mental status of the character” and
to evaluate it as a means of artistic and aesthetic expression. Or another
similar example: Doctor of Arts, professor Maryam Alizadeh, referring
to Inglab Karimov’s review of the play “Peri Cadu”, show that, “for
the first time, he wrote, perhaps calling it a blasphemy for our theatre
science: “... one of the positive aspects of the new structure of (“Pari
Cadu” — M.A.) work is that he director Tofiq Kazimov, remaining true to
the author’s opinion, sees the individual tragedy of each character in its
own inner shortcoming” [8, p. 175].

Here the “blasphemy” was that,“until now, the absolute and unequivocal
adherence of the director to the author opinion was considered an almost
undeniable law in the theatre studies. The director who violated this law was
accused of distorting the work™ [8, p. 175]. In that review, for the first time
in our theatrical studies it was Inglab Karimov who considered it normal for
the director to remain “mostly” faithful to the author’s opinion. Because the
main criteria for a prominent scientist was modernity, true professionalism
and high craftsmanship.In this sense, he emphasized that “you should
speak truthfully and openly with the audience,be able to subdue it with the
wonderful language of art without losing its naturalness and reality, and
most importantly, convince it by strongly influencing its feelings heart and
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mind.The most powerful weapon in the hands of the theatre for this is true
professionalism and high craftsmanship” [6, p. 280].

[.Karimov’s article “Artistic design of Azerbaijani drama performances
(1873-1920) [6, p. 156-170] is very typical in terms of studying aesthetic
views and views of art. The scientist is engaged in the study of a topic
that is rarely used in our national theater studies, also studies a complex
period of our theatre history — 1873—1920. In this article, Inglab Karimov
also attracts attention with his deep knowledge of the subject and his
theoretical ideas. In the article the theatre critic enters into polemic with
E.Zolya, A.Antuan, A.Arria and other prominent theater theorists and draws
interesting conclusions.

[.Karimov’s aesthetic, socio-philosopical views are based on the idea
of Azerbaijanism, the position of citizenship. As a citizen who fond of his
people, a fan of the theater, he was always stood guard over the achivments
of our national culture, our people and as he said, tried to protect them from
hateful forces, especially Armenian nationalists. In this regard, the articles
of [.LKarimov dedicated to the 125 anniversary of the Yerevan Azerbaijan
Theater “Theatre of Refugee Destiny” [9], “The hostile policy of a treacherous
neighboor” [6, p. 254-265] and others are of great importance.

Speaking about [.Karimov’s activity, it is impossible not to mention
his artistic creativity.The book of stories by Inglab Karimov called “Neco
ganaglamasin” [10], the tragedy “Xoyanotin miisiboti” staged at the Baku
Municipial Theatre, 18 plays which he translated and performed in various
theaters show that not only his wide range of creativity, but also how emotional
he is, how much he values word and art.

Conclusion. The scientific and artistic-publicist heritage of scientist show
that his creative process is based on the idea that “first of all a theater critic
should be a close friend of theatre”. Corresponding-member of National
Academy of Sciences of Azerbaijan, doctor of arts, professor, Inglab Karimov
devoted 60 years of his 80 year life to his friend — Azerbaijan theatre.
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Vidadi Qafarov (Azarbaycan)

INQILAB KORIMOVUN SONOT BAXISLARI

Mogqalo gorkomli alim, Azarbaycan Milli Elmlor Akademiyasinin miix-
bir iizvii, sonatsiinasliq doktoru, professor Ingilab Korimovun (1931-2011)
yaradiciligina hasr olunub. Alimin elmi, badii va publisistik asarlorini tohlils
cokon miiollif vurgulayir ki, miiasirlik, pesokarliq vo sonotkarliq Ingilab
Korimovun sonat baxiglarinin asas meyarini togkil edir.

Acar sézlar: Ingilab Korimoyv, teatrsiinasliq, estetik goriislor, tonqid, teatr
prosesi.

Buoaou I'aghapos (Azepoaiiorcan)

IMPOPECCHUOHAJIBHBIE B3IJIA/IbI UHI' MJIABA KEPUMOBA

CraTtbsi mOCBsllIEHAa TBOPYECTBY BHUJHOIO YUYEHOTO, 4JIEHA-KOPPECIIOH-
neutra HAH AsepOaiigxaHa, JOKTOpa HCKYCCTBOBEICHMs, Hpodeccopa
WNurunaba Kepumona (1931-2011). ABrop craThu, aHaIU3UpYys HayudHBIE,
XyAOKECTBEHHbBIC U MyOMUIIMCTUYECKHE TPYAbl YIEHOTO, OTMEUAET, YTO CO-
BPEMEHHOCTb, MPO(YECCUOHAIN3M U MacTepPCTBO — 3TO CAMbIE Ba)KHbIE KPH-
Tepuu MPo(PeCcCHOHATBHBIX U CTETHUECKUX B3MIsA0B MHrnmada Kepumona.

Knrwoueswvie cnosa: nrunad Kepumos, TearpoBeieHue, npoheccuoHab-
HBI€ B3IUISA/Ibl, KPUTHKA, T€ATPAJIbHBIN Mpoliecc.
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INGILAB KARIMOV’S THEATRICAL-CRITICAL VIEW
IN THE CONTEXT OF PERSONALITY AND TIME

The study of the history of the national theater has been considered one
of the most important problems since the establishment of the science of
Azerbaijani theater studies and significant work has been done to investigate
the history of our theater. The works, research works, monographs, memoirs,
articles and notices that emerged as a result of deep research of prominent
theatre historians as Jafar Jatarov, Mahmud Allahverdiyev, Gulam Mammadli,
Ingilab Karimov, Ilham Rahimli, Israfil Israfilov, Maryam Alizadeh, Aydin
Talibzadeh, Narmina Aghayeva, Vidadi Gafarov are profound investigations
of various problems of the history of Azerbaijani theater.

Corresponding member of ANAS, Doctor of Art History, Professor
Ingilab Karimov had a worthy place and position in the development stages
of science of Azerbaijani theatre studies. Ingilab Karimov had an effective,
multifaceted and colorful creative activity in Azerbaijani theater studies for
many years. He worked with many art figures, writers and playwrights in
our national science of theater studies since the 20s of the last century and
theater studies has been formed as a science as a result of their research and
hard work. Ingilab Karimov was one of the theatre historians who laid the
foundation for the professional study of the history of the national theater.
Theater scientist Ingilab Karimov devoted his entire life to the study of the
history of Azerbaijani theater. He researched every historical fact in detail and
worked hard on archival materials.

Ingilab Karimov’s historical research works cover a large period of
time — from the founding of the history of the national theater to the present
day. Besides providing detailed information about the spectacles, these
works allow to paint a clearer picture of the establishment and development
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history of national theatrical art. While reading Ingilab Karimov’s research
works on various problems of theatrical history, besides the general ideas
and considerations that attract attention, valuable information about many
interesting issues, specific events, individual spectacles, acting, touring, etc.
is obtained.

Starting his scientific activity in the department of “Theater and Cinema”,
I. Karimov wrote and published monographs on a number of masters of the
Azerbaijani theater and dramaturgy, such as “Abdulla Shaig and theater”,
“Nariman Narimanov and theater”, “Abdurrahim bey Hagverdiyev and
theater”. It’s no coincidence that he studied these writers’ creative heritage in
the context of the national theater. The researcher emphasized in his speeches
that “...writers and playwrights’ theatrical views, which are the object of
investigation and research, have played an important role in writing the
history of professional theater” [4].

The investigation of the national art of acting was also one of the main
directions in the author’s research and many articles and books were dedicated
to prominent actors and the characters they created. Creators such as Mirza
Ali Abbasov, Abulfat Veli, Mehdi bey Hajinski, Soltan Majid Ganizadeh,
Huseyn Arablinsky, who made great contributions to the development of our
national theater, found their worthy place in the history of our theater with
Ingilab Karimov’s signature.

One of the most important functions of theatrical science is to follow and
fix the history of theater. Ingilab Karimov’s numerous works dedicated to the
study of the theater history are distinguished by their high objectivity and
scientific accuracy. His works reflect the general view of our theatre history.
Speaking about the problem of fixation of the Azerbaijani theater history in
the works of prominent researcher-scientist Ingilab Karimov, we must not
forget the importance of many of his works that reflect the history of theater.

So, he was the author of dozens of important works dedicated to the history
of the national theater, various problems of theatrical art, the life and work of
prominent theater figures: “Abdurrahim bey Hagverdiyev and theater” (1975)
[1], “Nariman Narimanov and theater” (1989) [2], “Establishment, formation
and development of Azerbaijan theater. The end of the 19" century - the
beginning of the 20™ century” (1991) [3], “History and development stages of
the Azerbaijani professional theater” (2002) [4], “Heydar Aliyev. About art,
masters” (2005) [5], “Baku Municipal Theater” (2006) [6], “Theater: the fate
of my life” (2009), “History of Azerbaijani theater” (2008) and others.
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The unity and connection between the peoples of Turkey and Azerbaijan,
which are “Two states, one nation”, has been manifested in all spheres of life
since ancient times; this relationship has been important and useful in the field
of theatrical art. The book “Azerbaijan-Turkey theatrical relations” (2000)
[7] provides detailed information about the friendship of Turkish-Azerbaijani
stage masters, mutual tours, spectacles of Turkish playwrights’ works in the
Azerbaijani theater since 1908, examples of our national dramaturgy that
found a stage interpretation in Turkish theaters in recent years.

The prominent scientist’s monograph “Heydar Aliyev — about art,
masters and skill” speaks about national leader Heydar Aliyev’s role in the
development of our literature, culture, as well as theater and cinema, his care
and respect for art and masters. These works, which were dedicated to the
investigation of the history of our national theater and written in the direction
of the conservation of a great stage of the Azerbaijani theater history, have a
great scientific value, as well as wide practical and theoretical significance.

Professor Ingilab Karimov took also a very serious, clear, honest and
responsible approach to the writing of the three volumes of the Azerbaijani
theater history and wrote books that were both critical and scientifically
valuable.

1998 marked the 125" anniversary of the establishment of the Azerbaijani
professional theater. I.Karimov’s book “History and development stages of
the Azerbaijani professional theater” was published in 2002 in accordance
with the measurement plan of the organizing committee for the preparation
and holding of anniversary events on the basis of the decree of the President
of the Republic of Azerbaijan, which is a manifestation of the high historical
and political value of this event in the cultural life of our republic. The author
looked at the history of Azerbaijani theater from three points of view: first,
issues of the elements of theatrical art. From this point of view, the Azerbaijani
theater’s age is more than three thousand years. Second: the theater manifests
itself in small-scale spectacles such as “Kos-kosa”, “Garavelli”, “Kosa bride”,
“Tapdig herdsman”, “Deer game”. These folk spectacles had a significant
impact on the establishment of the Azerbaijani professional theater with their
realism and optimism. And finally, the third point of view is the history of the
establishment of the secular professional theater, which began in 1873 with
the play “Lankaran khan’s vizier” in Baku.

It should be noted that the establishment history of the Azerbaijani theater
was determined in 1873 with the spectacle “Lankaran khan’s vizier” staged in
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Baku that was mentioned in all large and small works of our theater scientists,
which were published before 1990 and related to our national theater. But, it
is known from I.Karimov’s research that theatrical spectacles were staged in
Azerbaijan long ago, in 1848 in Shusha, in 1850 in Lankaran, in 18571858
in Shamakhi and in 1872 in Tbilisi.

It 1s noteworthy that Azerbaijani cultural figures made great efforts for
the establishment and development of advanced theatrical art in the late 19th
and early 20™ centuries. N.Vazirov, J.Mammadguluzadeh, S.M.Ganizadeh,
A.Vali, M.Alvandi, J.Zeynalov, N.Narimanov, A.Hagverdiyev, U.Hajibeyli,
M.M. Kazimovski, A.M. Sharifzadeh and other cultural figures who lived
and created in Baku and other regions of Azerbaijan fought extensively and
comprehensively for the people’s cause. The first chapter of the book provides
information about the works of these intellectuals, actors and directors, whose
names were mentioned and who struggled in the establishment and formation
of the national theater.

The research examines also the formation of national drama, the search of
the theater’s repertoire, the founder of stage design A.Azimzade’s works, it
contains detailed information about H.Arablinsky, M.A. Aliyev, H.Abbasov,
M.M. Kazimovski, J.Zeynalov, M.Hajinski and A.Anapli’s life and work.
At the same time, attention is paid to new research materials in Turkish-
Azerbaijani theater relations and it is noted that Azerbaijani actors have
turned to Turkish dramaturgy, enriched their repertoire with interesting and
valuable Turkish works since the early 20" century. Namig Kamal, Reza
Zaki, Abulhag Hami, Tahsin Nahid’s plays were performed in theaters. The
work carries out extensive investigations of the great directors of our national
theater A.Isgandarov, M.Mammadov, T.Kazimov’s creative paths and their
spectacles.

[.Karimov took a very serious, clear, honest and responsible approach to the
writing of three volumes of the “Azerbaijan Theater history” [8; 9], researched
the documents he studied from a new point of view and created excellent
monographs in terms of research and science. We are sure that the publication
of the third volume of this two-volume investigation will be a necessary
work for the theater community. The first volume of this fundamental work
which consists of three chapters comprehends the period from the source of
the theater till 1920. The first volume of the three-volume book consists of
introductions, the main three chapters and development of the professional
theatres (in Shusha, Gandja, Shemaha, Nahchivan, Lenkoran, Sheki) and also
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beyond the bounds of Azerbaijan (in Tbilisi, Erevan, Ashkabad, Tabriz) are
covered in this volume.

2" yolume of the three — volume “Azerbaijan Theater history” includes
the period between the years of 1921-1960. The rich archive is baced on
published writtings, during the printing period, as ell as the author’s personal
observations of the certain period (1948-1960) of the 40 year history, wich
rezulted in exact, smooth and unbiased reflection of the years from 1921 to
1960 of Azerbaijan theater history.

Since the establishment of the secular professional theater in Azerbaijan,
investigations in the process of interaction, development and renewal is typical
for Ingilab Karimov’s scientific position, who had an exceptional place and
position in the protection and development of our national culture and moral
values. The fact that the Azerbaijani theater has a special place in the system
of universal cultural values in terms of national and spiritual values, artistic
and aesthetic principles is especially emphasized in Professor [.Karimov’s
works.

The art of theatre is immortal, but it is also momentary, alive and so, it is
mortal. The mission of the theater critic is to protect the theater and its pearls
of art for the future. Ingilab Karimov was able to cope with such a difficult
and responsible task throughout his creative life and held the dignity of a
theater studies above all else.

Key words: Ingilab Karimov, theater, theater history, theatre historian,
criticism.
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Narmina Agayeva (Azarbaycan)

INQILAB KORIMOVUN TEATR-TONQIDi GORUSLORI

SOXSIYYOT VO ZAMAN KONTEKSTINDO

Mogalado Azorbaycan teatrslinasliq elminin inkisafinda 6ziinomoxsus
yeri, mdvgeyi ilo segilon sonatsiinasliq doktoru, professor Inqilab Korimovun
teatr-tonqidi gorislori soxsiyyat vo zaman kontekstindo arasdirilir. Miollif
geyd edir ki, .Korimov milli teatr tarixinin professional tadqiginin osasin1
goyan soristoli todgigat¢1 olmagla yanasi, hom do elmi-nozori biliys, miia-
sirlik duyumuna malik teatrsiinasdir. I.Korimovun teatr tarixinin on miixtalif
problemlaring, gorkomli sanat adamlarinin, miiqtedir teatr xadimlorinin hoyat
vo yaradiciligina hasr olunmus todqiqatlari, kitab vo monogqrafiyalari, dévriin
teatr prosesini isiqlandiran elmi moqgalo vo moruzalori milli teatrsiinasliq el-
minin inkisafinda xiisusi marholadir.

Acar sézlar: Ingilab Korimoyv, teatr, teatr tarixi, teatrsiinasliq, tongid

Hapmuna Azaesa (Azepbaiidican)

TEATPAJIBHO-KPUTUYECKHE B3IJIAA bl HHI'MJIABA

KEPUMOBA B KOHTEKCTE JIYHOCTHU U BPEMEHU

B crarbe B KOHTEKCTE JIMYHOCTU M BPEMEHHU HCCIIENYIOTCS T€aTPAIbHO-
KPUTHYECKHUE B3IVISIbI U3BECTHOTO T€ATPOBENAA, JOKTOPA UCKYCCTBOBEACHMUSI,
npodeccopa Murunada Kepumona, Touka 3peHuss U HayyHas J1EATEIbHOCTh
KOTOPOTO 3aHMMAaeT 0CO00€ MECTO M IMOJIOKEHUE HA pa3HBIX 3Tarax pa3BH-
THUS TeaTpanbHOM HaykH B A3epOaiikane. ABTop ormeuaert, uto M. Kepumos
ABJIIETCS HE TOJIBKO KOMIIETEHTHBIM HUCCIIEN0BATENEM, 3AJI0)KUBLIIMM OCHOBBI
npo¢eCCHOHAIILHOTO M3YYEeHHUsI HCTOPUH HAIIMOHAJIBHOTO TeaTpa, HO U Tea-
TPaJbHBIM KPUTHUKOM, OOJIQJAAI0LIMM HAYyYHO-TEOPETHUECKUMHU 3HAHUSMU U
4yBCTBOM cOoBpeMeHHOCTH. Hayunslie uccnenoBanus M. Kepumosa, ero kHu-
' U MOHOTpa(uH, MOCBAIICHHBIE CAMBIM PA3JIUYHBIM IpoOIeMaM HCTOPUU
TeaTpa, )KU3HU U TBOPUYECTBY BBINAIOIIUXCS AEATEICH NCKYyCCTBA, €r0 Hay4-
HBIE CTaThH, OCBELIAIOLINE T€ATPAJIbHBII MPOLIECC TOIO BPEMEHU, 3aHUMAIOT
0COOBIH 3Tal B pa3BUTHU TeaTpaibHONW HayKH.

