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THE IMAGE OF NASIMI IN THE SCULPTURE

Abstract. The formation of artistic image of Nasimi in the sculpture of
Azerbaijan is considered in the article. The composition and iconography of
monuments, bas-reliefs and busts of Nasimi created by T.Mammadov and
[.Zeynalov, M.Rustamov, S.Gurbanov, V.Nazirov, A.Guliyev and others in
Baku, Shamakhy, Sumgait, Moscow and Kiev are analysed. There is drawn
a conclusion that the works on the theme of Nasimi are built in two main
conceptions of the urban figured portrait monument. On the one hand, it is
a classical specimen of monumental statue, on the other hand — the urban
monument saved from canonization and satiated with plastic metaphors.

Key woords: Nasimi, artistic image, monument, iconography, composition.

Introduction.The formation of Nasimi’s image in Azerbaijan art is
connected with the impulse which appeared on the initiative of the national
leader Heydar Aliyev at the beginning of 1970-es. Heydar Aliyev himself
remembered on this occasion: “We have marked the 600th anniversary of
Nasimi, erected a monument to him in Baku. The chairman of UNESCO took
part in his jubilee. Then I had to go to Syria as a leader of delegation of the
Communist Party. The president Hafiz Asad accepted us. In 40-50 kilometers
from Aleppo there was built HES. We had to see this building. I asked to help
me to visit Nasini’s grave till the journey to HES. It’s a pity, the officials of
diplomatic mission couldn’t prompt me where his grave was. In 2-3 hour
searches there was found a guide who knew the place of Nasimi’s grave. We
went to this cemetery. Nasimi’s descendant who looked after Nasimi’s grave
was waiting for us. The grave was in a very good condition. I got acquainted
with the people of his clan, spoke to them and decided not to transfer Nasimi’s
grave to Azerbaijan. So Nasimi’s clan continued in Aleppo and they were
looking after his grave very well, there was no need to transfer it” [1].
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In 1973 there was acted in a feature film “Nasimi” (producer H.Seyidbayli),
in 1979 the first monument to the great poet was established in Baku, the
artist Mikail Abdullayev created his picturesque portrait in 1972. Just these
images in iconographic and in emotional plan determined the further line of
the development of Nasimi subject in Azerbaijan art.

The interpretation of the main material. The first monument to Nasimi
is the fruit of the joint creation of sculptors Tokay Mammadov and Ibrahim
Xeynalov. The monument established in a small garden in the centre of the
city is well looked over on all sides. The poet’s figure is depicted in a calm,
proud pose with the head turned to the left and his hands put behind his back.
Peculiarities of “modeling of the face with a high forehead, inspired glance of
deeply placed eyes, firm, sorrowful picture of the mouth, the form of the head
reveals” the inner world of “the poet, the man of strong will and tragic fate” [2,
p. 36] — notes J.Novruzova.

The following portrayals of Nasimi not only in sculpture but also in
painting, carpet art and on postage stamps preserve main features of the poet’s
iconography made up by his first works. It is an oblong oval of the face, high
forehead, straight nose, careful well-groomed beard, glance directed into the
distance. All the authors describe Nasimi as a man of middle figure in typical
medieval garment and a head-dress. But what is surprising: all sculptural,
picturesque and graphic images of the poet known to us show him with a little
turn of his head to the left.

The monument recently established in Shamakhy, in the poet’s Motherland
has all these iconographic peculiarities. Here he is depicted not in full height,,
but by the line of torso. The poet’s hands are on his breast so that the left hand
embraces the right shoulder, but the right hand sinking down holds a roll of
paper. The pleats of his dress supplement general plastic solution owing to
which the composition acquires a compact form. The integrity of plastic forms
advantageously differs Shamakhy monument from Baku monument, where a
detail of the dress as if flying in the wind looks out of place, disturbing general
silhouette of the statue. The pedestal representing the octahedral cylinder carried
out of red-brown granite is salved very successfully.

Besides the monument considered now there was opened a memorial board
with Nasimi’s bas-relief in Shamakhy in the years of sovereignty. The static
character and the stinginess, even the asceticism of plastic means differ the
composition of the bas-relief. The iconography of the image engraved on the
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bas-relief marks out only one peculiarity — here the head of the portraited poet
is not turned to the left, the image is given en face.

The monument to Nasimi (2003) erected in Sumgait differs on principle
from others according to the composition and iconography. A thin figure with
angular shoulders as if he moves in the spectator appealing to him with a
helpless gesture. The pedestal of the statue makes a form of the traditional stand
for books in Moslem East — rachil. Visually, especially a great distance away,
this form reminds a broadside shown in a section. There appears a metaphor of
poetic word eternally swimming on stream of time. The sculptors Vagif Nazirov
and Asim Guliyev are authors of the monument.

Let’s pass to the chronology of the latest events connected with Nasimi’s
name. Since 27 up to 30 September, 2018 there was for the first time spent
“Nasimi Festival. Poetry. Art. Spirituality” in Azerbaijan. Various measures, in
particular the exhibition “Khurufiya: the art and identity”. On November, 19
in Moscow State Institute of International relations there took place a solemn
ceremony of the opening of Nasimi’s bust. The vice-president and the head of
Russian representatives of Heydar Aliyev Fund Leyla Aliyeva, the rector of
MSIIR academician Anatoly Torkunov and the ambassador of Azerbaijan in
Russian Federation Polad Bulbuloglu took part in the ceremony. Leyla Aliyeva
expressed her gratitude to all organizers of measure and the bust’s author
sculptor Mahmud Rustamov.

The bust of M.Rustamov’s work preserves general features of iconography
peculiar to portrait monuments of figures of culture, art and literature of
Azerbaijan. The bust manufactured in bronze is a classical specimen of sculptural
solution of images of medieval characters, portrait peculiarities of which are not
exactly known according to written or any other sources. The bust is almost
a symmetric composition where signs of iconography of Nasimi’s image are
looked over. If to look attentively at this image, one can see that the bust erected
in MSIIR preserves that feature which in mysterious manner connected the
earliest works on Nasimi theme and influenced upon artistic solutions of his
image. The question is, that here as in the majority of images of the great poet
known to us, Nasimi’s head is turned to the left and his eyes are also turned to
this side. But in this case it is somewhat noticeable turn demanding a special,
rapt attention.

Finally, the last event within the frames of the considered theme. On April,
2019 the monument to Nasimi was established in Khachmaz. The monument
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is erected in the park “Chanlibel” which is located at the entrance of the town.
The sculpture is situated at the central alley in the park in front of eight-tier
“Clock tower” and makes a single spatial composition with it. The tower and
monument being on one axis combine not only by verticality of proportions, but
also by colour solution. The statue and pedestal are carried out of white marble
and the tower is faced with finishing materials. The image is iconographic ally
differ from sculptural portrayals of Nasimi with the exception of Shamakhy
bas-relief. The face of the portrayed poet here is taken strictly en face. The pose
of'the statue corresponds to classic specimens of monuments of such type — here
the centre of gravity is transferred to the right foot, shoulders are straightened,
hands are freely lowered down.

Contemporary MMI permit us not only efficiently get to know information
about the events which took place, but also look in the future. The other day
there appeared the information that the monument to Nasimi will also be
established in Kiev. The author of the monument is our compatriot, People’s
artist of Ukraine Seyfaddin Gurbanov. As far as we can judge by the sketch,
the poet’s figure will be founded in bronze, the pedestal is supposed to be
manufactured of granite, the full height of the monument will be about 5 meters

According to its iconography the future monument once again addresses
us to the first portrayals of Nasimi where the poet’s head was turned to the
left. One of elements of S.Gurbanov’s sculptural work reminds the composition
of the monument in Shamakhy. The poet holds the roll of paper in his right
hand as well, but the posture of model’s hands of Kiev monument differs from
Shamakhy monument. In Shamakhy monument the hands are on the breast, but
Kiev model shows hands lowered till the line of torso. In Kiev variant of plastic
solution the left hand of the poet makes a characteristic gesture which can quite
accompany the poetic recitation. Comparing two images it should be told that
Kiev composition looks more compact and at the same time more expressive.

Unfortunately, at the same time with happy news, contemporary MMI
very often bring sad, tragic information. At the beginning of March, 2014 the
information was spread about that in Syria there was demolished Imadaddin
Nasimi’s grave. Nasimi mausoleum was situated in the quarter Al-Ferafiya
of the town Aleppo. It is a historical part of Aleppo with the area about 400
h, which in 1986 was included in the list of the World cultural heritage of
UNESCO. The so-called Great mosque, the citadel, palace structures, baths
and other establishments enter the complex of the old town Aleppo. Nasimi was
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buried in a family pantheon which is considered to be a sanctuary. Pilgrims who
visited this sacred place were given an honourable name “Nasimi” [3]. It should
be reminded that more than ten years ago, on November 11-12, 2008 in Aleppo
there took place a double-sided conference devoted to Nasimi’s creation.