Knroueewie cnosa: lurunab Kepumos, Teatp, uctopus tearpa, TeaTpoBe-
JIEHUE, KPUTHKA
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INGILAB KARIMOV’S ARTISTIC
AND PUBLICISTIC WORKS

Abstract. [.Karimov is one of the well-known figures of Azerbaijani
culture and art. He wrote in all areas of theater. Prominent scientist, tireless
researcher I.Karimov also tried his pen at artistic and publicistic works. As
he said, “sometimes there are such topics in my life that do not fit into any
sources of scientific thinking. In this case, there is a need to write in the genres
of story, short story”. The scientist’s books “How not to cry blood”, “Theater:
fate has written my life” and “Plays, Theater Stories, Stories, Narratives” are
his works arising from this need.

Key words: Ingilab Karimov, Azerbaijan, theater studies, story, artistic
publicism.

Introduction. My article begins with the words about the corresponding
member of ANAS Ingilab Karimov’s work in the field of theatrical studies in
Azerbaijan, which are well known to art workers and scientists. His books
“How not to cry blood”, “Theater: the fate of my life”, “Play, Theater Stories,
Stories, Legends” are thoroughly studied. Ingilab Karimov played a great
role in the development of our national theater and theater studies with his
books on the history of theater — “Azerbaijan Drama Theater”, “Azerbaijan
Theater of Young Spectators”, “Kirovabad State Drama Theater”, “Azerbaijan
Theater History” (Volumes I-II), “ShushaAgdam Theater”, “Baku Municipal
Theater”, etc., his works dedicated to theater devotees — “Abdulla Shaig and
theater”, “NarimanNarimanov and theater”, “Abdurrahimbey Hagverdiyev
and theater”, “Aghadadash Gurbanov”, “Youth and beauty theater”, etc. and
his numerous portraits, reviews and other genre articles. The article deals
with Ingilab Karimov’s artistic and publicistic works.
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The interpretation of the main material. The works done by the
corresponding member of ANAS Ingilab Karimov in the field of theatrical
studies of Azerbaijan are well known to art workers and scientists. Ingilab
Karimov played a great role in the development of our national theater and
theater studies with his books on the history of theater — “Azerbaijan Drama
Theater”, “Azerbaijan Theater of Young Spectators”, “Kirovabad State Drama
Theater”, “Azerbaijan Theater History” (Volumes I-II), “Shusha Agdam
Theater”, “Baku Municipal Theater”, etc., his works dedicated to theater
devotees — “Abdulla Shaig and theater”, “Nariman Narimanov and theater”,
“Abdurrahimbey Hagverdiyev and theater”, “Aghadadash Gurbanov”, “Youth
and beauty theater”, etc. and his numerous portraits, reviews and other genre
articles.

Prominent scientist, tireless researcher [.Karimov also tried his pen
at artistic and publicistic works. As he said, “sometimes there are such
topics in my life that do not fit into any sources of scientific thinking.
In this case, there is a need to write in the genres of story, short story”.
The scientist’s books “How not to cry blood”, “Theater: fate has written
my life” and “Plays, Theater Stories, Stories, Narratives” are his works
arising from this need.

[.Karimov’s book “Plays, Theater Stories, Stories, Legends” includes the
tragedy “Sorrow of betrayal” staged on May 3, 2004 at the Baku Municipal
Theater and Theater Stories. Theater stories (“How do I measure the pieces of
props”, “His hand never touched my throat”, “The role of the wounded Nadir
Shah”, “The last performance on the stage”, “Little gardener”, “A thousand
horsemen passed here” and “In Ismayilli”) taken from real life were written
in an artistic way. Stories written on religious topics (“Don’t apply to Hazrat
Abbas”, “This is the case of God”, “I will never come”, “Azrael’s body
trembled”, “My God, you know better”, etc.) are preferred in the chapter of
the book entitled Legends.

The scientist and writer, who began his book “Theater: fate has written my
life” with the words BISMILLAHIR-RAHMANIR-RAHIM, “I thank God
that I have no weakness in my thinking and imagination at this age (when he
is approaching eighty)”.

The chapter of the book entitled “The main factors influencing on the
establishment and formation of the Theater School in Azerbaijan and the
pedagogical and aesthetic foundations of this school” deals with the factors
influencing the formation of our national theater.
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The theatre researcher looked at the theatre history of his hometown and
talked about the spectacles he saw there in the chapter “Theatrical life of
Goychay”. Ingilab Karimov wrote that the first theater troupe in Goychay
was created by talented and nimble youth in 1910. Abulfat Valiyev and the
Agabeyovs brothers showed vaudevilles “Evening patience will be good”, “A
picture of home education”, “Dursunali and Ballibadi”.

As in all theaters, the Goychay Theater has taken on the mission of
propaganda and agitation, as well as artistic issues since 1920. For this
purpose, even executives of various levels began to perform in the theater.
The Goychay State Drama Theater was established on November 29, 1945
on the basis of the local “Theater troupe”. The theater was directed by Yusif
Mammadov and the producer was YusifYildiz. The theater researcher also
brought to the attention of readers all the stages from the liquidation of the
Goychay State Drama Theater in 1951, the reopening of the Goychay People’s
Theater in 1960 and the collapse of the theater in 1985.

Ingilab Karimov also remembered his father Saleh Karimov respectfully
and talked about his prestige in Goychay. He said that the ashugs who
gathered at their house in the evenings had a positive influence on his outlook.
At the same time, he noted that his pleasant-looking, sincere, domesticated
father was a talented theater connoisseur. He wrote that he worked also as
an actor at the Goychay Theater as a theater lover. Ingilab Karimov wrote
about his father in his memoirs that Saleh Karimov had to play the role of
Nadir Shah in Nariman Narimanov’s play “Nadir Shah” on April 5, 1931.
There were bands of robbers in Goychay as in all regions of Azerbaijan
at that time. Saleh Karimov, the head of the Goychay branch of the State
Security Department, was shot in the left arm when he annihilated robbers
with his groups while thinking about how he could enliven the character of
Nadir Shah. When he reached home, the neighbors met him at the door with
words “We congratulate you! We have good news, your son has been born”.
He looked at his wounded arm, smiled and named his son Ingilab. The next
day, he played the character of Nadir Shah on the first stage with his arm
hanging with cheesecloth.

Ingilab Karimov wrote also about his work as an amateur director and
actor. When he was in high school, he was an active member of the school’s
drama circle. He played the roles of Polad, Eldar and Ayaz in Mir Mehdi
Seyidzadeh’s spectacles “Golden Bird”, “Nargiz” and “Ayaz” staged in the
drama circle.
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We know from IngilabKarimov’s memoirs that he staged SamadVurgun’s
historical drama “Vagif” and Suleyman Sani Akhundov’s play “Lachin Nest”
in the regiment’s club with soldiers who were theater lovers and he played the
characters of Vagif and Amiraslan agha in these spectacles during his military
service.

Later, Ingilab Karimov directed these works and played various roles and
was awarded an honorary diploma for the sympathetic spectacle, when he
worked also as a chief’s assistant in the House of Culture of the Institute
of Labor Resources in Baku and later in the club of the factory named after
Andreyev in the late 1949.

At the same time, Ingilab Karimov was also engaged in translation.
He translated into our language: A. Gahhar’s “My favorite old men”
(1975), A. Arbuzov’s “In this kind old house” (1976), H. Mukhtarov’s “I
am getting married to the grandmother” (1977), N. Kamal’s “Gulnihal”
(1995). ), “Poor Child” (1996) plays have been staged in many of our
theaters.

As noted by theatre researcher, PhD Narmina Aghayeva, “A strong
international spirit can be felt in a part of the creative life of a research scientist,
who was close to our national theater with all his heart. Those who read
the words — translated by Ingilab Karimov — in the posters of Mingachevir,
Sumgayit, Sheki, Gazakh theaters and watched the spectacles “In this old
loving house” (A.Arbuzov), “Halal bread” (G.Batishvili), “My favorite old
men” (A.Gahhar ) will probably confirm it again” [3, 5].

When we speak of international issues, it should be noted that I.
Karimov’s articles “Art relations of the peoples of the Caucasus”, “Tbilisi
from the history of Azerbaijani theater”, “Praise of Friendship of Peoples”,
“Humanist artisan” (on the 100™ anniversary of B. Hugo’s death), “Schiller
and Azerbaijani Theater ”,* Works of brotherly peoples’ playwrights on the
Azerbaijani stage”, “Human should love his homeland” (works of Turkish
playwright Namig Kamal on the Azerbaijani stage) were also written on
this topic and talked about the friendly and brotherly relations between our
peoples.

Ingilab Karimov showed that M.F. Akhundov’s “Haji Gara”, N.B.
Vazirov’s “We came out of the rain, we fell into the rainfall”, S. Ganizadeh’s
“Mektubati-Sheydabey Shirvani”, N. Narimanov’s “Nadir Shah”, “Bahadir
and Sona”, S.S. Akhundov’s “Dibdatbey”, A. Hagverdiyev’s ‘“Agha
Mohammad Shah Gajar”, J. Mammadguluzadeh’s “Kamancha” made a great
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contribution to strengthening friendship and international solidarity between
the peoples of the Caucasus.

The author talked about the sweet and bitter memories of student life
in chapter entitled “Student life. Baku theaters. General condition of
the actors; Cares of Life and Art” of his book “Theater: fate has written
my life”. At the same time, he remembered his teachers respectfully. He
talked about the favours of Professor Ali Sultanli and Mammad Jafar
Jafarov for him.

[.LKarimov remembered that most of the teachers of the Institute were
educated, serious, fair, kind and caring people. In particular, he spoke
about the care of Ali Sultanli and Mammad Jafar Jafarov for him. “...Ali
Sultanli was not only a prominent philologist, but also an aestheticist; was
in love with beauty. He taught Western European literature; he had a fluent,
clear, logical, artistic and explained lesson emotionally. He enchanted the
students with his beautiful speech. Once the professor was about to take
an exam of the subject, which he taught us. The students worried much.
They thought that he was teaching at such a high level, would our answers
satisfy him in the exams? So we read for three days and nights. During the
exam, there was no trace of Ali Sultanli’s former demands and he wrote
4-5 marks for the students.

When I was postgraduate, my academic supervisor was Ali Sultanli. He
gave me valuable advice. But, Mammad Jafar Jafarov was appointed my
academic supervisor after Ali Sultanli’s death in 1960.

I remember well the first day when Mammad Jafar came to class. He
entered the room and greeted. He asked “How are you?”” Some of the students
said, “We are fine”, and some said “Thank you, teacher”. He passed by and
stood quietly in front of the window for 45 minutes, neither he nor the students
spoke. During the break, third-year student Huseyn Abbaszadeh asked how
our lesson was. “The students ever open their mouths”, H.Abbaszadeh: —
“Ask a question” — he said and walked away. Firudin asked a question about
Jafar Jabbarli in the next lesson. We were amazed. How fascinating was the
great scientist’s eloquence, profoundly analysis and interesting, precise and
necessary arguments...” [2, p. 106].

As we have seen, Ingilab Karimov remembered his teachers not only
as a pedagogue, who prepared philologists and theater researchers, but also
as a beautiful citizen, a symbol of honor, dignity, trust, endurance, beauty,
sincerity and honesty.
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Conclusion. At the end of the book, the critic, researcher, prominent
scientist [.Kerimov was worried about the Karabakh problem, which was a
heartbreaking problem. But, he hoped that this difficult problem would soon
be solved by Mr. Ilham Aliyev, who continued both the domestic and foreign
policies of our national leader Heydar Aliyev, with the support of the people.
Rest in peace, our dear teacher! Our lands were returned to Azerbaijan as a
result of our 44-day glorious history of victory by the order of the Supreme
Commander-in-Chief and with the iron fist of our glorious army! The Shusha
State Musical Drama Theater, Fuzuli and Aghdam State Drama Theaters,
which were driven out of their native lands, will soon return to their homes
and open their curtains to the spectators in their native cities!
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Mbolahat Agayeva (Azarbaycan)

INQILAB KORIMOVUN BODIii-PUBLIiSISTiK YARADICILIGI

MoqalodoAMEA-nin  miixbir {izvii Inqilab Korimovun c¢oxsaxoli
faaliyyestinin bir hissesi olan badii vo publisistik yaradiciligida arasdirila-
raq tohlil edilir. Onun “Neco gan aglamasin”, “Teatr:taleyin dmriimo yaz-
dig1 qismot”, “Pyes, Teatr ohvalatlari, Hekayolor, Rovayatlor” adli kitablar1
hartarafli todqiq edilir. Gorkomli alim “Azarbaycan Dram Teatr1”, “Azorbaycan
Gonc Tamasagilar Teatr1”, “Kirovabad Dévlot Dram Teatr1”, “Azorbaycanteatr
tarixi” (I-II cildlar), “Susa Agdam teatr1”, “Baki Bolodiyyo Teatr1”, “Abdulla
Saiq va teatr”, “Noriman Norimanov va teatr”, “Obdiirrohimboy Haqverdiyev
va teatr”, “Agadadas Qurbanov”, “Gonclik vo gozollik teatr1” vo s. asarlori,
coxsayli portret, resenziya vo sair janrli moqalolori ilo milli teatrimizin vo
teatrsiinasligimizin inkisafinda boyiik rol oynamisdir.

Acar sozlor: Ingilab Korimov, Azorbaycan, teatr, hekayo, badii-
publisistika.
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Manaxam Azaeea (A3epoaitdrican)

XVIAOKECTBEHHO-ITYBJIMIUCTUYECKAS

JAEATEJIBHOCTb UHI'MJIABA KEPUMOBA

B crarbe ananusupyercs XyJa0:KeCTBEHHO-ITyOIuIUCTHYECKas AesTeb-
HOCTh uieHa-koppecnioneHTa HAHA Murunata Kepumosa, spnstomasics
4aCThIO €T0 MHOTOTPaHHOM AesATeNbHOCTH. Ero kuuru «Kak He miakars Kpo-
BbIO», «Tearp: )ku3Hb, HAUepTaHHAs MHE Cynb00ii», «IIbecsl, TeaTpanbHbie
pacckasbl, IOBECTH, JIETEHABD» BCECTOPOHHE M3y4deHbl. MHOTOUNCIEHHBIE
MOPTPETHI, PELIEH3UHU, CTAThU, a TAK)KE TaKue MPOU3BEINEHUS, KaK «A3ep-
OaiiJuKaHCKUHM ApaMaTHYeCKuil Tearpy, «AzepOailkaHCKUI TeaTp FOHOTO
3putens», «KupoBabaackuil rocygapcTBEHHBIM ApaMaTUYECKU Tearpy,
«Ucropus AzepOaiimxanckoro tearpa» (toma I-11), «Illyma —Armpamckuit
Tearpy», «baknHCckuii MyHHITUTIANBHBINA TeaTpy, « Admymia [llaur u Tearpy,
«Hapuman HapumanoB u Teatp», «Adayppaxumbeii AXBepaAneB U TeaTpy,
«Araganam ['ypOanoB», «TeaTp Monoaek u M KpacoThD» BbIIAIOLIETOCS
YYEHOT0 ChIrpajiv OOJBIIYIO POJIb B PA3BUTUM HAIIEr0 HAlMOHAJIBHOIO Te-
aTpa U TeaTpOBEACHUS.

Knroueevie cnosa: Nurmnad Kepumon, AzepOaiipkan, Tearp, CKaska, Xy-
JIOKECTBEHHAs! MyOIUIIMCTHKA.
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ISSUES OF MORALITY AND HUMANISM IN THE ANIMATED
FILM “THE SHAH AND THE SERVANT” DIRECTED
BY NAZIM MAMMADOV AND BAKHMAN ALIYEV

Abstract. The animated film “The Shah and the Servant” directed by
Nazim Mammadov and Bakhman Aliyev, based on one of the stories of the
great poem by Nizami Ganjavi, shows a rich and varied panorama of his era,
exposes the ignorance, injustice of his contemporaries, calls on a person to
always be worthy of his high name. All the events of the novel take place,
as it were, around the Shah, in one way or another are associated with him,
serve to reveal his character. By his nature, he is duality, and this duality
throughout the entire animated film manifests itself in an acute moral struggle
—a ruler and a man, a selfish personality and a moral man. Thus, the life of
the Shah is shown primarily in his struggle with himself, with his egoistic and
individualistic feelings. The final victory of the Shah over himself expresses
the belief of the authors of the animated film in the victory of good.

Key words: Nizami Ganjavi, The Shah and the Servant, Animation, Nazim
Mammadov, Azerbaijan animation history.

Introduction. The animated film “The Shah and the Servant” directed
by Nazim Mammadov and Bakhman Aliyev, based on one of the stories of
the great poem by Nizami Ganjavi, shows a rich and varied panorama of his
era, exposes the ignorance, injustice of his contemporaries, calls on a person
to always be worthy of his high name. Y.E. Bertels, in his analysis of this
fragment of the poem, writes: “Its main meaning is to protect the rights of
little people, to keep the hand of a cruel-feudal lord, who is ready not only
to take the last piece of bread from a subject, but also to mercilessly shed his
blood” [2]. Of course, this is a completely correct opinion, but the content of
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the animated film is not limited to this. The authors increase the breadth and
variety of expressed thoughts, ideas, views, the richness of created images, life
situations. A huge number of different characters, from legendary historical
figures to just animals, are the characters of this animated film.

The interpretation of the main material. The cartoon “The Shah and the
Servant” is about the absolute power and morality of an honest and courageous
person. All actions in this film is controversy around power and about the
understanding of power. In the director’s view, the shah is a combination of
merciless tyranny and sincere idealism — that is, an absolutely Shakespearean
hero. A man with a split personality. One of which is deeply sincere, the
other is vicious. He was merciless. Even to the most loyal servants. He has
many innocent victims on his conscience. Still, the shah is an ambiguous and
contradictory person. His whole life is foolishness and constant theater. Where
his true face cannot be discerned. And, perhaps, he sincerely wanted only the
good. Though, the means to achieve the goal were controversial. Why did the
shah do this, what motivated this man? Perhaps he considered himself almost a
god. And he demanded from people an appropriate attitude towards his person.
And the one who did not want to admit it is an enemy worthy of death.

At the same time, the main character is portrayed not in isolation from his
environment - from nature and the animal world. Allegories of the animated
film also serve to express highly humane ideas, the authors are primarily
interested in modern society. The spearhead of their criticism is always
directed at the manifestation of anti-humanism, no matter where it comes
from. In the center of the poem is the image of the shah. In terms of the
contradictory nature and complexity of his character, he is richer than other
heroes, the idea expressed in this image is deeper. Absolutism and fear of the
absolute ruler is a great horror. If only because, with a vicious absolutism,
the servants will not even be able to express their opinion in the catastrophic
behavior of their master.

Therefore, they will say that they are happy with everything. The shah can
execute, lie, do whatever he wants, without wondering about the moral side
of these actions! Because he took on the function of a common conscience.
He has power in his hands, and this power looks after you, thus freeing you
from control over your own behavior. As a result, we have a community in
which there is no self-control and any kind of self-restraint. This quality —
absolute permissiveness, the desire to go to the goal over the corpses, over
the heads — was formed in most people by such power. A power that does not
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trust those it controls. After all, the shah did not trust anyone, not even his
closest servant. He believed that everyone was traitors. All are thieves. This
means that, generally, anyone can be executed. One of the main myths is that
cruel rulers, tyrants are always right. And that progress can only be achieved
with a lot of blood [1].

Another aspect of the question of the form of power, the goals and
methods of realizing its potential is the idea of the peculiarities of the Shah’s
character, the ethics of his specific orders and behavior in general, observance
or disregard by him, his associates and subjects of religious, moral, legal
norms of life, limiting the infinite arbitrariness and absolute permissiveness.
According to Nizami, this deeply vicious ordeal has always turned into a
catastrophe not only for the supreme ruler, but for the entire people. The state,
which was personified by the narcissistic shah, was built on only and endless
adoration of his person.

All the events of the novel take place, as it were, around the Shah, in one way
or another are associated with him, serve to reveal his character. By his nature,
he is duality, and this duality throughout the entire animated film manifests
itself in an acute moral struggle — a ruler and a man, a selfish personality and
a moral man. Thus, the life of the Shah is shown primarily in his struggle with
himself, with his egoistic and individualistic feelings. The final victory of the
Shah over himself expresses the belief of the authors of the animated film in the
victory of good. Is the Shah doing evil and injustice, violating the established
order? Is this an accident or a pattern born of certain circumstances? If this
were accidental, then would not in later life more and more shortcomings of
the Shah have come to light? The main reason for his shortcomings lies in the
feudal ideology, which gives the tsar unlimited privileges and opportunities.
Although he knows a lot, knows how to distinguish good from evil, his position
in society pushes him to other actions. Therefore, his actions are at odds with
his knowledge. In relation to others, the shah behaves downwardly, considering
himself in a special position. According to him, laws are established for
anyone, but not for him. Shah’s arrogance is most offended by the fact that the
servant teaches him a “lesson in courage” [3]. His desires were always fulfilled
unquestioningly, no one ever accused him of erroneous actions. For the first time
it was pointed out to him that he was on the wrong path, behaving cowardly, not
worthy of the position of the shah. His pride does not allow to listen to these
words full of love, to draw appropriate conclusions, his caustic insulting words
prove that he did not understand anything. The final act of the shah marked
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his victory over himself. The shah’s conversation with his servant testifies that
humanity and love wins in the shah’s character. The frivolous, treacherous,
selfish Shah has grasped the highest level of humanity, only now he understood
the true purpose of man. This victory over oneself is a more important victory
than the victory over any dragon or the capture of any impregnable fortress.
The selflessness shown by him in the last minutes of the animated film — all
this means the collapse of the medieval attitude towards the world and man,
the approval of a new Renaissance attitude. This medieval feudal ruler thinks
only of himself, of his glory, he does not realize that he is committing a crime
against art, philanthropy, goodness, and high skill. Such crimes were typical for
Nizami’s time. It must be admitted that these reactionary views were generated
by the ideology of the Middle Ages and ran counter to the Renaissance views of
the advanced thinkers of the East [4]. Nizami not only borrowed the necessary
ideas from his predecessors, but summarized, generalized, created a whole
system of views. Thus, we have the right to say that Nizami is the creator of
this happy society [5]. It goes without saying that in his works he also raises the
question of the ideals of human society. But in the animated film, these ideals
are transformed into a principle of life. Here that we can talk about the pinnacle
of the embodiment of the ideas of humanism in animation.

Conclusion. In the first scene, two passionate, stern, confident personalities
appear. Spiritual purity, nobility, honesty of a servant allow him to perform
a miracle. The eschatological struggle between good and evil ends not with
victory, but with the defeat of the shah’s dark side and, along with it, the
forces of unlimited power, terror, and death. In the final, after the departing,
reconciled opponents, two streams, as if merged into one channel, but not
mixed, flow widely and solemnly. The mise-en-scene, the montage, the
foreshortenings of this magical scene of the trains - everything is subordinated
to a single movement: the movement of argument, thought, the movement of
the struggle of two friends-enemies, two powerful tragic characters.
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Dadas Maommadov (Azarbaycan)

REJISSOR NAZIM MOMMODOV VO BOHMON OLIYEVIN

“SAH VO XIiDMOTCIi” CiZGi FILMINDO 9XLAQ VO

HUMANIZM MOSOLOLORI

Nizami Goncovinin mdhtosom seirinin hekayalorindon biri osasinda re-
jissorlar Nazim Mommodov vo Baxman Oliyevin ¢okdiyi “Sah vo xidmot¢i”
cizgi filmi, dovriiniin zongin vo rangarang monzarasini gostarir, miiasirlorinin
cohalotini vo odalatsizliyini ifsa edir, insan1 homiso yliksok adina layiq ol-
maga cagirir. Romanin biitiin hadisalori, sanki sahin otrafinda bas verir, bu
vo ya digor sokildo onunla slagslondirilir, xarakterinin agilmasina xidmaot
edir. Tabiatina gors o, ikilidir va biitiin cizgi filminds bu ikilikliyi kaskin bir
oxlaqi miibarizoesindo 0ziinli gostorir — hokmdar vo insan, eqoist soxsiyyot
vo oxlaql insan. Belolikla, sahin hoyati ilk ndvbads 6zii ilo miibarizosindo,
eqoist va fordiyyotei hisslori ilo gostorilir. Sahin son qolobasi cizgi filminin
mislliflorinin yaxsiligin golobasing inamini ifado edir.

Acgar sozlor: Nizami Goncovi, sah vo xidmot¢i, animasiya, Nazim
Maommadov, Azarbaycan animasiya tarixi.

Jaoawm Mameooes (Azepoaiiorican)

BOITPOCBI HPABCTBEHHOCTHU U TYMAHU3MA

B MYJIBTUIININMKAITMOHHOM ®UJIBME «IIAX U CJIYTA»

PEXKUCCEPOB HASUMA MAMEJIOBA U BAXMAHA AJIMEBA

MynerumkanmonaoM pubM «lllax u cimyra» peskuccepoB Hazuma Ma-
MenoBa U baxmana AsmeBa IO OAHOW M3 MCTOpUN BEMMKOW mosMbl Husamu
['stHmKeBU MOKa3bIBaeT OOraTyr0 M pa3HOOOpasHylO MaHOpamy CBOEH SMOXH,
pazobnagaeT HEBEKECTBO, HECTIPABENTMBOCTh CBOMX COBPEMEHHHKOB, TIPU3bIBA-
€T 4eJIoBeKa BcerJa ObITh JOCTOMHBIM CBOETO BBHICOKOTO MMEHH. Bce coObIThs
pOMaHa MPOUCXOMAT KaK ObI BOKPYT I1axa, TaK WM MHAYE CBSI3BIBAIOTCS C HUM,
CIIy’KaT pacKpbITUIO ero xapakrepa. [1o cBoeil HaType OH JBOWMCTBEHEH, U 3Ta
JIBOMCTBEHHOCTH Ha MPOTSKEHUH BCETO MYJIBTUIUTUKALIMOHHOTO (HIIbMa MPOSIB-
JSIETCSl B OCTPOM HPaBCTBEHHOM O0OphOE — MPaBUTENIS U YEIOBEKA, STOUCTHUIHOM
JMYHOCTH Y HPABCTBEHHOTO YeJIoBeka. Takum o0pa3oMm, KH3Hb 11axa MMoKazaHa
MPEXKIE BCETO, B €r0 OOphOE ¢ caMM COOO0i, CO CBOMMH ATOMCTUICCKUMHE U WH-
JTVBUIYaTUCTUYECKUMH YyBcTBaMHU. KoHeuHas mobeza maxa Hasl coOOi BbIpa-
’KaeT Bepy aBTOPOB MYJIBTUILUIMKAIIMOHHOTO (hriibMa B odery 100pa.

Knrwouegwvie cnosa: Huzamu ['sinmpkeBu, max u ciayra, anumanusi, Hazum
MamenoB, UCTOpHS a3epOaiiPKaHCKOW aHUMAIIUH.
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LANGUAGE AND STYLE FEATURES OF THE FEATURE FILM
“IF NOT THAT ONE, THEN THIS ONE”
(O OLMASIN, BU OLSUN)

Abstract. The article is devoted to the language and style of the feature
film “O olmasin bu olsun”. The article explores interesting aspects of the
film. The main character here is Mashadi Ibad. He’s a comic character. But
this is not satirical. For example, Mardjan bey wants to get a new wife, but
the public hates him. Mashadi Ibad also wants to get married in old age, but
the audience does not hate him, he laughs sweetly. His comedy is different in
age from the girl he married. However, the transfer of girls at a young age is
considered a national tradition in our country.

The article says that Gulnaz Aliyeva, the bride of Mashadi Ibad, is fifteen
years old, and this is perceived as an act contrary to family problems. It even
appears in the film that Gulnaz loves Sarvar and marries him. So it’s time for
Gulnaz to get married.

The article talks about Mashadi’s greed. Haji Gara is stingy and the public
hates him. But Mashadi doesn’t hate Ibada. Haji Gara hides his money and
does not spend it on his family. But Mashadi, if necessary, pours his money
left and right, and gives money for bathing to intellectuals. How many people
owe him — if he was stingy, he would not give. As for one of the porters’
abbeys, this is Uzeyir-bek’s own business. When Mashadi gave the money
to the porter, one of the laugh lines broke off. Mashadi Ibad is well-known,
he has good financial skills. He has a lot of money, he has a state. He even
read half of Tarihi-Nadiri. Rare History is a thick book. At the end of the 19th
century, a small review of 15-20 pages was published and distributed. Uzeyir
bey meant this short copy, and here the comic comes from there. In a word,
the article reflects all this.
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This article covers a wide range of examples from the movie. Monologues
and dialogues are also interesting.

Key words: style, language of comedy, language of music, language of
poetry, style of poetry.

Introduction. The drama begins with a love scene. At first, the audience
perceives Uzeyir bey’s verse and beautiful music as a miracle. Uzeyir’s poetic
language is not a formal libretto, but a perfect poetic word.

It is also the language of mature poetry and Azerbaijani society saw
this language when Uzeyir bey was twenty years old. This is Uzeyir bey’s
translation activity. He both perceived the original and showed his mastery of
Turkic poetry technique.

Uzeyir bey’s hemistiches usually consist of seven and partially eight
syllables. There is no difference in syllables in the performance, the rhythm
of the music grinds the rhythm of the hemistich. This is one of the signs of
ancient Turkic poetry. And it is strange that there is no rthyme in the eight-
hemistich poem. It is also a fact of ancient Turkic poetry that the rhythmic
connection of hemistich is regulated by syllables. In terms of this modern
demand for poetry, the shortcomings do not harm the poetry of verse, the
poetic effect, the emotional perception. The figurativeness, comparison and
expressions of the speaking give the poem a softness, elegance and a sincere
scene perception.

The interpretation of the main material. Uzeyir bey made this language
comic on several levels, his comparison is not traditional for its type. He no
longer used the comparison mould like Leyli and Majnun. He described the
story and likened his condition to it. And a sweet laugh comes from the fact
that he performed with the porter in exchange for the scene of Leyli-Majnun.
The staging of the comic scene is very perfect.

In addition, Mashadi Ibad, whom we know, recites a very instructive
couplet from Sadi Shirazi in Persian in rast:

Moan na danastom, a2z avval ke, to bimehro vafai,
Ohdi nabaston az on beh ke, ba bandi, ya na pai

The meaning is as following: I did not know from the beginning that you
are unfaithful. Not pledging is better than pledging, then breaking promise.
The poem that Mashadi says in accordance with the story of Leyli and
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Majnun is the grouping of words according to the hemistich in order to
perform this melody. These “hemistiches” can be said without music with
appropriate grammar: Majnun is groaning there, Leyli is in love with hostile
—now I am with the porter here and my half is talking to the hostile there. In
other words, Mashadi’s perception of the concept of yar-agyar (half-hostile)
with such a speech-communication syntax was laughable. But, of course, the
presentation of this syntax with music by hemistiching increases the laughter
several times.

The same syntax manifests itself in Mashadi Ibad’s musical ultimatum to
Rustam bey:

1 swear by God, here is my last word.:

You have to give me the girl, you have to give me the girl!
If you do not give her, I shall always disgrace you.
Because I am such a person that I will not know the bey!

Everything here is the syntax of a living spoken language. If we remove
this syntax from the hemistich, a natural sentence sequence will appear: “/
swear by God, here is my last word: You have to give me the girl, you have to
give me the girl, if you do not give her, I shall always disgrace you, because |
am such a person that I will not know the bey!” As you can see, this is syntax
of simple, normal, natural speech. Repetition and inversion is related not to
the poetic basis, but to the grammatical context. For example, the repetition
of the indirect and indirect object of “me the girl” in the sentence “You have
to give me the girl, you have to give me the girl!” is not intended to create a
hemistich or poem. This is an event called specialization in repeated grammar,
which stresses repeatedly the member of the sentence and makes it swell.
It means, “You should give your daughter to me, not to anyone else”. It is
another matter that performers sometimes do not take into account the logical
stress and specialization and say quickly “give me the girl, me the girl”. It
must take a short break after the first time and pronounce the word “me” the
second time under strong stress. Or it is usually the norm of poetic language
to change the order of words in a poem that differs from normal syntax. Here,
“Vermesen hergah” (“you don’t give if”) should be “hergah vermesen (“if
you don’t give”) as a grammatical reality. If it goes as Mashadi Ibad uses it
in the poem, it is not considered a grammatical disorder. But the fact is that
if Mashadi Ibad had said in his performance, “If you do not give her, I shall
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always disgrace you”, both the poem and the melody would not lose anything,
they would not make any difference. The text has a lot of spoken language
and grammar of oral speech. The expressions: I swear by God, here is my last
word, because I am such a person that I will not know the bey, I shall always
disgrace you. “If you dont give” is like that.

Thank you a lot, I am much pleased with you!
For what youve done, I am obliged to you!

What have they done that Mashadi is deeply grateful to them? The
language of gratitude for the work that was not done can be given in such
way by Uzeyir bey. This is such gratitude of a false friendship; such poem of
gratitude also has the following language:

Masadi Ibad, we all congratulate you!

May your wedding would be gay and merry!

May it be bright, pleasant;, may it be bright, pleasant!
May it be, may it be, may it be, may it be!

This is the new language of poetry. This is the language of musical poetry,
the language of musical comedy poetry. This is a poem in the same poetic
technique:

Inside, inside the bathing pool, or outside of it,

Heat and coolness of spring, summer, and winter is in.

The poor and the rich welcome, we are at your service,

The poor and the rich welcome, hurry up, please, come. Come!

It is a clear and grammatical language. The language of the chieftains
continues with the original “let’s kill you” grammar. “You snatched Mashadi
Ibads, his loyal bride from his hand. You’ve made him very unhappy, you
have too much sin and fault. We 've come to shoot and kill you, let Mashadi be
much pleased. He will give us much money. We shall have a splendid party!”