At that time between the leadership of Syria and Azerbaijan government
there was attained an agreement about the creation of Nasimi Cultural centre.
Now shortly after the war began. Now all these problems are again in the order
of the day, but at present it should not be restored but rehabilitated from ruins.

Conclusion. The theme of Nasimi is in the same row with images of Nizami,
Fizuli, Vagif and other representatives of classical Azerbaijan poetry, created
in home sculpture. Specific gravity of the works on this theme grows and no
doubt will increase in the future. But this tendency should not be presented
exceptionally as a quantitative one. The rise of a number of sculptural statues
depicting Nasimi calls into being various abstract works corresponding to
classical type of the bas-relief. T.Mammadov’s, [.Zeynalov’s, M.Rustamov’s,
S.Gurbanov’s works are drawn here. On the other hand, there appear artistic
solutions following the mainstream of the last decades, when happens “the
broadening of conceptions about a portrait monument, the beginnings of
its new forms and liberation from excessive canonization” [4, p. 44]. The
monument to Nasimi in Sumgait of V.Nazirov and A.Guliyev satiated with
plastic metaphors belongs to this conception.

In the course of centuries the creation of monuments to outstanding
persons and important events acquired deep social meaning. It turned out
so that in the culture of many countries the most widespread form of the
monument became the figured portrait memorial. Monumental sculpture
of Azerbaijan in the course of the last century acquired a unique creative
experience in this sphere. The creation of artistic image and iconography of
the great poet Imadaddin Nasimi became the property of the national culture.
Nasimi’s image in the sculpture is not only the memory of Azerbaijan culture,
it is a message to future generations.
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Ortegin Salamzads (Azarbaycan)

Heykosltorashqda Nasimi obrazi

Mogalado Azorbaycan heykoltoraghiginda Nosimi badii obrazinin for-
malasmas1 nozordon kegirilir. Nosiminin T.Mommadov vo I.Zeynalov,
M.Riistomov, S.Gurbanov, A.Quliyev, V.Nozirov vo basqalar1 torofindon
yaradilmig, Baki, Samaxi, Sumqayit, Moskva vo Kiyevdo olan heykol, ba-
relyef va biistlorinin kompozisiya vo ikonoqrafiyas: tohlil edilmisdir. Belo
bir noticoyo golinmisdir ki, Nosimi mdvzusunda olan asorlor sohar fiqurlu
portret heykolinin iki asas konsepsiyasi iizro diiziiliir. Bu, bir torofdon mo-
numental heykolin klassik niimunosi, digor torofdonso plastik metaforalarla
zonginlosdirilmis vo kanonlagdirmadan azad edilmis sohor abidasidir.

Acar sozlar: Nosimi, badii obraz, abids, ikonoqrafiya, kompozisiya

Ipmezun Canamszaoe (Azepoaitorcan)

Oo6pa3 Hacumu B ckyabnType

B crarpe paccmarpuBaeTcs CTaHOBIIEHUE XYIO’KeCTBEHHOro odpasa Ha-
CUMH B CKylIbnType A3zepOaimxana. [IpoaHamu3upoBaHbl KOMITO3HUIHS H
uKoHOTpadus TNaMsATHUKOB, OapenbedoB u OroctoB Hacumm, co3maHHBIX
T.Mamenossim u U.3eitnanossiv, M.PycramoBbim, C.I'ypb6anoBbim, A.I'yiu-
eBbiM, B.HasupoBbeim u 1p. B baky, [llemaxe, Cymraute, Mockse u Kuese.
Crenan BbIBOZ O TOM, YTO Npou3BeAeHUs Ha TeMy Hacumu BcTpauBaroTcs B
JIBE€ OCHOBHBIE KOHIIETILINU TOPOJICKOTO (PUTYPHOT'O MOPTPETHOTO NaMSATHHKA.
C onHOM CTOPOHBI, 3TO KJIACCUYECKUIN 00pa3el] MOHYMEHTAIbHOM CTaTyH, ¢
JIPYTON — TOPOJICKON MOHYMEHT, N30aBJICHHBIN OT KAHOHU3AIIMU U HACHIIIECH-
HBIN [1aCTUYECKUMU MeTadopaMu.