This is a continuation of the above incoherent logic. And the logic of this
poem, which is singing in chorus, is continued with prose in the form of a solo
by chieftain Asgar: “Take out your pistols, be ready! When I say one, two,
three, you shoot! Be ready! One... two..”. Continuation is known.
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There are strange things in this command. Isn’t one cartridge of this
leader enough to command all the chieftains to be ready to open fire? It is
a ridiculous fact that several people suddenly open fire to shoot an unarmed
man face to face, two steps away. But, the audience did not forget that during
the visit of the chieftain Asgar Rustam bey, he admitted that he fired once at
Mashadi Ibad, but the bullet was in vain. But, chieftain Asgar is afraid of him.
In a word, Uzeyir bey strengthens and satirizes the laughter created by words
through additional means.

In one part of the film, Mashadi Ghazanfar uses the parenthetical word
in a sentence — the phrase the effect of the water of my treasure is also made
up of selected words. This word combination with the vocabulary is actually
an element of scientific style. However, the use of parenthetical word at this
point is not a fact of an ordinary conversation. It can be seen in the speech
of ordinary people even without “—ki” perhaps by chance, but “gorunur ki”
(it seems) is used by educated people. The whole sentence is an example of
a polished literary language in this case: Perhaps the water of my treasure
influenced on them.

Uzeyir bey did this as a deliberate move. The idea was to promote the
literary language and to create a sense of dignity in society. A.Sahhat’s
translations from A.Pushkin and M.Lermontov in simple language, but in
literary pronunciation were met with great sympathy in the society. Uzeyir bey,
as an Russian-educated intellectual, knew how clear A. Sahhat’s translations
were in Azerbaijani-Turkic folk and how these examples corresponded to the
Russian language in terms of literature.

The audience engraves not only the lexical units that everyone thinks
and hears from the stage, but also the syntactic patterns in their memory.
J.Mammadguluzadeh wrote in his memoirs that “Mollah Ibrahimkhalil
the Alchemist” was staged in Nakhchivan. The next day, those who saw
us in the street shouted: “Mollah Hamid, blow the bellows!” This is a
fact: theatre and spectacle promoted the literary language more than any
other type of literature, newspapers and magazines. It is an international
psychological etiquette for the audience to see himself in the characters
in the spectacle.

There is a special using opportunity of the conjunction “ki” (“that”)
in the speach of both Mashadi Gazanfar and Mashadi Ibad. The using
in this grammatical meaning is archaic for our modern language: In
Mashadi Gazanfar — “Last week was our Mashadi Mukhtar’s wedding
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that he is very close to me”; in Mashadi Ibad — “When I got married
for the first time that 1 married to deceased Sona, who was deceased
Karbala Murtuza’s daughter ...”. The first is the complex sentence with
attribute subordinate clause. In fact, parts of sentence are reduced. It
should be: “... that that person was close to me”. In the second, the word
denoting the meaning of time is reduced: “... that then/at that time” or:
“... when I got married, deceased Sona at that time...” — this is also a
complex sentence with a time subordinate clause. This form is used more
in the history of our literary language. Even it has a using frequency in
Fuzuli’s poetry language.

The beys (nobles) are speaking Russian in one part of the film. In this
way, speaking only Russian is a state of ecstasy of nobles’ playfulness. It is
strange that these nobles did not understand the intelligent Hasan’s mannered
speech at Rustam bey’s party. But now they all speak the same language,
Russian with him. So, Russian is their common language of understanding.
The behavior of those who have a false speech and are strangers is also false
and their morals are strange.

Uzeyir bey immortalized the speech of ordinary people in a socio-
cultural environment where these foreign moral nobles despised their mother
language. These immortalizations are specific phonetic, morphological,
syntactic exercises. We say exercise because the author writes in that way, the
actor says in that way on stage and the audience perceives what they hear as
the norm of literary language.

The auxiliary verb “etmek” (“to do™) is accepted as the literary character
in the literary language, and “elemek” (“to be doing”) is its verbal equivalent.
Uzeyir bey, who paid special attention to the folk character of the literary
language, also appealed to the option of “elemek™ (“to be doing”). But, he
used the suffix “y”, which is used for the language of poetry, as a literary fact.
He gave the auxiliary verb to the language of people from all classes of life
with this phonetics.

In the film, Sanam responds to her bey agha (head) with a clear outlook:
“No matter how ignorant any I am, I will not marry my young daughter to an
old man! Isn’t it a pity! By God, there are so many young people want to get
married to her, each one is Yusif!” Behind these heated questions and cries
is not a servant psychology, but a mature, rebellious Janna Dark personality.
A huge state with gunpowder and guns stands in front of Janna. A majestic,
angry monster stood in front of Sanam, at a very close distance than Janna and
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her enemy. This predatory monster is facing a force that wants to take out its
hands from the customer who pays debt.

Of course, these characters are not from real life, but Uzeyir created this
character to teach people to be like that. He continues Sanam’s fight with the
bey-monster in a comic denominator. But like all the geniuses of the world,
Uzeyir bey told the necessary truth in the speech of comic character. This
comedy is not “Inspector”, nor “Haji Gara”, nor “From the rain and under the
downpour”. This is a funny comedy, a cheerful comedy. The author is able to
express the ideal accompanied by humor.

This is the society that Uzeyir bey dreamed of - the servant Yusif
and Zuleykha are likened to beauty. This is the society that he cited the
example of the merchant from the “Koroglu” epos — Mashadi Ibad says:
“Once you pledge, don’t hedge!” Uzeyir bey wants this beautiful, high-
level society.

Of course, this is a comedy — no matter how cheerful and smiling. And
comic manifestations have special place in its language. And these examples
are more interesting for the language of this film.

Conclusion. There are words that are full of funny air. You have to hear
and laugh, you can’t stop laughing. If you are indifferent to the humor of the
word, you should check your taste. Hegel once said that if one cannot answer
a question, the question must be changed, so the question is not correct. Those
words may be loaded with humor at other cases. They can be used in an
independent meaning in a serious plan. But the word is used for laughter in
Uzeyir bey’s text and if you do not laugh, then you are not able to laugh. Like
all abilities, laughter is also innate.

REFERENCE:
1. “O olmasin, bu olsun” badii filmi. “Azaorbaycanfilm” kinostudiyasi. 1956.

Fiizuli Mustafayev (Azarbaycan)

“0O OLMASIN, BU OLSUN” BODIi FILMININ DIL vo USLUB

XUSUSIYYOTLORI

Maogqals “O olmasin, bu olsun” badii filminin dil va iislub xiisusiyyatlarino
hosr olunub. Moaqalodo adi ¢okilon filmin maraqli mogamlarindan bohs
edilir. Burada bas gohromanm adi Moasadi Ibaddir. O, komik obrazdur.
Ancagq satirik deyil. Masalon, Marcan boy tozo arvad almagq istoyir, tamasaci
ona nifrot edir. Mosodi Ibad da yash vaxtinda evlonmok istoyir, ancaq
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tamasac1 ona nifrat etmir, sirin-sirin giiliir. Onun komizmi evlondiyi qizla
yas forqindadir. Ancaq qizlarin kicik yasda golin kogiiriilmesi o zaman bir
onany hesab edilirdi.

Mogaloda Mosadi Ibadin adaxlis1 Giilnaz xanimin on bes yasinda oldugu
gostarilir vo bunun ailo-moigat problemlsring zidd horakot kimi gobul olmast
badii oksini tapir. Hatta filmds goriiniir ki, Glilnaz Sarvari sevir vo ona da oro
gedir. Demali Giilnazin ars getmak vaxtidir.

Mogalado Mosadinin xosisliyindon s6z acgilir. Hact Qara xosisdir,
tamasag1 ona nifrot edir. Ancaq Mosadi Ibada nifrot etmir. Hac1 Qara
pulunu, varimi gizladir, heg ailosino do xarclomir. Ancaq Mogadi pulunu
gorayi olanda saga-sola tokiir, inteligentlorin do hamam pulunu verir.
Ne¢o-nec¢o adamlar ona borcludur — xasis olsa, borc vermozdi. Hambalin
bir abbasina galinco, o, Uzeyir bayin 6z isidir. Moasodi hambalin pulunu
verso, giiliis xattinin biri siradan ¢ixardi. Moesadi ibad elo do cahil deyil,
yaxs1 maliyyaogilik gabiliyyotino sahibdir. Coxlu pulu var, dovloti var. Hotta
“Tarixi-Nadiri” yariya qodor oxuyub. “Tarixi-Nadir” qalin bir kitabdir.
XIX osrin sonlarinda onun 15-20 sohifo hocminda miixtosor icmalini ¢ap
edib yaymigdilar. Uzeyir bay o miixtosar niisxoys isaro edirdi vo burada
komiklik oradan galir. Bir s6zls, moqaloada biitiin bu sdylenonlor 6z oksini
tapir.

Sozli gedon moqalads filmdan ¢okilon misallar genis yer tutur. Monologlar
vo dialoglar da maraq dogurur.

Acar sozlar: islub, komediya dili, musiqi dili, poeziya dili, seir iislubu

Duzynu Mycmadhaes (Azepoaiidrican)

A3BIKOBBIE U CTUWIMCTUYECKHUE OCOBEHHOCTH

XYAOKECTBEHHOI'O ®UJIBMA «O OJIMACBIH, BY OJICYH»

Crarbs noCBsiIlieHa S3bIKY U CTHIIIO XyloKecTBeHHOro (unbma «He Ta,
Tak 3Ta». B cTraTbe paccMaTpUBarOTCSI HHTEPECHBIE ACHEKThI ATOT0 (hUIbMa.
I'maBHBII repoii 3aech - Memaau Mbaa. On komuueckuii nepconax. Ho He
carupuueckuii. Hanmpumep, Mapmkan 6ek xoueT 003aBeCTUCh HOBOM JKEHOM
U 3pUTeIb ero HeHaBUAUT. Memraau M6a Toxxe XOueT KEHUTHCS B CTApOCTH,
HO HEJb3s CKa3aTbh, YTO 3pUTEIb €r0 HEHABUAUT — OH JIMIIbL BECEJIO CMEETCs
HaJ HUM. Ero koMH3M B TOM, YTO OH OTJIMYAETCS IO BO3PACTY OT JIEBYILKH,
Ha KOTOpOH xoueT ykeHwica. OTHAaKO BBIIaBaTh JEBYLIEK 3aMYX B MOJIOLOM
BO3pacTe CUUTAIIOCH B Ty MOPY TpaguLUei.
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B crarwe roBopurcs, uto ['tonbHa3 xanyMm, HeBecte Memaau Nbana,
MATHAAUATh JIET, U 3TO BOCIPUHUMAETCS KaK MOCTYNOK, IPOTUBOPEYaIUi
ceMelHBIM pobiemaM. B ¢punbme nokazano, uro [tonpHa3 nrodut Capsa-
pa U BBIXOJUT 3a HEro 3aMmyXx. Takum oOpazom, [tonpHa3 mopa BBIXOIUTH
3aMYyK.

B crarse rosopurcs o xanHoctu Memanu. ['ajxn ['apa ckym, u my-
6nuka ero HeHaBUIUT. Ho Henb3s cka3aTh, uTo myoauka u Memaau Mbana
HeHaBuuT. ['amxu ['apa npsdeT cBOM JAEHBIM U HE TPATUT UX HA CEMBIO.
Ho Memaau npu He0O0X0AMMOCTH CHITIAET ACHbI'aMH HAIPABO U HAJIEBO, U
JlaXke oIIauyMBaeT OaHHBIE PACXOIbl «MHTEIEKTyaa0B». CKOIbKO JIOei
€My JIOJDKHBI - €CTU OBl OH OBLI CKynepaseM, He cTaji Obl JaBaTh. UTo Ka-
caercs ogHoro ab6acu (20 komeek), KOTOPOe OH JOJIKEH HOCHIIBIIHNKY, OH
HE JaeT - 9T0 cOOCTBEHHOE N1esi0 Y3eup-0eka. Ecnu Memaau otnan neHb-
'l HOCWIBIIMKY, OHA U3 JIMHUKA cMmexa obopsanack Obl. Memanu Moban
HeOe3bI3BECTEH, Y Hero xopomue (GUHAHCOBbIE HAaBBIKU. Y HEro MHOIO
neHer, MHOro OorarctBa. OH naxke HamosoBUHY mpounTan «Tapuxu-Ha-
nupu» («Uctoputo Haasipa») — Toncryto kaury. B konne XIX Beka ObLi
W3/1aH U pacnpocTpaHeH HeOonbInoi 0630p u3 15-20 ctpanun. Yseup 6ex
HMeJI B BULY 3Ty KpaTKylo KOIIHIO, a 34€Ch KOMUKC UcXoauT orTyna. Cio-
BOM, CTaThsl BCE 3TO OTPa)aer.

PaccmarprBaeMasi crtaThsi OXBaTbIBa€T LIMPOKUIN CIEKTP NMPUMEPOB U3
¢unbma. UHTEpeCcHBI TaKKe MOHOJIOTH M TUAJIOTH.

Knrouegvie cnoga: ctuip, S3bIK KOMEIUH, S3bIK MY3bIKH, S3bIK MO33UH,
CTHJIb [T033UHU
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UOT 72.03

Orynpxepen XaaxueBa
Kanouoam apxumeKkmypul, O0OyeHm
Corw3 Apxumexmopos Typkmenucmana
(Typkmenucman)

oguljerenti@mail.ru

BEJIOMPAMOPHBIN I'OPOJI AIIITABA/T

AnHoTanusi. B craree paccmarpuBaeTcsi GopMUpOBaHHE apXUTEKTYPHO-
rpaloCTPOUTENBHBIX aHcaMOeld Amrxadana 1 0COOCHHOCTH Pa3BUTHUS TIPO-
CTPaHCTBEHHOM Cpe/ibl Topojia B MEPUO/] HE3aBUCUMOCTH. MHIMBUAyaIbHBIN
ApPXUTEKTYpHBIA CTWJIb TUTAHUPOBKH, TPAIOCTPOUTEIIECTBA U APXUTEKTYPHI
Amnrxabaza, yauThIBaIOIIas caMOOBITHBIE 0COOCHHOCTH, (OOIUIIOBKAa MpPaMo-
pPOM BCeX 3NIaHWi, MCIOJB3Ysl KOJOHHBI, KyIoJia apkKu U APYTHe 3JIEMEHTHI
odopMIIeHNsT) BHECIIM HOBH3HY M HETIOBTOPUMOCTH B COBPEMEHHBIN OOIHK
ropojia, OTpakarolasi pa3uTesbHbIE IEPEMEHbI ¢ 00PETEHHEM TOCYIapCTBOM
He3aBUCcUMOCTH B 1991 roxy.

Knrouesvle cnoea: Auxaban, apXUTEKTYPHO-TPAIOCTPOUTEIBHBIA 00-
JIMK, apXUTEKTYPHBIN CTHIIb, OOIMIIOBKA MPAMOPOM, aHCaMOJIb.

Beenenne. Kopennole mpeoOpa3oBaHMs B 3acTpoiike Amixabazna, €ro
OypHBIM POCT, MPOU3OLIEAIINI 3a TOJIbl HE3aBUCUMOCTHU CTpaHbl, Oyaroja-
pst HeycTanHOU 3a0ote ['ypOanrynsl MsmukrynsieBudya bepabiMyxamenona,
IIpesunenra TypkMenucrtana, 3aciayKeHHOTO apxutekropa TypkMeHUCTaHa
NpeayCcMaTpHUBAIOT JabHelIee GopMupoBaHue roposia Kak KpyImHoro aamMu-
HUCTPATUBHO-TIOJINTUYECKOTO, IPOMBILUIEHHOTO, KYJIBTYPHOTO U MUPOTBOD-
YECKOI'0 LIEHTpa B PETUOHE.

B s1001 crathe peub moiiner 06 Amixabane CEeronHsIIHEM, O TeX COBpe-
MEHHBIX 3a/1a4ax, KOTOpbIe PEelIaloTcs B MaclITabax ropoja, Ijie 3a KOpoTKUn
[IEPUOJ BPEMEHHU JOCTUTHYT HOBBIN KaU€CTBEHHBIN U KOJUYECTBEHHBIN ypO-
BEHb I'PaJlOCTPOUTEIBCTBA.

H3i0:xeHne 0CHOBHOTo MarepuaJia. Ocodoe MecTo B psily JOCTHKEHUI
TypkMeHHCTaHa IPUHAUIEKUT APXUTEKTYpE, KOTOpasi, ABJISAACH YaCThIO Ma-
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TEPUATILHOM M JAYXOBHOM KYJIBTYphl HapoJa, HalJIAIHO JEMOHCTPUPYET CO-
UATHHO-IPKOHOMHYECKHI OOIIECTBEHHBIN CTPOU.

Pacnonoxenune Amxabana B apeasie ApeBHUX ruBuian3anuii (Huca, Anay,
AK-Jiene) ¢ UCTOPUKO-TEHETUYECKUMU HAaIlJIJaCTOBAaHUSAMU JAa€T OCHOBAHUE
CUMTATh €ro0 OJHUM U3 JIPEBHEUIINX TOPOAOB MHUpa, 00Jiee YeM ¢ JBYX ThICA-
YeJIeTHEW UCTOPUEN.

MecTHOCTb, B KOTOpPO pacnonokeH Anixa0az, Oiaromapst IIoI0pOIaHIO
oy npearopuit Kometnara u Hamu4Iuio Bojbl, ¢ TITyOOKOM APEBHOCTH Oblia
3acelieHa JTI0IbMU. ApX€0J0THYeCKUE HaX0/IK1 Ha €r0 TEPPUTOPUH U OKPECT-
HOCTSIX CBUJIETENIBCTBYIOT, YTO JKUTEIH [TOCEJICHUH AI0XU HEOIUTa U OPOH3BI
BEJIM OCEMJIbI 00pa3 MKU3HU, 3aHUMAsACh 3eMJIEJIEIMEM U CKOTOBOACTBOM. B
VI-V TeIC. 10 H.3. B ipearopbsax Komneraara cymiecTBoBaiu IpeBHENIINE 10-
CEJICHUS C BBICOKOM CTPOUTENIBHOM U Xy OXKECTBEHHON KYJIBTYpOH.

3apoKIeHHE NEPBBIX XyA0KECTBEHHbBIX TPAJAULIUNA TYPKMEHCKOIO Hapoaa
HaunHaeTcs ¢ JxetyHckoit KynbTypbl (VI ThIC. 10 H.3), (AMEHHO MO TAKHUM
Ha3BaHHWEM OHM BOLIUIM B MUPOBOW apX€OJOTUUYECKUI CIIOBaph) HAXOIUTCS B
20xM ceBepo-3anaHee Axabania. B 3To jxe Bpemst Ipeiku TypKMEH BbIBEIN
BBICOKOYPOXKalHBIM COpPT MILEHUIIbI HbIHE Ha3bIBaeMbIil Ak Oyraaii. Bes nmoa-
ropHas 3oHa Konernara B 310 Bpemst npesicTaniisijia coO0H 1enb 3eMIIe/1eb-
YECKUX 0a3MCOB ¢ HEOOJBIINMU NOCEIEHUAMU U nipororopoaamu (Hamasra-
nene, AnteiH-zene, [leccemkuk-aene, Yonan-nene u 1p.)

OxpectHOCTH Alrxabaj MUTAIOT HECKOJIIBKO HEOOJBIINX pedek — Alxa-
6anka, Kemunka, Kapacy, bamp, Anay, BeIxoas1I1e U3 rOpHbIX ITyOUH, MH-
TasICh NOJ3EMHBIMH BOJAMH.

B III . Beke. 10 H.3. BONMM3K Anixabaaa BO3HUK KpynHbIi neHTp [lapdsn-
ckoro rocynapcersa — I. Huca (Hycaii), B ero oKpecTHOCTSIX ObLIH U JIpyTue
ropozia ¢ MHOTOYMCIICHHBIM HACEICHUEM, Pa3BUTBIMU PEMECIIAMH, APXUTEK-
TYypOH U UCKYCCTBOM.

ApXeonorn4eckue packonku Ha 3TOM TEPPUTOPUM IO3BOJIAIOT CHEIAThH
BBIBOJI, UTO Amixabaa — OHO U3 JPEBHEHIIMX MOCEICHUNH Ha TepPPUTOPUU
Hallel cTpaHbl. 31€Ch HAlAECHBI IPU PACKOIIKAX KYJIBTYPHBIE TUIACThI, CAMBIN
JPEBHUN M3 KOTOPBIX OTHOCHUTCS K IOPE CYIIECTBOBAaHUS MOTYIIECTBEHHOU
[MapdsHckoit nepxkapbl, anTuaHOMY niepuony 111 . Bek. 10 H.3. cepenuna 11 B.
H.3. Amxabaj, Kak MOCelIeHue CyIecTByeT 0osee 2-X ThIC. JIeT.

Haxonsmasicss psimom pesuaennus [lapdsuckux napeir Crapas Hwuca
(Hycait) HoBas Huca (Hycaif) BxonuT B coctaB Pyxabarckoro aTpamna coBpe-
MenHoro Amxabazna. B Crapoii Huce apxeonoramu Obliin 0OHapy»KeHbI IpU
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packorkax, 2500 10KyMeHTOB, HAMMCAHHBIX HA IIMHSHBIX Yyepernkax (ocTpa-
KOHBI). Ha ocHOBaHMY aHaNMM3a CoAEep KaHUs STUX JTOKYMEHTOB OB BBISIBIICH
CIIMCOK Ha3BaHUs KPEMOCTEH, 3aMKOB M YKPEIUICHHBIX CEJICHUHM HAa TEPPUTO-
pun coBpemenHoro Pyxabatckoro stpamna. Amxabana — ux 53. Jto III B. 10
H.9 — I B. H.D.

B Ilapdsanckuii nepuon Amnrxabas, mpeacTasisl co00M eIuHbIN ropos-
doprnocT U3 OTCTOSIIUX HAa PACCTOSHUU JIPYT OT ApPYra MHOTOYMCIEHHBIX
HEOOJBIIUX KperocTel u ycaaed ¢ pa3BUTON CHCTEMOM KIPU30B, UMEIOIICH
BOJIOTNIPOBOJHYO c€Th. 11 KOHTponMpoBasa BCe BaXKHBIE TOPTOBbIE ITYTH.

I'pamocTpouTenbHbIil aHAIU3 TPOBEACHHBIA aBTOPOM ATOW CTaTbU U
3alIUTUBILEN Auccepranuio o0 apxutektype Auixadbana B 1987 roay, no-
3BOJIMJI BBISIBUTBH THUII PACIOJIOKEHUS MaMATHUKOB 110 OTHOLIEHMIO K Ipa-
HHIIAM COBPEMEHHOM 3aCTPOMKHU ropoja. YCTaHOBIIEHO, YTO ISl TOPOJIOB
TypkMeHHCTaHa XapaKTepeH «pa300IEHHbIN» (B mpeaenax 2—20 kM) TUl
ropona (Hycaii — Amxabang — Anay). Ceiluac 3TO eauHas IeJIbHAsI CH-
cTeMa ropojickoit nuappactpykrypsl. (Mapsr — peBuuit Meps — baiipam-
Anu; Typkmenabat — Amynb; Kyns — Yprenu — Jlam Ory3 u ap.) Takxke
SBIISIIOTCSL €JUHOM T'PaIOCTPOUTEIIBHON CTPYKTYPOH COBPEMEHHBIX TOpPO-
noB TypkMeHHCTaHa.

HaszBanue ropona Anixa0baza, B HaCTOsAIIEE BPEMsI CYILIECTBYET HECKOJIb-
KO BapMaHTOB 3TUMOJIOTMHM HauMeHoBaHus ropoaa. B 30-x rr. XX Beka u3-
BECTHBIN sA3bIKOBe A.IlonenyeBckuil MpeanoaoXKuil, 4TO B Ha3BaHUH Ioposia
cokpbITO uMst ofgHoro u3 IlapdsiHckux mapeit. Ho cambiM pacnipocrpaHen-
HBIM SIBIISIETCS BapuaHT: A1xalaja — «ropoj BIFOOICHHBIX).

B namm guu yuéHble CUMTAIOT, YTO MPAaBUIBLHBIM Oy/leT Ha3BaHUE «AIra-
6am» ropox Apcara o umeHu napgsHcKoro naps, riae Apcar I 66u1 00bsiBIICH
napém, (McTopuuecKkrue XpoHUKH rpedeckoro reorpaga Meunopa Xapakckoro
—1I B. 1o Ha 3.). B [lepcos3buHO TuTEpaType CpelHuX BEKOB TMHACTHUS Ap-
CaruJloB Ha3blBaJlach ALIraHUJAaMM, OTCIOJa BUAMMO U Ha3BaHUE COCTOSIILEE
U3 JIBYX yacTeil « Amr» u «abam .

Bxirouenne nmaMATHHUKOB apXUTEKTypbl HHCBHI, B COBpEMEHHYIO Tpajo-
CTPOUTENIBHYIO CTPYKTYPY INPENOCTaBHIa BO3MOKHOCTH IE€PEOCMBICICHUS
€ro MCTOPUYECKOrO KauecTBa, YTO OOOTaTUIIO CMBICIOBOE CO/Ep)KaHHE To-
POICKOM Cpelibl 1 HECOMHEHHO IOBIUSIO Ha €€ MPOCTPAHCTBEHHOE Pa3BU-
THE, SBJSISICH OTHOW M3 MPAKTHUECKUX (POPM OCBOCHHSI HACIICAHS.

Bo3pokaas HamoHaIbHOE MOHMMAHUE APXUTEKTYPHOTO IPOCTPaHCTBA
Ha COBPEMEHHOM ypOBHE MBIIIJICHUS, CO3/1a€TCs HOBas JKU3HEHHas cpena,
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TICUXOJIOTHYECKH OJIM3Kasl )KUBYIIIEMY B HEH ueloBeKy. Pernenue 3Toit 3amaumn
CBS3aHO, IMPEXJIE BCEro, C HAMpPaBICHUEM TPaJOCTPOUTEIBHON CTpaTeruu,
KOrZla BHYTPEHHHME CBSI3M, COCTABIISIIOIIEE ApXUTEKTYpy paccMaTpHUBArOT-
Csl BO B3aUMOCBSI3H C MIPUPOJHBIMU U colManbHbiMu (hakropamu. [Toatomy
OTIPE/ICTISIONMMU B OPUEHTAIIH PAa3BUTHSI TOPOJA SIBISIETCS YIyUlICHHE €TO
MHUKpOKJIMMAaTa U CEMCMUKH, HAalpaBJIeHUEM B Hanbosee OJaronpusTHYIO B
KIIMMaTHY€CKOM OTHOIICHUU IOKHYIO CTOPOHY, OJarompusiTHOTO MO0 MUKPO-
KJIMMaTUY€CKUM, CAaHUTAPHO-TUTHEHUYECKUM, WHKEHEPHO-T€OJI0THUECKHIM,
MUKPOCEHCMUYECKUM, SKOHOMUYEeCKUM ycioBusiM. Lllupokue, npocTtopHbie
MIPOCTIEKTHI C 3€JIEHBIMU aJUIesIMU, HallpaBJIeHHbIe B CTOpoHY rop Komeraar,
CHCTEMBI MEPETeKAIOINX dCIUIaHall, ¢ (JOHTaHAMH, CIOCOOCTBYIOT IPOBE-
TPUBAHHUIO TOPOJa FOKHBIMH M FOTO-3aIaIHBIMH HOYHBIMHU BETPaMH, HUIY-
MU oT MaccuBa Kometnar ouH U3 OCHOBHBIX NMPUHIIUIIOB T€HEPAITLHOTO
mwiana ropoga. Ock LEHTpa OPUEHTUPOBAHA TAKUM OOpa3OM, YTO MPOXIIA-
HBII BETPOBOM CTOK, OIITyTHUMBIA B TIEPBBIC Yachl MOCIIE 3aX0/a COJIHIIA, Oec-
MPENSATCTBEHHO MPOHUKAET B HAM0O0JIEE O’KUBJICHHYIO BEYEPOM MEMIEXOAHYIO
30HY LIEHTpA.

HoBas opuenTanus rienTpa qaet 600Jbiie BO3SMOXKHOCTEN apXUTEKTOpaM 1
B ACTETHUYECKOM OTHOIIeHUU. [Ipex e Bcero, 3To — pasHooOpasue nanamad-
Ta, BU3yaJIbHOE BKJIIOUEHUE B CTPYKTYPY TOPOJIa OKPY’KaIOLIEH MPUPOAbI.

3HAYUTENFHOE MECTO B ACTETUYECKOM (DOPMHUPOBAHUH TOPOJCKON CPEIbI
OTBOJIUTCS 3€JIEHBIM HACAXJICHUSAM CTOJHIIBI — MMapKaM U CKBEpaMm, UX pas-
BHUTHUIO U PEKOHCTPYKITUH.

3aBepIEHHBIA BUJ OHM MPUOOPETArOT Onarofaps cagoBO-TIApKOBOM ap-
XUTEKType, MaJIOH TJIaCTUKE B BUJE (DOHTAHOB, CKYJIBITYP U JEKOPATUBHBIX
JIeTalicH.

CeroaHst BeCOMBIH BKJIaJ BHOCAT apXUTEKTOPHI, XyAOKHHUKH, CKYJIBIITO-
pbl, TU3aiiHEPHI B BBIMOJHEHUE TPATOCTPOUTETHLHON KOHLEMIUA Pa3BUTHS
Amrxabana Ipesunentom Typkmenucrtana 1o 2020 rona. Tem cambiM co3aa-
Bast YCJIOBHS JIJIsl HAIIIETO HAPO/1a, TTOBBIMIAIOIINE OO YPOBEHD KYJIBTYPHI,
€ro COLIMAJIbHO-A)KOHOMUYECKOE Pa3BUTHS, POCT HALIMOHAIBLHOTO CAMOCO3Ha-
HUS, CIIOCOOCTBYIOIIEE BOCCTAHOBIICHUIO HCTOPUUECKON MaMSITH.

OcMbIciieHe 3TOH 3a/1aui Pa3BUBAIOTCS 110 HECKOJIBKUM HAIIPaBICHUSIM.

OnHO U3 HUX — CO3/IJaHUE MOHYMEHTOB U MMAMIATHUKOB Ha TUIOMIA X, OYyib-
Bapax, B ckBepax. [IpousBeseHuss MOHYMEHTAIBLHOTO MCKYCCTBA MPHU3BAHbI
HE TIPOCTO YKpaIlaTh — B HUX KHUBET MaMsITh HAPOJa O MPOIILIOM, O BETHKUX
COOBITHSX M BEIMKUX JIFOISX.
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B  pmemsax ymydmeHuss apXUTEKTYPHO-TPaOCTPOMTEIHLHOTO  OOJH-
Ka cToiulbl TypKMEHHCTaHa Ha IOXKHOM OKpaumHE ropoa 3aJI0KEH IapK
HesaBucumoctu.

W3HavanbHas uaes cocTosia B TOM, YTO HapK JOJIKEH CTaTh CUMBOJIOM
HE3aBUCUMOCTH U MaMITH TyPKMEHCKOTO Hapoja, >KU3HEHHOCTH OymyIiie-
ro CTpaHbl. DTa KOHIIENIUS JIETJIa B OCHOBY Ca/I0BO-TIAPKOBOM apXUTEKTY-
PBI, OTpaXkarollel HCTOPHUIO U TPAAUIMHU KYJIbTYypPbl TYPKMEHCKOTO Hapoja.
Hauano crpoutensctBa 3anoxeno B 1993 r. LlenTpanbHas annes, uayiias
C ceBepa Ha 1oT, MpoTsokeHHOCThI0 1800 MeTpoB, umeeT Gopmy Hempa-
BWIBHOW Tpaneuuu. Ha rmaBHONW KOMIIO3UIIMOHHOM OCH pPacIO0XKEeHbI
TOPTOBBIN EHTP ¢ poHTaHAM, AMUTEATpP I MACCOBBIX MPECTABICHUN
u MoHyMeHT He3aBucumocTtu TypkmeHuctana, GopMupyomuii 10KHbIH 1
CaMbIil KPYHIHBIN NPOCTPAHCTBEHHBIN y3€ll. BOKpYr MOHyMEHTa yCTaHOB-
JIEHbl CKYJIbNTYpHbIE NAMATHUKUA BeIMKMM HCTOPUYECKUM JIUYHOCTAM
— TypkMmeHckoro Hapona: Cenb/ukyk XxaHy Typkmeny, Contany CaHmxka-
py Typxmeny, Kapa FOcyn Gery — xaHy TypKMeH — raparoroHJIbl, Y3bIH
Xacan Oery — xaHy TYpKMEH — aKroloHIbl, Msnuk maxy, Ann Apciany,
Ory3 xaHy — pofioHauYaJIbHUK TypkMeH, [opkyT Ata — MyaApbIii HACTaBHUK
Hapoja, ['eporisl 6er — 3aUTHUK OTedecTBa, MaxTyMKynau — ¢uiocod,
Torpyn 6er — Typkmen, Oprorpyn ['azer Typkmen, balipam Xan Typkmew,
Keiimup Kop Typkmen, Monnanenec — laxeip, 3enunu, Celinu, Msaran-
xu, Kemune.

B npoexTupoBaHuu 1 cTpoUTENLCTBE POHTAHOB B HanmoHanbHOM napke
HezaBucumocTty 1 B 6:1aroyCTpoMCTBE MPUIIETAIOIINX TEPPUTOPHI y4acTBO-
Banu typenkue Gupmsl «[lomumexc Namaar Taaxyt Be Canan Tumkaper A
[», «'an Muamaar Atsipsiv Be b Tumxaper ALy,

B 2008rony B Kuury pexopsoB ['mHHeca ObuT 3aHECEH YCTAHOBJICHHBIN
B Amxabazne ¢iarmrok. Camblil BRICOKHI B Mupe, BbICOTON 133MeTpa, oH
yIEepKUBAET TocynapcTBeHHbI (uiar TypkmeHucrana Becom 420 Kuiorpam-
MOB. YCTaHOBJIEH PsAOM co 31aHreM HanmonaneHoro My3est TypkMeHncTaHa
uM. C TypkmenOaiy, Ha 3aBepIICHUH YIUILBI [apaliChI3bIK MAEnbl, Mpy-
MBIKAIOIIEeH K Ap4aOMIbCKOMY IIOCCE B FO)KHOW YaCTH CTOJHITBL.