Knroueewie cnosa: Hacumu, XynokeCTBEHHBIN 00pa3, MaMITHUK, HUKOHO-
rpadusi, KOMITO3ULIHUS.
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Hooupoex Caiighynnaes
KaHouoam ucKyccmeoeeoenus
Hauuonanwvnwtit uncmumym xyooycecme u ousaitna um. K.bexzooa
(V3bexucman)
mrdi_info@umail.uz,

B3AMMOJENCTBUE B OBJIACTA
HNCKYCCTBA U KYJbTYPbI MEXY
Y3BEKUCTAHOM " ABEPBAHIKAHOM

AHHOTaIUs1. Y30€KHUCTaH BOIIIET B MUPOBYIO OPOUTY KaK CaMOCTOSTEIb-
HBII 00BEKT MEKTyHApPOIHOTO MPaBa, Kak CyBEPEHHOE TOCYAapCcTBO. DTO Oec-
MpeleIEHTHOE COOBITHE ONPENIETNIIO HOBYIO CTPaHHILy B HICTOPUYECKOM pa3-
BHUTHH HApOJIOB Y30€KHCTaHa U MTOCTABIIIO TIEPE]l TYMaHUTAPHBIMU HAayKaMH
BaXHBIC 3a1a4U. Bo3aUKIM HOBEIE acIIEKTHI B HN3YUCHHUHN XYIO0KCCTBCHHOI'O
HaCIIe/IWsl B €T0 B3aMMOJICHCTBHH C MPOIeccOM (HOPMHUPOBAHUS HA TEPPHUTO-
pun Y30ekucraHa rocyJapCTBEHHbIX 00pa30BaHUM, B3aUMOCBSI3b Pa3BUTH
HCKYCCTBa W KYJBTYPBI C TIpolleccaMu OOIIEro MCTOPHUYECKOTO Pa3BUTHSI
TIOPKCKOTO MHUpa ¥ T.J. Y30€KHCTaH MPUIaeT OIPOMHOE 3HaUE€HUE COTPYIHH-
4yecTBY ¢ AzepOaii»kaHOM, U 3TU JIByXCTOPOHHUE B3aUMOOTHOLICHHS YKpe-
TUISFOTCST BO BCEX c(epax M pacIIupseTcs ¢ KaKIbIM rooM. McrokoH BekoB
V30ekucran u AzepOaiiikaH 00beAMHSET APY>KECKHUE CBA3U B 00JIACTH KYJlb-
TYpBI M HCKycCcTBa. HeolleHnMo poib ¥ 3HaUY€HHE B TOM OOIIETO TIOPKCKOTO
MHUPOBO33PEHUS, HA TIOYBE KOTOPOTO BO3HUKIIO HCKYCCTBO ATUX HAPOJIOB TOTO
WJIA UHOTO TIEPHO/Ia, TOTO WIIM MHOTO PETHOHA, KOTOPOE UX O0BEeINHSIET.

KurroueBble ci10Ba: B3aMMOAECHCTBIE, HCKYCCTBO, KYJIbTYpa, TyXOBHOCTD,
TpaguLAsL.

BBenenue. biiarogapst oOpeTeHNIO0 HE3aBUCUMOCTH B Y30eKHCTaHe ObLTH
CO3/IaHbI MPUHIIUITHAIIBHO HOBBIE TTOJINTUYECKHUE OCHOBBI TOCYIapCTBEHHOTO
1 OOIIECTBEHHOTO yCTPOWCTBA. PyKOBOJACTBOM CTpaHbI OBUTH OIMpeneseHbI
MIPUOPUTETHBIE HAMPABIEHUS TOJUTHIECKOTO, COMHATHHO-IKOHOMUYECKOTO
U IyXOBHOTO pa3BUTHs. He3aBUCHUMOCTh M TOCYIapCTBEHHBIN CyBEPEHUTET
CTaJu BAXHBIMU PePOPMUPYIOMIMMHU (PaKTOpaMu HOBOTO OOIIECTBEHHOTO
YCTPOMCTBA, MUPOBO33PEHHUS HAIWH, €€ KyJIbTYPhl U UCKYCCTBa. B kauecTBe
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OCHOBHOT'O LIEHHOCTHOTO OPHUEHTHPA HOBOU KYJIBTYPHOM MOJUTUKHU ObLI MPO-
BO3IVIallleH CUMOHMO03 HAIlMOHAJIBHBIX U 00I11€4eIOBEYECKUX [IEHHOCTEH.