A B 2010 rony B Knury pexopnoB I mHHecca BHECEH apXUTEKTYpPHO-CKYJIIb-
OTYpHBIM aHcaMOnb U3 (DOHTAHOB, YKpAIIAIOUIMKA BbE3J B MEXTYHAPOIHBIN
asponiopt Amixabana. DoHTaHHBIN KOMIUIEKC OTKpbUIcS jerom 2008 rona.
Konuenmums ancamOIisi mocTpoeHa Ha CKYJBITYPHOM H300paKeHUM pOJOHA-
yaJlbHUKa BCEX TIOPKCKUX IUieMEH Orys3-XaHa M €ro IIeCTepbIX ChIHOBEH, —
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I'yuxana, AlixaHa, buiasi3xaHa, Jlenm3xana, ['okxana n Jlarxana. Ha o6-
e miomaau B 15 rektapoB pacroiokMmINCh 27 (GOHTAHOB, COCTABIISIOLINX
€IMHY10, 3aKOHUYEHHYI0 Komno3uuto. [Tpy nmonHoi CMHXpOHHOCTH paboTHl,
KKIBIA DIIEMEHT KOMIUIEKCa HMMEET IMOJHYIO IOJCBETKY M 3JIEKTPOHHOE
yIpaBJICHUE.

Hossle, mporpeccuBHble TEHACHIIMH B PEILIEHUU KOMIUIEKCA ABOPLOBBIX
MIPABUTEJIbCTBEHHBIX COOPYKEHUH, TAPMOHHUPYIOLIUE C aHCaMOIeM IO n
HezaBucumoctu, UCXOIAT, B IIEPBYIO Oo4Yepe/ib, U3 (PYHKIMOHAIBHOW U KOH-
CTPYKTUBHOM LienecooOpa3HocTu. IpenoMieHre HallMOHAIBHBIX TpaaiuLui
B CIIOKHBIX O0Opa3HBIX acCOLMALMIX, MHTEPIpeTalus IUIaHUPOBOUHBIX U
IUTACTUYECKUX CPEICTB BBIPAKEHUS XapaKTEPU3YeT 3TU KOMILIEKCHBIE CO-
opyxeHus. JlekopaTUBHOE OQOPMIICHHE 3TUX OOBEKTOB, OPHAMEHTAJIbHBIN
JU3aifH BHOCSIT HEMTOBTOPUMBIN, CAMOOBITHBIA KAJIOPUT B 00pa3 ropoja.

Amxabaz oouH U3 KpacuBEHIINX M KOM(pOpPTaOeIbHBIX TOPOIOB MHUPA.
Takast 3amada cTosuta nepes rpafoCTPOUTEISAMH. J{71s1 pallMOHAIBHOTO pa3Me-
IICHUS SKOJIOTMYECKU YHCTBIX MPEANPHUATHIA, HOBBIX OOIIECTBEHHBIX 3IaHHH,
JKWIBIX MacCCUBOB M 30H OT/bIXa HAacEJICHUs NpUHUMaIUCh [locTaHoBIEHNS
BKJIFOUEHMSI B UEPTy ropojia MPUIIETAIOUINX TEPPUTOPHIA.

CBHIIETENBCTBOM ATOMY SIBIISIETCS HOBAS NIELIEXOAHASI 10POTra, IPOJIOKEH-
Has B npenropbsx Komnernara y mogHoxus ropsl. [ MHIyBap ¥ MOJyYUBILIEH
HazBaHue «Cepap enbl». A Takke HOBbIE TpeAnpusTHs « TypkMeHOamu Tex-
CTHJIb KOMILJIEKCH» B Anixa0aje.

NHnuBunyanbHBI apXUTEKTYpHBIA CTHJIb IUIAHUPOBKH, I'PAaLOCTPOU-
TEJICTBA U apXUTEKTYphl Alrxadaja, yUUTHIBAIOIIAs CAMOOBITHBIE 0COOEH-
HOCTH, (OOJMUIIOBKAa MpPamMOpOM BCEX 3/1aHUM, HUCIOJIb3Ysl KOJOHHBI, KyMoia
apKy ¥ JpyTHe 3IeMEeHThI 0(pOpPMIICHNS) BHECIH HOBU3HY U HEITOBTOPUMOCTh
B COBPEMEHHBII 00K Topojia, OTpakarollasi pa3uTelbHbIe IEPEMEHBI C 00-
perenuem rocygapctsom HesaBucumoctu B 1991 rony.

Hapsiny ¢ oreyecTBEHHBIMU OpraHu3alUsIMU B peallM3allid IpagoCcTpo-
uTenbHON pedopMbl Amixabaga, akTUBHO yYacTBYIOT aBTOPUTETHBIE KOMIIa-
HUU U3 MHOTHX CTpaH MHpa, NPEICTABIIAIOIINE Pa3HbIE IIKOJIBI M HAIpaB-
JIEHUS] COBPEMEHHOIrO 3044ecTBa. HO MX NPOEKTBI COOTBETCTBYET E€IMHOMU
apXUTEKTYpPHOH Hzee, oOIIei cTpaTernu rpaloCTPOUTENBCTBA U OTPAXKAIOT
HAalMOHAJILHBIE MOTHUBBI UCKYCCTBA TYPKMEHCKOTO HAapOAa.

T'opon, pacTyuiuii B CTOPOHY rop, Kak 0Ke€pebe HAHU3AHHOE KEMUYTOM,
pa3zHO00pa3HBIMU MO MJIAHUPOBKE M KOHCTPYKIIMU HOBBIMH KHJIBIMU U 00111e-
CTBEHHBIMHU 3/1aHUSMHU, BEJIMYABO M IUIABHO BIIMCHIBAIOTCS B ILIEHTpPAJIbHBIE
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npocnekTsl ['apamice3nbik, burapamisik, Typkmenoamu. 9to Hanuonans-
HBIN My3€Hl, TeaTp, KylIbTypHBIM HEHTP, COCTOSIIIUN U3 3-X 31aHui, Jlenosslit
JIBOpELl, HOBBIE KOpryca MEIUHCTUTYTa U MEIUIIUHCKUX YUpEKIeHUI; Mu-
HHUCTEPCTBA U KOMIUIEKC O0NbHUI] — «OHe Mbaxpm», «Kapauonoruny, «He-
bponorum», «Imazueix O6onesneiny, «OHkonorun». HannoHaNbHBIN My3el,
Onarmrok, JKunele qoma, 3nanue Hedru u raza, Orens «lIpe3unent», mu-
HuctepcTBa: CBsI3U, HHOCTPAaHHBIX JeJ, oOpa3zoBaHus, J{Bopen 3acenaHuid,
Toprosast bupxa, Hapsily C KOMIUIEKCOM TOCTHHHI, UMEIOIIUX KaXbIi OpH-
THHAJIBHBIN 00pa3, 000raTuin apXuTeKTypHOE MPOCTPAHCTBO HOBEHIICH aB-
TOMarucTpaan ApuaOui miaenbl, B FXKHOM yacTH Amrxa0aza B MPEAropbsix
Konernara.

C BBICOTBI XOJIMOB NPEATOPUIN OTKPBIBAETCS BEIUKOJIENHAs IaHOpama
6emompamopHoro ropoxaa. [lopaxaromas macmradbamu TpagoCTPOUTETbHAS
IIporpaMMa, ocyuiectsisemas 1o nauuuaruse [Ipesnnenra Typkmenucrana,
[IPEeIyCMaTpPUBAET BO3BEICHNE MHHOBAIIMOHHBIX IMPOEKTOB C YHHKAJIbHBIMHU
ApXUTEKTYPHBIMU pelieHusIMU. OpUTHHAIIBHBIE COOPYXEHMSI, CO3/AI0INe
YHUKaJIbHBIA 00pa3 ropoja, COUeTaoNmuecs ¢ JTyYIIUMH TPaaAuLIUsIMUA MH-
POBOM apXUTEKTYpbl U HAIIMOHAJIBHOIO 3CTETHUYECKOro cBOeoOpasus — ITo
caMo€ BBICOKOE 3/1aHHE, IOCTPOEHHOE Ha XoiMax y nopHoxus Konmernara.
3nanue Lentpa Tenepaguoemanus « TypkMeHrcTan» BhICOTOM 211 MeTpoB,
orpomHasi 3Be31a Orysxana, Bkitodera B 2011 rogy B coopuuk Kuuru Pexop-
noB I'maHecca. Cunraercs cambiM OOJBIIUM B MUPE apXUTEKTYPHBIM H30-
OpaxxeHueM 3Be3/ibl. Ellle 0MH apXUTEKTYpHBII LIEIEBP CTOIULbI BKIIOUEH
B 3T0T nepuost B Knury ['manecca — Koneco 0003peHust KyasTypHO pa3Bieka-
TeJIbHOTrO LeHTpa «Anem», — «Kocmocy. Beigensiercs Apka Helitpanurera,
IpU PEKOHCTPYKLUH IIEHTPaIbHON TuIomaan Anixabana, ApKy pa3odpanu u
BHOBb BO3BEJIM Ha FOT'€ CTOJIMLIBI 1O YJI. bUTaparibIk maensl.

3aknrouenue. Apka HeliTpanurera CHMBOJIN3HPYET CTPEMHUTEIbHBIN
B3JIET Hallleld CTpaHbl B MHUPOBOM cooOmiectBe. Apka Heirpanurera, mo-
HymeHT HezaBucumoctu, Monyment Koncrurynuu Typkmenucrtana, OyayT
apXUTEKTYpHBIMU I'MMHaMu TypkmeHucTtaHa. l'opon, pactymuii B Oyayiiee,
o0naarouil HeMOBTOPUMBIM, CaMOOBITHBIM POCTPAHCTBEHHO-IIACTHYE-
CKHMM pa3BUTHEM — cronuua TypkmeHucTtaHa Amxa0aj, sSBISETCS BO3POXK-
JIEHHOM JIpEBHEW CTONUIIEH, TIEPEeKUBIIICH 3emMiieTpsiceHue B 9 6aminoB B 1948
rony 6 okTsI0psl.

HecomHeHnHo, HOBeMIIas UCTOPHUS TPaSOCTPOUTENBCTBA U APXUTEKTYPhI
Amrxabana BHECET CBOM O€CIIEHHBIN BKIIA IS OyMyIeit 001edeoBeyecKoi
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KyJIBTYpbl, Tpu3HaHHas B mae 2013roma B Kuure pexopnos I'muHecca, ro-
POAOM C caMOil BBICOKOM KOHIIEHTpauueil 37aHuil OOMUIIOBAaHHBIX OENIbIM
MpPaMOpPOM.

JIMTEPATYPA:
1. Tlamsarauxu Typemenucrana. — Amxaban, 1974.

Oqulceren Haciyeva (Tiirkmanistan)

AGMORMORLI SOHOR ASQABAD

Moqalodo Asgabadin memarlig-sohorsalma ansamblarinin formalagma-
s1 vo gohorin mokan miihitinin miistaqillik dovriinds inkisaf xiisusiyyatlori
nazardon kecirilir. Fordi memarliq islubu, Asqabadin 6zlinaxas xiisusiyyatlori
(biitiin binalarin marmaorls tizlonmasi, siitunlardan, tagin giinbazlari vo digor
tortibat elementlori) sohorin miiasir simasina yenilik gotirmis, 1991-ci ildo
dovlstin miistoqilliyini kaskin dayisikliklor oks etdirmisdir.

Agar sozlar: Asqabad, memarlig-sohorsalma simasi, memarliq tislubu,
mormoarla tizlonma, ansambl.

Oguljeren Khajiyeva (Turkmenistan)

MARMOREAL TOWN ASHKHABAD

The formation of architectural-planning ensemble of Ashkhabad and
peculiarities of spatial environment of the town in the period of sovereignity
are considered in the article. Individual architectural style of planning, town-
planning and architecture of Ashkhabad, taking into consideration original
peculiarities (facing all buildings with marble using columns, domes of
the arch and other elements of design), introduce novelty and uniqueness
to modern appearance of the town reflecting striking changes with finding
sovereignity by the state in 1991.

Key words: Ashkhabad, architectural-town planning appearance,
architectural style, ensemble.
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TRADITION AND MODERNITY ARE THE BRIDGE
CONNECTING THE OLD TIMES WITH TODAY

Abstract. In the modern world, the role and value of works of fine art
is growing in human life, its aesthetic education, the formation of artistic
thinking and personal intellectual development. Because through it, a
person can realize his desire to understand the realities. Art is a whole that
emerges through the combined materialization of the inner and outer worlds
of the artist who created it. In one case or another, the artist is formed
in accordance with certain cultural conditions and inherits the cultural
traditions of the current historical period (without much understanding).
Therefore, sometimes works of art can be considered as a mirror that reflects
all the features of society. The tradition reflected in this mirror, playing one
of the main roles in the formation of artistic thinking, on the one hand, aims
to protect the complex artistic experience, on the other hand, becomes an
integral part of modern thinking. This article is written to see the relationship
between the categories of tradition and modernity and to share the ideas and
thoughts that surround them.

Key words: tradition, modernity, ethnocultural, artist, phenomenon.

Introduction. One of the questions facing art critics and researchers
for many years is the problem of tradition and modernity. Although not as
much as art itself, the views and opinions of scientists studying this problem
are quite different, contradictory, and at the same time interesting. The
scientifically accurate definition of the categories of tradition and modernity
in art is also important for cultural managers. Thanks to this, it is possible
to understand the true philosophy of cultural processes in the world and
in the country and make the right decisions. In my opinion, the problem
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of “Tradition and modernity” in art criticism can be considered from two
aspects: the life of tradition is a continuation of tradition in modern reality,
the stability of certain concepts and plastic formulas, the confrontation
of “traditional” and “civilized” societies, which created in ancient times
and uniquely expresses the identification of a known locus and ethnos, as
well as “tradition-modernity”. Both aspects have engaged the attention of
researchers for many years. According to them, these concepts should not
only be defined as independent problems, but it is important to approach
these aspects in this way.

The tradition is considered as an independent phenomenon by many.
Tradition has become a tool of thought in many fields of humanities, first
of all philosophy, ethnology, sociology, political science and, of course,
culturology, as well as many specialists in the field of art.

The interpretation of the main material. The term “tradition” has its roots in
Latin and means “tradito” — handed down, legend. Tradito — 1) handed down,
2) giving, 3) teaching, education, 4) legend, myth, long-established reasoning
or habit [2]. Interpretations of this concept are slightly different in another
dictionary-information publication called Dictionary of Foreign Words.
“Tradition” — 1) customs, discipline, rules of conduct, historically formed and
passed down from generation to generation; 2) habit that determines the order
in life and behavior; 3) legend passed down from generation to generation,
oral transmission [7].

In contrast to the domestic approach to the term “tradition”, in the scientific
context, this definition is an expression of a set of elements of social and
cultural heritage handed down from generation to generation and protected
for a long time in certain societies, classes and social groups. As a tradition,
certain social institutions, rules of conduct, values, ideas, customs, rituals,
etc. can perform.

The definition of tradition in the context of artistic creativity often intersects
with the points that present the above-mentioned tradition in philosophical and
social categories. Thus, A.A. Kamensky defines tradition as “the transmission
and development of artistic experience, the selection process, mastering” [5,
p. 222]. By the author the concept of tradition is also applied to the forms
of fine arts, which are based on a system of separate means of expression.
In essence, “the main internal merit of the artistic tradition is the figurative-
philosophical, spiritual, aesthetic concepts taken in the process of concrete
figurative realization and development” [5, p. 222].

85



N3 (77) Incasanat vo madeniyyat problemlari / Problems of Arts and Culture / ITpoGeMbI HCKycCTBa i KYJTBTYpbI

The sum of the elements of this important and universally accepted
historical moment, the definition of “written and unwritten laws”, in other
words, is the basis of a unique socio-culture. On the one hand, this determines
the “face” of this or that locus of human society in the relevant period, and on
the other hand, is the existence of a mobile unit that changes according to the
degree of historical development.

According to Gustave Le Bon, “A nation is an organism created by
the past, and like any organism, it can change only through long-term
inheritance. People are especially comfortable with traditions, especially
when they are in society, and it should be borne in mind that only their
external forms change easily. Without tradition, there can be no national
spirit or civilization” [6, p. 156].

The problem of the interaction of tradition in the field of art as artistic
thinking, and innovation in general, has always been a matter of interest
among philosophers, artists and art critics. Traditional values that have
already been formed, accepted and confirmed as a constant phenomenon are
not static. This is a cultural heritage that is always in the process of renewal.
As aresult, it is possible to observe the simultaneous existence of traditional
and modern values in the vertical section of the socio-cultural structure in
each historical period. This is natural and regular. Tradition and innovation
are two interrelated aspects of development and culture. “Tradition is not the
same as historical memory, but it is a special kind of connection with the
formation of unambiguous values of the modern period with the ambiguous
facts of the past” [8, p. 284].

As it is seen, as long as tradition continues, it acts as a complete concept
that includes many forms of human perception of reality. Therefore, the
precise structuring of tradition, the emergence of its inevitable elements is
as difficult as the formation of a general understanding of tradition. Tradition
is a complex, multinominal event that determines the functioning of social
processes in one or another sphere of public life.