V30ekucran BOIIET B MHUPOBYIO OpOUTY KaK CaMOCTOSITEIBHBIA OOBEKT
MEXIyHapOIHOTO IpaBa, KaKk CyBEpEHHOE IOCyapCTBO. DTO OecHpeLeieHT-
HOE€ COOBITHE ONPEAETNIO HOBYIO CTPAHUILy B MCTOPUYECKOM pPa3BUTUHU Ha-
ponoB Y30ekucTaHa M MOCTAaBWIO Iepesl T'yMaHUTApHbBIMH HAayKaMU Ba)KHbIE
3a7a4i. BO3HUKIIM HOBbIE aCIIEKTHI B U3yUYE€HUH XyJ0KECTBEHHOI'O HACJIEANs B
€ro B3auMOJIEHCTBHH C IpoLieccoM (hOpMUPOBAHUS HA TEPPUTOPUH Y30EKHCTa-
Ha roCy/IapCTBEHHBIX 00pa30BaHUM, B3aUMOCBSI3b Pa3BUTHSI UCKYCCTBA U KYJIb-
TYpBI C MpoLeccaMy O0IIEr0 HCTOPHUUECKOTO Pa3BUTHSI TIOPKCKOTO MHUpa U T.1I.

BaxxubiM (pakTOpOoM pa3BUTHS HCKYCCTBa cTaja U HUAEOIOrHYeckas coc-
TaBJISIOLIas], KOTOpask Hallla OTpa)keHUE B Hee HallMOHAJIbHOW HE3aBUCUMO-
CTH, B OObEKTHUBHOM OCMBICIIEHUH U OIIEHKE COOCTBEHHOI'O MCTOPUYECKOTO
HacJIeJIusl, B IOCTPOEHUH MEPCHEKTUB JalTbHEHUIIEro pa3BUTHs HAIlMOHAb-
HOM KyJIbTYyPBI U HCKYCCTBA.

AKTYyanbHOCTh JaHHOW MPOOJIEMaTHKHU TaKke OOYyCIIOBJICHA MOBBIIIICHU-
€M COLIMAJILHOM pOJIM U 3HAYEHUSI KYJIBTYPhl U UCKYCCTBA HA HOBOM HUCTOPH-
YECKOM 3Tarle TyXOBHOIO OOHOBJIEHMS M MOJIEPHM3AIMK CTPAHBI, CTPATETUs
KoToporo Obia onpeaenena [Ipesunenrom Y3oekucrana LI.M.Mup3uéeBbim
B Psiie BaXHBIX BBICTYIUIEHHH, YKa3zax U [locranosnenusax IIpesnnenrta u
[TpaBuTenbcTBa pecmyOInKy.

Uznoxenune ocHoBHOro marepuana. HyxHo 0co00 mogyepkHyTh, 4To ¥Y3-
OeKHCTaH MpUIaeT OrPOMHOE 3HaUE€HUE COTPYIHUYECTBY ¢ A3epOaiimkaHoM,
U 3TH JIByXCTOPOHHHE B3aMMOOTHOIIECHHUS YKPEIUIAIOTCS BO Bcex cdepax u
pacimpsieTcsi ¢ KakIbiM rogoM. VcrmokoH BekoB Y30ekuctan u Aszepbaii-
KaH 00beAUHSIET IpYKEeCKHe CBsI3U B 001acTU KyJAbTypbl M MCKyccTBa. He-
OLICHUMBI POJIb M 3HAYEHHE B 3TOM OOIIEro TIOPKCKOIO MHPOBO33pPEHUS, Ha
MOYBE KOTOPOTO BO3HUKIIO UCKYCCTBO 3THX HApO/I0B TOTO MJIM MHOTO MEepUo-
J1a, TOTO UM MHOTO PErHoHa, KOTOPOE UX 0OBbeAUHSIET.

Benukue mpicnurenu, Takue kak Anb @apadbu, AsunienHa, Mup3o Yiayr-
O0eK M MHOTHE ApPYrue MPOCBETUTENH CPEAHEBEKOBbS BHECIHM HEOLEHUMBIN
BKJIAJl B KYJIBTYPHOE HacJaeI1e MUPOBOM TIOPKCKOM KYJIBTYPBI.

Y30ekucraH SBIsETCs MOJHONPAaBHBIM ujieHOM CoBeTa COTpyIHUYECTBa
TiOpKOSI3BIYHBIX TOCYAPCTB, B 3ace€aHUH TIOPKCKOTO COBETa, KOTOPbIH Mpo-
xonun B baky B 2019 rona, npunuman ydyactue u [Ipesunent PecnyGnuku
V36exucran III.M.Mup3uées.
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VYyuuTbIBas KylbTypHbIE TPAIULUN U JAPYKECKHUE OTHOILLIEHUS MEXKIy Ha-
poIamu ABYX TOCYIapCTB, a Takke CTPEeMACh K JaJIbHEHIIeMy pa3BUTHUIO
U YKPEIUICHUIO APY>KECKUX OTHOUIEHHM M COTPYAHMYECTBA, Y30€KHUCTaH U
AzepOaiixaH MpUIAIOT OOJIBIIIOE 3HAYCHNE TAJIbHEUIIIEMY Pa3BUTHIO CBS3EH
B 00J1aCTH HayKH, KyJIbTYphl, HCKyccTBa U oOpa3oBanus. HyxHo oco0o noa-
YEepKHYTh, YTO B Y30€KHCTaHe MPOBOAUTCS yCIIeUTHAs KyIbTypHasl HOJIUTHKA,
pedopmbl 1 IpeoOpazoBaHus, a TAKKE TOCYIAPCTBO BHOCUT BaKHBIN BKJIA]] B
MEXKYJIBTYpPHBIM TUAIOT BO BCEM MUPE.

VY30ekncTaH BBICOKO LEHUT pa3BUTHE COTpPYAHHUYECTBa ¢ A3zepOaiimxka-
HOM, U JIeATEIbHOCTh B 3TOM HAIIpaBJIEHUU OyJIeT MpOJIOJIKAThCS U pa3BU-
BaThCs, IOTOMY YTO 3TH OTHOILIEHUS OTBEYAIOT KOPEHHBIM MHTEpecaM 00enx
CTpaH M CIOCOOCTBYIOT JabHEHIIEMY pa3BUTHIO APYKOBI, J0OpOcocencTBa
U B3aUMOBBITOIHOTO COTPYAHUYECTBA, TaK KaK OHU MMEIOT MHOTOBEKOBBIE
oO1uiye KyJIbTypHblE 1 HICTOPUYECKUE TPATULUN U LIEHHOCTH.

Benukuii 1 caMoObITHBIN Hapo A3epOaiiikaHa, Ha MPOTSHXKEHUH MHOTHUX
BEKOB C TPEMNETOM U JIOOOBBIO COXPAHSIOMINN HALMOHAIBHYIO KYJIBTYpY U
TpPaJMLIMOHHOE UCKYCCTBO, HAPOJIHBIE MpeAaHus U 00bIYau, CEroHs MpOBO-
JUT TIOJTHOMACIITa0HYI0 MHTETpalfio CBOMX JTOCTHXKEHUH MO BCEMY MUDY,
CIOCOOCTBYSl YIITyOJI€EHHOMY MEXKIYHapOAHOMY COTPYIHHUYECTBY B oOiacTu
HayKe, KyJIbTypbl U UCKyccTBa. M TOT (akT, 4TO B OCHOBE KyJIbTYPHOI'O JHa-
jora, COCpeIoTOYeHa TaKUe BEYHbIE LIEHHOCTH U MPUHIIMUIIBI KaK — B3aUMOIIO-
HUMaHHUE U YBa)XKEHUE, TOJIEPAHTHOCTb U TyXOBHOCTb.

Heonennm Britaf azepOaiiizkaHCKUX MHUCATENEH, ApaMaTypros, KOMIIO3H-
TOPOB B Pa3BUTHE U YKPETIJIEHUE TBOPYECKUX CBSI3EH C NEATEISIMU KYJIbTYPhI
U HCKyccTBa Y30ekucraHa. [IpousBeneHust 0HOTO U3 OCHOBOIOJIOXKHHUKOB
COBPEMEHHOM My3bIKaJIbHOM KyIbTypbl A3epOaiimkana Y3eupa ['amxuodexo-
Ba, €r0 HEMPEB30MIEHHBIN MIEAEBP «APIINH-MOJ OJIOH» 0 CHX IOp 3aHUMa-
€T caMO€ TMOYETHOE MECTO B pernepTyape y30€KCKUX MY3bIKaJIbHBIX T€aTPOB.
O3zapeHHbIe SIPKON U CBETJION IYIIONW MPEKPACHOTO MEJIOIUCTA MECHU Y3eH-
pa N'amxubexoBa nepeaaroTcst U3 MOKOJIEHUS B MOKOJICHUS, BOCIIEBAsl CaMble
CBETJIbIE YEJIOBEUECKUE YyBCTBA, TAKUE KaK JII0O0OBB, Ipyk0a, BEpPHOCTb.