In the twentieth century, attempts to break ties with tradition have led to
new forms of expression, as well as a new understanding of the mission of
existence and art, and even the popularization of the relationship between
tradition and modernity. In addition, in the 1960s and 1970s (partly in
Soviet art criticism), everything created by the artist was subjected to a
specific test to determine whether it was more or less a conservative or
experimental entity.
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The existence of the categories of tradition and modernity in artistic
practice since the 1970s can be summarized in terms of several typological
approaches. This is primarily due to the fact that professional artists refer to
traditional folk motifs, ornaments, as well as tricks. The second approach is
related to the indirect sequence of its pure primary forms in the life of folk
art. The third principle of interaction is related to the stylistic tricks of modern
and traditional cultures in professional creativity based on examples of folk
art (decorative-applied).

It was during this period that the artistic criticism of Soviet art,
characterized by the crystallization of national art schools, spoke more and
more confidently about the inner feelings of the national tradition, the artists’
desire to formulate national identity without realizing it. As a result, this led
to the emergence of such meanings as “genetic memory”, “internal memory”
and so on.

In relation to examples of the national past, this problem is directly related
to the problem of artists’ attitude to tradition in general (national and human)
and the formation of style. This means determining the size and form of the
functionality of heritage in modern art.

According to critics, the concept of “cultural memory” is one of the
most important concepts on the basis of the artist’s connection with the past.
“Internal memory” is “hidden deep, not always visible, hidden.” The “internal
tradition” and all this arises in “non-personal” ways, regardless of the artist,
for internal reasons. “Ethnic artistic memory” in itself has such features as
“a very ancient artistic experience, the moral characteristics of the people,
its associative structure, the mechanism of metaphors, certain choices in the
field of color, tuning, thythmic organization of the image and etc.” [5, p. 215].

In one case or another, the artist is formed in accordance with certain
cultural conditions and inherits the cultural traditions of the current historical
period (without much understanding). No matter how rare the artist’s works
are, they will always express the spirit of their time. It is necessary to refer
to one of M. Butter’s observations on this point. “There is no individual
work. An individual’s work is a kind of knot formed in a cultural fabric and
a embrace, and it does not feel as if it is loaded here, but as if it has appeared
in it. The individual is, in essence, only an element of the cultural fabric [3,
p. 228-229].

Regarding the problem of “genetic memory of culture”, the issues of
national form and national style in modern Azerbaijani art are considered
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in A. Kamensky’s article “Tree of Tradition”. The author, in a partially
incomprehensible way from the point of view of the world’s art, refers to the
East, as well as to Azerbaijan (as opposed to the “concrete plastic image” of
Europe), the five spheres of artistic activity.

The researcher substantiates the fundamental lack of interest of Azerbaijani
artists in the plot, the specificity of the embodied moments, images, their
approach to the “big problem”: “The natural and purposeful transition from the
defined descriptive structure to the emotional poetic image is a characteristic
feature of medieval Azerbaijani miniatures. It is important for us that they
describe a specific event ... not at the local-spatial boundaries, as if in the
arena of the universe; any personal goal, mainly in the Azerbaijani miniature,
became a broad image of life as a whole” [4, p. 17].

It can be assumed that, in a sense, the careful interest in the
emergence and connection of modern art with the national tradition in
Soviet art was aimed at protecting various experimental, non-conformist
manifestations from the attacks of ideological controllers. The goal was
to prevent this or that work (literature, music, fine arts) from being
realized ideologically (as well as artistically). At the same time, the
deeply coded idea of “genetic” national knowledge was not expressed
in quotations, stylization or even figurative connotations, but justified
for various forms of innovation. Similar processes were observed in
literature, theater, and music in parallel with the fine arts. In order to
defend the Third Symphony (1965), a truly great work of the great
Azerbaijani composer, Gara Garayev, with the help of various techniques
of music-theoretical analysis, musicologists found it compatible with the
Azerbaijani national mugam “Shur” in the dodecophonic sound of this
work. Thanks to this trend, the national form was declared an immanent
category of art. At the same time, the time connection of different layers
within the same culture emerges in a new understanding of archaic and
subsequent layers. Thus, the perception of culture acquires a stereoscopic
essence that has a deep perspective.

The presentation of the category of tradition here does not in itself
fully reflect the possible aspects of its coverage, as well as the circle of
authors who addressed this problem in the last decade of the twentieth
century.

Thus, in the words of various researchers, the general concept of
nationalism in art is as follows: “This is a special, unique configuration of
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the basic values of the elements common to all mankind: ... common values
for all peoples are placed in different proportions. It is a special structure of
common elements for all people and has a national character in the sense of a
“national model of the world” [1, p.77].

Tradition itself contains a whole complex of time and substantive
relations. In artistic thinking, it determines not only the object of heritage,
but also the process of transmission (inheritance) of heritage, as well as the
attitude of different generations to the heritage. By playing one of the main
roles in the formation of artistic thinking, tradition, on the one hand, is aimed
at protecting complex artistic experience, on the other hand, contributes to
artistic interpretation by becoming an integral part of modern thinking. The
existing tradition in artistic thinking is also the dialectical connection of the
social conditions of life and the result of a certain artistic structure. The basis
of each tradition is a certain system of values. The stability of tradition and
its devotion to society depends on the importance of this system of values in
society.

The reevaluation and interpretation of the artistic tradition is the source
of modernity. At the same time, innovation is a temporary element of artistic
perception and contributes to the development and enrichment of tradition,
creating the conditions for the emergence of a new (or renewed) tradition,
which later demonstrates its objective nature and becomes a carrier of new
(already renewed) values.

Conclusion. Thus, tradition and modernity (innovation) form a dialectical
unity, ensuring the integrity of artistic thinking and based on the conditions
of its development. Despite the immutability of the circle that connects
the generations, as always, the tradition, which is always actual, reveals
its necessary relevance to eternity and unshakable truths in the existing
ethnocultural society. The artist, who comes into contact with tradition, thus
gives philosophical meaning to his works by coming into contact with values.
Tradition is not only a process of selection, but also a historically formed
development and transmission of artistic experience. It should be defined not
only as a closeness of style, but also as a stable mechanism of perception of
the world. In other words, it implies the closeness of principles rather than
kinship of forms, the system of their relations as a whole, not individual
elements.
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Qalib Qasimov (Azarbaycan)

ONONO VO MUASIRLIK KECMISi VO BUGUNU BIRLOSDIRON

KORPU KiMi

Onono vo miasirlik (novatorluq) badii tofokkiiriin biitovlilyiinii tomin
edorok vo onun inkisaf sortlorindon ¢ixis edorok dialektik vahidlik toskil edir.
Nosillorin oslagalorini ger¢oklosdiron halga doyismozliyino baxmayaraq, hor
zaman aktual olan onons limumi oldugu kimi, ham do mdévcud etnomadoni
comiyyatda 6zilinlin abadiliys, sarsilmaz haqigatlors zoruri aidiyyastini agkar-
layir. ©nana ilo alagays giran rassam bununla da doyarlorls tomas quraraq 6z
osarloring folsofi mona gazandirir. ©Onono, yalniz se¢im prosesi deyil, badii
tocrilibosinin tarixi yondon formalagan inkisafi vo otiiriilmosidir. O, yalniz {is-
lub yaxinlig1 kimi deyil, eyni zamanda diinyan1 dork etmonin sabit mexanizmi
kimi miioyyonlosdirilmalidir. Bagqa s6zlo desok o, forma qohumluglarindan
daha cox prinsiplor yaxinligini, ayrica elementlori deyil, biitiinliikde onlarin
olagolor sistemini nozordos tutur.

Acar sozlar: onono, miasirlik, etnomoadani, rassam, fenomen.

T'anuo I'acvimos (Azepbaiioican)

TPAAUIINA U COBPEMEHHOCTDB KAK MOCT,
COEJUHSIOUINN CTAPUHY C CETOJHSIIHUM JHEM
Tpaauius U COBPEMEHHOCTh (HOBAaTOPCTBO) 00Pa3yloOT JUAICKTHYCCKOE
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€IIMHCTBO, 00eCIeunBast IETOCTHOCTh XYI0KECTBEHHOTO MBIIIJICHUS M UCXO-
Ji1 U3 yCJIOBMM ero pa3BuTus. HecMOTpsl Ha HEM3MEHHOCTb Kpyra, COeqUHs-
IOIIETO CBS3M MOKOJEHUH, TPAAHIUS, KOTOPAask BCET/IAa OCTACTCS aKTyaJIbHOM,
00Hapy>XHMBAET CBOIO HEOOXOAMMYIO PUYACTHOCTH K BEYHOCTH U HETIOKOJIe-
OMMBIM HCTHHAM KaK B CYIIECTBYIOIIEM 3THOKYJIETYPHOM OOILIECTBE, TaK ke
Kak B 00I11eCTBE B 11eJI0OM. XYI0’)KHUK IIPUJIAET CBOMM padoTaM punocopckuii
CMBICJI, CO3/IaBasi CBsI3b C TPAAULIUAMHU U CONPUKACASICh C IIEHHOCTAMU. Tpa-
JMILS - 3TO HE TOJIBKO Ipo1iecc 0T00pa, HO M HCTOPUIECKH C(HOPMHUPOBAHHOE
Pa3sBUTHC U NEpCaavda XyJ0KCCTBCHHOI'O OIIbITA. Ero CJICOAYCT OMPCACIIAThL HC
TOJIBKO KaK OM30CTh CTHJIS,, HO M KaK YCTOHYMBBIA MEXaHH3M BOCHPUSTHS
Mupa. Jpyrumu cioBaMu, OHA TIOApa3yMeBaeT OOJbIIE OJU30CTh MPUHIIH-
TI0B, a HE POACTBO ()OPM, HE OT/ICIIbHBIE TIEMEHTHI, @ CUCTEMY X OTHOLLICHUH
B IICJIOM.

Knroueswie cnosa: Tpanuysi, COBpEMEHHOCTb, THOKYJIBTYPHBIN, Xy10XK-
HUK, (EHOMEH.
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SONGS AND TASNIFS
COMPOSED BY ISLAM RZAYEV

Abstract. The article deals with the composer-singer Islam Rzayev,
who made an exceptional contribution to the preservation, promotion and
enrichment of the art of mugham, which is an integral part of the 20" century
Azerbaijani music culture. It is also noted that the singer was known as a
creative master in the history of Azerbaijani mugham. The article talks that
many of his songs and tasnifs have been recorded in musical note text and
investigated by the author.

It is known that many of our singers — Jabbar Garyaghdioghlu, Seyid
Shushinsky, Khan Shushinsky, Hajibaba Huseynov, Alibaba Mammadov,
Gulu Asgarov and many others not only refreshed mugham dastgah with
new breaths and effective melodies, but also enriched them with new songs
and tasnifs composed by them. It is informed that all these examples have
entered the rich fund of Azerbaijani folk music and the art of mugham and
have become rare pearls of our national heritage.

Islam Rzayev composed his songs in the second half of the 20™ century,
when his work was flourishing. It was a period when many famous Azerbaijani
composers — Tofig Guliyev, Jahangir Jahangirov, Emin Sabitoghlu and others
amazed the audience with their beautiful and memorable songs. It is explained
in detail in the article that in accordance with the requests of the period, many
of our singers were able to present their tasnifs and songs as folk music,
which are the product of their work.

Key words: tasnif, song, mode, sound sequence, intonation.

Introduction. Master singer Islam Rzayev, who made an exceptional
contribution to the preservation, promotion and enrichment of the art of
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mugham, which is an integral part of the 20" century Azerbaijani music
culture, also acted as a composer. Many songs and tasnifs (national rhythmical
melody) composed by him won hundreds of hearts with their beautiful
melodic language and content.

Becoming popular of the singer as a creative master is not uncommon
in the history of Azerbaijani mugham. It is known that many of our singers
— Jabbar Garyaghdioghlu, Seyid Shushinsky, Khan Shushinsky, Hajibaba
Huseynov, Alibaba Mammadov, Gulu Asgarov and many others not only
refreshed mugham dastgah (complex of musical melody) with new breaths
and effective melodies, but also enriched them with new songs and tasnifs
composed by them. All these examples have entered the rich fund of
Azerbaijani folk music and the art of mugham and have become rare pearls of
our national heritage [4].

Islam Rzayev composed his songs in the second half of the 20th century,
when his work was flourishing. It was a period when many famous Azerbaijani
composers — Tofig Guliyev, Jahangir Jahangirov, Emin Sabitoghlu and others
amazed the audience with their beautiful and memorable songs. In accordance
with the requests of the period, many of our singers were able to present their
tasnifs and songs as folk music, which are the product of their work [5, p. 8].

Songs and tasnifs composed by Islam Rzayev have been known and
loved by the people for a long time. Apparently for this reason, later others
misappropriated these tasnifs on various websites and mass media. Islam
Rzayev’s compositions are often associated with his close friend, fellow-
villager, talented poet and musician Bahram Nasibov mistakenly. This is very
natural, because the words of most of his tasnifs belong to Bahram Nasibov.
Bahram Nasibov composed also many beautiful songs and tasnifs. But, the
tasnifs composed by Islam Rzayev have been identified on the basis of our
detailed research. Among them - “Var Gulushunde” (“There is breath of spring
in your smile”), “Alma Deren” (“Apple picker”), “Yokhdur Jahanda” (“There
is no in the world”) (tasnif of “Chahargah”, 1971), “Gel Inad Etme” (“Don’t be
stubborn”) (tasnif of “Shur”, 1990), “Ey Gulum, Bahar Gelir” (“O my flower,
spring is coming”) (tasnif of “Beste-nigar”’, 1963), “Daghlar Bashi Duman
Olar” (“Mountains are foggy”) (tasnif of “Chahargah”, 1966), etc. [7, p. 54].

Islam Rzayev was a unique performer of his own compositions. His
unusual charming voice, unique style of singing, smiling face gave a certain
mood to each song. Because the musical language of all these songs was in
the style of folk songs, they were easily accepted as folk songs. These songs
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won the hearts of the people with their melodic beauty, simplicity and clarity
of words.

The cultural environment in which Islam Rzayev worked also played
a special role in revealing his creative potential. As it is known, the singer
worked for a long time with an ensemble of folk instruments led by a
prominent tar player, pedagogue Ahsan Dadashov and accompanied him on
radio, television and tours.

Ahsan Dadashov’s ensemble had a special atmosphere. He selected and
accepted musicians with special talents, professional and unique performance
skills for ensemble. Ahsan Dadashov, who treated each performer as an
independent master, always wanted them to demonstrate their creative abilities.
That’s why, he required each performer to work hard on himself. Therefore,
the musicians working in the ensemble approach this recommendation of
Ahsan Muallim with responsibility and tried to meet his criteria of art.

The interpretation of the main material. Such a creative environment
aroused the desire to create and stand out in every performer. It is no
coincidence that Islam Rzayev, who become perfect in such conditions, was
able to realize his creative potential and achieved certain successes.

Many of the songs and tasnifs composed by Islam Rzayev meet fully
the singer’s unique style of performance with their lyrical character. His
compositions attract attention with their beautiful melodies, interesting rhythmic
basis and meaningful, full poetic text. Their close association with folk music
and mughams is more obvious on the basis of the investigation of the mode —
intonation and metrorhythmic features, as well as the organization of the form.

As noted by Professor Ramiz Zohrabov in his book “Tasnifs of
Azerbaijan”, we consider it important to start the investigation of the songs
and tasnifs composed by the singer from the series of sounds that form the
basis of melodic development [2].

First of all, we would like to mention the song “Alma Deren” (“Apple
picker”) based on the sound sequence of the rast (one of the Azerbaijani
mughams) mode. This song is based on the intonations characteristic of the
“Vilayeti” part of the “Rast” mugham. So, the whole musical material here is
based on a whole melodic structure, which starts from the soprano of the fa
— keynote, descends gradually in the 2" sentence and stays in the upper third
(1a) of the keynote after half a cadence (do) in the upper fifth of the keynote
with the presence of intonation turns and with the participation of the act (the
9% reduced — re bemol and the 10" raised — mi cancel) typical for this part of
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mugham (4 musical bars). The melody is whole and wide, which allows it to
start with a high tone and go down with sequential chains.
Musical note text belongs to S.Verdiyeva

Alma doran
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This periodic structure with the principle of repetition is repeated several
times throughout the song, which brings it very close to the examples of folk
songs. The fact that the ending of the rast mode of the song in the 6™ act (la)
indicates that it starts in “Vilayati” and turned to “Ushshag”.

The fact that the same musical material is given in the instrumental
episode, which connects the verses of the song in the form of a couplet, shows
once again that the song is very simple and clear.

The singer composed the most popular tasnif in shur (an eastern melody,
one of the mughams) mode. So, especially “Gel inad etme” (“Don’t be
stubborn”) is noteworthy [6].

The tasnif of “Gel inad etme” can also be considered a masterpiece of the
singer’s work. So, the tasnif has been a popular work for a long time in terms
of its world of character and musical language that people love and listen to
more and more. This tasnif was recorded in 1990 in the Recording fund. Later
it was included in various albums released by the singer.

Tasnif begins with an instrumental entrance. The theme of the entrance
is distinguished by the melodic structure, which begins from soprano acts of
the shur with sol keynote — rather from the soprano of keynote and from the
emphasizing it by the principle of'its repetition and descends with low sequence,
then jumps to keynote tone after the standing in the upper fourth for a long time,
then rises to the soprano acts again. So, the all intonation basis of the musical
material participating in the vocal part of the tasnif'is represented here. The very
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fast (Allegro), initiative rhythm of the entrance reflects the stubborn character
of the tasnif’s name, especially the sol keynote tone repeats consecutively here,
as if it emphasizes the stubbornness of the image.