B penepryape y30eKCKuX npaMaTHYECKUX TEaTpOB U OCOOCHHO MY3bI-
KaJIbHBIX T€aTPOB CBOE HEMOBTOPUMOE, YHUKAJIbHOE MECTO 3aHUMAET U BbI-
COKO IIEHUTCS CpeAH LEHUTENEeH TeaTpalbHOr0 UCKYCCTBO U XyHOXKECTBEH-
HOM KPUTUKH — KJIacCUYeCKHe npousseneHus «Jleinm n Memxuyn» Huzamu
I'saoxaBu, «Xyp-Xyp» My3arailHuid, a Takxe psiJl IpYTUX 3HAMEHUTHIX IThEC
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U TIOCTAaHOBOK a3epOailpkaHCKUX JApamMaryproB U T.J. MOXXHO NpPUBOJIUTH
IpUMEpHI 10 OECKOHEYHOCTH, TaK KaK Hallld OOIIUe KyIbTypHBIE CBSI3H UMe-
I0T TNIyOOKHE UCTOPHUECKHE KOPHHU.

25 ampenst 2010 roma 661 moxmucan Memopanaym o cotpyaHndecTse [ocy-
JapcTBeHHOW Axanemun XynoxecTB AzepoOaiimpkana ¢ HarmoHamsHBIM HHCTH-
TYTOM XYJIO’KECTB U Tn3aiiHa nMenn Kamonmunna bexzona. B pamkax mepomnpu-
atusi B XyI0:KeCTBEHHON AKaieMun Y30ekucTaHa Obliia MpoBeACHA IIEPEMOHUS
HarpakKICHUS U3BECTHBIX XyJIOKHUKOB A3zepoOaiimkana. HapogHoMmy XynokHUKY
Canxaby Mawmenosy, npodeccopy Unnruzy dapsanueBy, HAQpOAHOMY XyIOXK-
Huky @yany CanaeBy ObLIM MPHUCBOEHBI 3BaHUS MOUYETHBIX MpodeccopoB Ha-
MOHAJILHOTO MHCTUTYTA XyIMKECTB U au3aiiHa umenn Kamonummna bexzona.
Harpazp! Obimu Bpyuens! [Ipencenarenem Axanemun XyqoxkecTB Y30eKkucTaHa,
HapomabsiM xymoxarKoM Y30ekuctana AkmaneM HypuaanHoOBBIM.

A3zepbaiiykaHCKue esATeNN UCKYCCTB, U3BECTHbIE HCKYCCTBOBEbI U XY-
JTOYKHUKU SBJISIOTCS MOCTOSHHBIMU YYaCTHUKAMHU TPAAUIIMOHHOTO Mex1yHa-
poaHoro dectuBais U300pa3UTEIBHOIO U NMPUKIIAJTHOTO UCKYCCTBA Y30€KH-
CTaHa, I7le C OrPOMHBIM YCIIEXOM JIEMOHCTPUPYIOT CBOM TBOPUYECKHE PabOThI
Y Hay4HbIE JOCTH)KEHUS B 00JACTH M300pa3UTENIbHOTO U MPUKIIAJAHOIO HC-
KyCCTBa, a TaKyKe€ AU3aliHa HAlHOHAJIBHOTO KOCTIOMA.

B V36ekucrane npoBoauTcs 3HaUUTENbHAsA paboTa Mo JajdbHEHIemMy co-
TPYIHUYECTBY B 00JaCTH KYJIBTYphl, HAyKd U 00pa30oBaHUs, MPETBOPSIOTCS
B JKM3Hb LEJNbIN Psii KPYIHBIX MPOEKTOB. OpraHu3yroTcss MEpONpUsTHUS, MO-
CBALIEHHBIE JIESITeNIEM HAayKH M KYJIbTYphl, OKa3bIBAIOT MOJICPKKY B YKpe-
IUIEHUU JPY’KECKUX OTHOIIEHUN MEX]y IByMsI CTpaHaMH.