Musical note text belongs to S.Verdiyeva

Inad mahnist
Allegro
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The 1% sentence of the melody of the tasnif is based on the second
intonations that refer to the upper fourth (do) of the keynote by walking
around it. Interestingly, no matter how dominant the fourth tone is, the falling
to the keynote at the end of the sentence is noticeable. A tone lower transpose
(a a al) of the 1st sentence in the next stage of melodic development, which
has a repetitive principle, repeats the same principle from the upper mediant
of the keynote to the main tone (fa).
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This can be shown as the 1% stage in the melodic development of the
tasnif. It moves to the fourth of the keynote with small sequential steps above
the keynote tone again in the next stage (b), this act (do) is strengthened as a
support,;
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The culmination stage of the tasnif is the singing of the higher tones of
the mode (c). So, the presentation of the intonation material (the second
phrases) at a new level, which is in the Ist development phrase, indicates
the developed character of the thematic material. Here, as in the 1% stage,
a tone lower transpose of the second repetition (c,) of the melodic basis
is observed. But, the further intensity and dynamics of development leads
to a slight expansion of the material here, a scale-thematic expansion
happens as a result of a tone lower repetition of the last phrases of the
sentence;
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The gradual descent of the melodic movement down from the soprano
acts provides the performance of a b- refrain sentence, which begins with a
keynote tone.

The tasnif is closed by a small instrumental ending, which is based on the
thematic material of the entrance. In general, the thematic structure of the
tasnif can be shown schematically as following:

Music: Instrumental entrance +a+a+al+b+b+c+cl+cl+b+b
+ending

12 musical bars + 4x.+ 4x.+ 4x.+5x.+5X.+7X.+7x.+3x.+5x.+5x.+ 4x.

Poetic text: syllable 13+ 13 + 13+ 10+ 10+ 20 + 20+ 9 + 10.

As can be seen, the free rhythm of the poetic text influences on the
asymmetry of the musical material.

Tasnifs performed in chahargah mode by Islam Rzayeva are of
particular interest. They are “Var Gulushunde” (“There is breath of spring in
your smile”), “Yokhdur Jahanda” (“There is no in the world”), “Ey Gulum,
Bahar Gelir” (“O my flower, spring is coming”). Another tasnif composed
in chahargah by the singer — “Daghlar Bashi Duman Olar” (“Mountains
are foggy”) is especially famous. Its investigation is given in detail in
another chapter of the dissertation — the part where the singer’s mugham
performance is studied.

The whole rich sound palette of chahargah mugham is fully reflected in
these tasnifs. So, the supporting acts of the “Mukhalif” and “Hisar” parts of
the chahargah already play an important role in the instrumental entrance in
the tasnif of “Var gulushunde”. The instrumental entrance, which begins
with the demonstration of the highest acts (the 3rd tetrachord) of the mode,
ends with a full cadence by descending to the keynote (do chahargah). It can
be said that the two tetrachords, which make up the sound sequence of the
chahargah mode, perform to full here:

Do- re bemol- mi- fa- sol- la cancel — si- do

The vocal part of the tasnif begins with the keynote act (do) of the
chahargah and enters with a sentence with repetitive principle (6 musical
bars), which consists of two sequential chains completed in it. As a
continuation of this sentence, which is made up of very short, colloquial
phrases, those phrases are moved to the “Beste-nigar” part of the mugham
in the second sentence.
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Musical note text belongs to S.Verdiyeva

[ I P A
y — B [‘Il'—f_ﬂ I ¥ =Er_F_"—|
A I 1 | & 1”4 1 I 1 11 r 1 Y 1 |
A3 4 O 17 I 1 I — 1 | | 1 17 1 ]
.J r i — i | L4 B
Al- 2l-  van ge- yib ¢a- man . Gil a- _¢b
: [#] Y 2 . 1] I 117 >3 Y 1 I 1]
|| r. e 1 1”74 I | A VA L e 1 1
ANa"4 14 1 1 I |- 1 . E— |
[J) ! .
tor ya-  Sa- man San da- niy qoy so-  si-
o - N\ L.
A} Il 1] .y 1WA 1 1l 0
[ & an WA/ 1 17 1 | i 17 I |4 VA | 4 1 1 1 1 ol |
O + Y I | Y u T ko S N N
[J)
ni Din- la- yim do- yun- ca man

Here, the 6™ act (mi) of the mode already acts as a support. The non-square
period form (6x.+6x.) is the 1st phrase of the melodic development (aa + bb)
of the tasnif. In the next stage, which follows, there is already a return, and
this part performs the function of reflection in the structure of the tasnifs. And
the return is already performed in the next stage and this part (c) performs
the function of refrain in the structure of the tasnif. In other words, the singer
returns to the keynote and confirms it (4x. + 4x.) after half cadencing (mi) in
“Beste-nigar”.
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So, when analyzing the songs and tasnifs composed by Islam Rzayev, we
see that the singer benefited from folk music creatively and created his own
unique musical pearls. He performed as a true follower of the old masters’
great art traditions through these works.

In conclusion, we would like to emphasize once again that these songs
and tasnifs, which are Islam Rzayev’s creative product, have been preserved
by the singer’s authorship in the Recording Fund of the Azerbaijan Radio
and Television Company for a long time. As a result of the unforgettable
master’s untimely death, it is not possible to determine exactly to whom
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the poetic texts of these works of art belonged. So, these works have
been considered as folk music for a long time. In this regard, they can be
presented anonymously. However, we owe it to ourselves to transcribe
the musical materials obtained from Islam Rzayev’s performance in order
to immortalize his songs and tasnifs forever.[3] We are fulfilling a very
important mission through this work. On the one hand, the authorship of
the creators of these musical samples, which are memorized in languages,
is confirmed, on the other hand, we provide an opportunity to investigate
their changes over time.
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Saadat Verdiyeva (Azarbaycan)

ISLAM RZAYEVIN BOSTOLODIYI MAHNI VO TOSNIFLOR

Magqalade XX asr Azorbaycan musiqi moadoniyyatinin ayrilmaz torkib
hissasi olan mugam sonatinin qorunub saxlanilmasinda, tebliginds vo
zonginlosmasindo miistosna xidmatlori olan ustad xanondo Islam Rzayev
bir bastokar tobiotli sonatkar kimi do faaliyystindon danisilir. Xanandonin
hom do yaradici sonotkar kimi taninmasi1 Azorbaycan mugam ifagiligi
tarixindo formalagsmasindan s6z agilir. Onun bastaladiyi bir ¢ox mahni vo
tosniflorinin miiallif torafindon nota salinmasindan va ayr1 ayri tohlilinden
bohs edilir.

Molumdur ki, bir ¢ox xanondolorimiz — Cabbar Qaryagdioglu, Seyid
Susinski, Xan Susinski, Hacibaba Hiiseynov, ©libaba Mommadov, Qulu
Osgorov va bir ¢oxlart nainki mugam dostgahlarini yeni nafaslor, gusolorls
toravotlondirmis, hom do 06zlorinin yaratdiglar1 yeni mahni vo tosniflorlo
zonginlosdirmislor. Biitlin bu niimunslor Azaorbaycan xalq musiqisinin,
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mugam sonatinin zongin fonduna daxil olaraq milli irsimizin nadir incilorino
cevrilmasi hagqinda malumat verilir.
Acgar sozlar: tosnif, mahni, mogam, sos sirasi, intonasiya.

Caaoam Bepouesa (A3epoaiioncan)

INECHU U TECHU®bI UCJIAMA P3AEBA

B crathe pacckaspiBaeTcs O AESITENBHOCTH MacTepa-neBua Mcmama
P3aeBa, BHecHIEro MCKIIOYUTEIBHBIN BKJIAJ B COXpAaHEHUE, MOMYJISIpU3a-
LI1I0 U 00OTraleHne HCKyCCTBa MyraMa, KOTOpOe sIBISeTCS HeOThbeMIIEMO
4acThblo azepOaiiakaHCKOM My3blKaldbHOM KynbTypbhl XX Beka. loBopsr,
YTO MPU3HAHUE MEBIa KaK TBOPYECKOI'O UCIOIHUTENS CHOPMHUPOBAIOCH
B UCTOpUM a3epOaiixkaHckoro myrama. Ero necuu u TecHudbl 00Ccyxaa-
I0TCSL M aHAJIU3UPYIOTCS aBTOpOM. M3BECTHO, YTO MHOTME Hallld IEBIIBI
— JIxab66ap Kapesarneiorny, Cenn [llymunckuii, Xan [ymuackuid, ['anx-
xunbaba ['yceiinoB, Annbaba Mamenos, ['yiny AckepoB u MHOTHE pyTHE
oOorarunu A3zep0aiiKaHCKYIO KyJIbTypy HOBBIMH IECHSIMH U TECHU(pAMU.
Bce atu 06pa3ubl Bxoaar B 6orateiil (oHI azepbaiiakaHCKONH HapOIHOU
MY3BIKH M MCKyCCTBa Myrama U CTAaHOBSITCS CBHUIETEIBCTBOM TOIO, YTO
OHM CTaju PEAKUMHU >KEMUY>KMHAMHU HalIero HallMOHAJIbHOIO HACIEusl.
Hcnam P3aeB co3naBail CBOM NECHU BO BTOPOM MooBUHE XX BEKa, KOTJIa
€ro TBOPYECTBO MPOIBETANIO. DTO OBLIO BpeMsi, KOT/1a MHOTHE U3BECTHbIE
azepOaiipkanckue koMrno3uTopsl — Topuk ['ynues, xaxanrup xkaxaH-
rupoB, OMuH CabUTOIIy U IpyrUe o4apoBBIBAIM MyOIMKY CBOUMH KpacH-
BBIMH M 3aIIOMHHAIOLIUMHUCS MTECHSAMHU.

Knroueswie cnosa: recuud, necHs, 1aja, 3ByKOBOU psiJl, UHTOHAIIMS.
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Beynoxalq “Incosonot vo modaniyyyat problemlori” jurnalinda ¢ap
liclin moqalolor Azarbaycan, ingilis vo rus dillorinds dorc olunur.
Maqalolar 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 vo elektron
poct tinvan(lar)1 gostorilmalidir.

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

Magalonin mévzusu ilo bagli elmi monbalors istinadlar olmalidir. Mo-
galonin sonunda verilon adobiyyat siyahisi olifba ardicilligr ilo nom-
rolonmalidir (mosalon, [1] vo ya [1, s.119] kimi isaro olunmali). Eyni
odobiyyata motnds 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 monbonin 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-
qgalonin, 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 moqalaloring,
monoqrafiyalarina va digor etibarli monboloring {istiinliik verilmaolidir.
Darc olundugu dildon slave basqa iki dildo moagalonin xtilasasi verilmali-
dir. Maqalonin miixtalif dillords olan xiilasalori 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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xtilasados y1gcam sokildo 6z oksini tapmalidir. Hor bir xiilasods moqalo-
nin adi, misllifin vo ya miialliflorin tam adi gostorilmalidir.

Hor bir magalado UOT indekslor va {i¢ dilds agar sozlor (magalonin vo
xtilasalorin yazildig: dillards) verilmalidir.

Hor bir mogals redaksiya heyotinin rayino asason ¢ap olunur.
Plagiatliq fakt1 agkar edilon maqalslor dorc olunmur.

Maqalslarin nagri 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. The list of references at the end of the article should
be numbered in alphabetical order (for instance, [1] or [1, p.119]). If
the reference refers to repeated elsewhere, then the referred literature
should be indicated in the same number as previously.

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

On the list of reference at the end of the paper of the last 5-10 years’
scientific papers, monographs and other reliable sources will be
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paper in two other languages. Summaries of papers in different languages
should be consistent with the content of the article and should be equal to
each other. In the paper the research results, scientific innovation of the
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author or authors in summary. A summary of each paper should be given
with the author or authors’ full name and as well as title of article.

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

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

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

K cBenennio aBTopoB crareii!
TpeOoBaHus K MyOIMKALMAM:

Crarbu B MeXIyHapoaHOM KypHaiie «lIpoOneMbl HCKycCTBa U KYJbTY-
pBD» MleyaTaroTcsl Ha a3epOaiixKaHCKOM, aHIJIMHCKOM U PYyCCKOM SI3BbIKaX.
CraTby NPUHUMAIOTCS Ha 3JIEKTPOHHOM HOCHUTeNe U mo e-mail (mii
inter@yahoo.com)

O6beM cratbu He JomkeH npesbimarh 10 crpanul (A 4; mpudt Times
New Roman — 13, uarepsai: 1,5, neBblit kpail — 3 cM, paBblid Kpait 1,5
CM, CBEpXYy — 2 CM, CHHU3Y — 2 CM.).

B crarbe nomKkHBI ObITH YKa3aHbl UMS U (aMuiIns aBTopa (aBTOPOB),
y4deHasl CTeIIeHb, YUYEHOE 3BaHHE U IEKTPOHHBIE aJipeca.
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B koHIle HaydyHOU CTaThU JODKHO OBITh YETKO yKa3aHO 3aKJIFOUEHHE
aBTOpa (aBTOPOB) O HAyYHBIX pe3yJbTarax, Hay4HOH HOBH3HE PaboTHI,
€€ NMPaKTUYECKOTr0 3HAYEHUsI, SKOHOMUYECKOM BBITO/IbI U T.II. UCXOJS U3
XapakTepa HayyHoO! 00J1acTH U CTaThU.

B crarbe n0mKHBI OBITH CHOCKM HAa HAy4HbIE MCTOYHMKU B COOTBET-
cTBUU ¢ TeMOoi. CIIUCOK JIUTepaTypbl, JaHHBIN B KOHIIE CTAaThH, JOKEH
OBITH MPOHYMEPOBAH B aji(paBUTHOM Mopsiake (Hanpumep, [1] wu [1, c.
119]; cHOCKH OJIKHBI OBITH 0003HAYEHB! YIIIOBBIMU cKoOKamu). [Ipu
MOBTOPHOM CCBHUIKE Ha HAay4yHYIO JIUTEpaTypy B JIpyroil 4acTu Tekcra
CChIJTaeMbIH UCTOUHUK YKa3bIBAETCS MPEKHUM HOMEPOM.
HNudopmarnus o m000#i CHOCKE, pa3MEIEeHHON B CIHCKE JIUTEPaATyPhI,
JOJKHA OBITH TIOJTHOM M TouHOW. bubnuorpadudeckoe onucanue ccoi-
JaeMOr0 UCTOYHMKA JIOJKHO OBITh JAHO B 3aBUCMMOCTH OT €ro BHJa
(MoHorpadus, yueOHMK, HayuHas cTaThs U T.A.). Ilpu ccbuike Ha Ha-
YUHbIE CTaThbU, MaTepUaJIbl WIH TE€3UChl CUMIIO3MYMOB, KOH(pEpEeHIUN
U IpYyTrUX KOMIIETEHTHBIX HAYyYHBIX MEPOIPHUATHH, JOIKHO OBITH yKa-
3aHO Ha3BaHHE CTaThH, JOKiaaa Jmbo te3uca. [Ipu Omubmmorpadude-
CKOM OIHMCaHUU HEOOX0IMMO PYKOBOJCTBOBAThHCS MMyHKTOM 10.2-10.4.6
neicTByronieit nHCTpYKIMK «O MopsiAKax COCTaBIIEHUs AUCCEPTALUi)
Breiciein Attectanmonnoit Komuccun npu Ilpesupente Aszepbaiin-
xaHckoi PecnyOnuku.

B cnucke nutepaTyphl, MOMEUIEHHONW B KOHIIE CTAaThbU, HAa/l0 OTAATh
MpeNNOYTeHNE HAyYHBIM CTaThsiM, MOHOrpadusM M APYTrUM KOMIIe-
TEHTHBIM HCTOYHHKAM TTociiequux 5-10 mer.

[TomuMoO sA3bIKa HamMCaHUs, CTAaTbU JIOJKHBI UMETh PE3IOME Ha JIBYX
s3pikax. O0a pe3rome JOMKHBI OBITh A0COTIOTHO UACHTUIHBIMH U COOT-
BETCTBOBATh TEKCTY cTaTbu. HayuHoe BbIBO/BI aBTOpA (aBTOPOB) B CTa-
Th€, Hay4yHasi HOBU3HA pa0bOThI, IPAKTUYECKOE 3HAYCHHE U T.II. TOJIKHBI
BKpaTIe OTpaXkaTbcsl B pe3toMe. B kaxJ1oM pe3toMe JOKHBI ObITh yKa-
3aHBI Ha3BaHUE CTaThH, MOJTHOE UM aBTOpa (aBTOPOB).

B xaxmoit ctaTthe MODKHBI OBITH yKa3aHbl Y/[K WHIAEKCH U KITFOUEBbBIC
CJIOBA Ha TpeX fA3bIKax (Ha S3bIKaX CTAaThU U JIBYX PE3IOME)

Kaxxnas crares neuaraercs pelieHueM peaKoIETHH.

[Ipu ob6Hapy>keHUM (axTa Mjaruara cTarby He MeYaTaroTCs.

Cratbu nevararorcs OecIuiaTHo.

Pykonmcu He Bo3Bpamarorcs.
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