B 2019 rony oceHblo OIHUM M3 TaKUX SPKUX COOBITHI B KyJIbTYpHOI
KHU3HU Y30ekucTtaHa Obuia BbicTaBka «OHaU30p» HApOAHOTO XyIOKHHUKA ¥Y3-
OexucTaHa, akajeMuKka AkajgeMun XyaokecTB Y3z0ekucrtana Axmans Hypa
(Axmans Hypunaunosa), mpuypodeHHast K 100MJIer0 Xy/I0’KHUKA U IPe3eHTa-
WS €T0 KHUTHU-aJb0OMa, TEKCT KOTOPOW OBLT HANMCAH WICHOM-KOPPECIIOH-
nentom HammonanpHoit Axamemun Hayk AsepOaiimkana, ITOKTOpPOM HC-
KyccTBOBeneHUs, podeccopom DpreruHoM Canamizane [1]. Kuura-ans6om
uMeeT MOHOrpaUYecKuil Xxapakrep, Tak Kak TEOPETHUKO-METO10JIOTHYECKON
OCHOBOMH SIBUJINCH IPUHLIUIIBI COBPEMEHHOM HCKYCCTBOBETUECKON HAyKH, Oa-
3UpYIOIIKECcS Ha CPAaBHUTEIBHO-TUIIOJIOTMYECKHUX MTPUEMaX WHTEPIIpETaIIH,
MO3BOJISIOIIEH paccMaTpuBaTh TBOPUYECTBO XYAOXKHUKA KaK BaXKHBIA Kyilb-
TYpHO-UCTOPUYECKUIN (PeHOMEH.
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Heob6xoaumMo oTAenbHO OTMETUTh YUacTHe azepOailyKaHCKuX JesTerneil uc-
KyccTB B Mexxaynaporaaon TamkenTckoit buennae non HazBanueM «YenoBek-
cpena-uckycctBo — 2019», cocrosBIelics: B HosIOpe 3Toro rozia B TamkeHTe.

TamkenTckas buennane O6bu1a OpraHuzoBaHa M0 UHULUATHBE AKaJeMHUU
Xynoxkect Pecryonuku Y30ekucran. Ha @ectuBaiie ObutH pe1oCTaBICHbI
paboThl XynoxHUIEI U3 AszepOaimkana Muuer KoctrnHON (KOMIEKIINS JKEH-
ckoro rojoBHOro yoopa «Ksumaran»). Ha BeicTaBke, Takke ObUIA TIPEICTAB-
JIeHbI KOBPBI, a3epOaiiykaHcKas OJeK/1a, HAllMOHAJIbHAS JKEHCKasl U MYy>KCKas
onexxna Kapabaxckoro kpasi, HallMOHAJIbHbIE MY3bIKaJbHbI€ WHCTPYMEHTHI
AzepOaiimxana. A3epOail/PKaHCKUW CTEHJ W KOJJICKIIMSI BBI3BAJIU CaMBIi
00JIBILION UHTEpEC Y YYACTHUKOB U TOCTeH (pecTunals.

[Ipumeuarenen u ToT ¢GakT, 4To nepBblid AzepoOaiixanckuii KyabTypHblit
HenTp, obmagaromuii TMIIOMaTHYECKUM CTaTyCcoOM, B 3apyOeKHBIX CTpaHax
OBLI CO3aH MMEHHO B TarkeHTe.

AzepOaitxanckuii Lentp Kynsrypsl um. I'eitnapa Anuesa npu Ilocomns-
ctBe AsepOaiimkanckoit Pecnyonuku B PecryOnuke Y30ekucran ykperuiser
KyJBTYPHBIE CBSI3M MEXIy IBYMsI OparckuMu HapoaaMu. CrocoOCTByeT pas-
BUTHIO OTHOIIEHUE B 00JIACTH KYJBTYPbI, UCKYyCCTBa, 00pa30BaHUs U TypU3Ma.

B nauane nexabps 2019 roma neneranuu HarmoHambHOTO HHCTUTYTA XY-
nokecTB U nu3aitHna nmeHn Kamonupnnaa bexzoma Obia npegocTaBieHa Bbl-
COKasi 4YeCTh y4acCTBOBAaTh B MEXJAYHapOAHON KOH(EpEeHIUHU MOCBALICHHON
BEJIMKOMY a3zepbaiixaHcKoMy 1o3Ty, MbicnuTento Bocroka Hacumu «O6pa3
Hacumu B nckycctBe» oprann3oBaHHyo OTaeneHHMEM I'yMaHUTapHBIX HayK
n MHCTUTYTOM apXHUTEKTyphl U HcKyccTB HanmonansHOM Akanemun Hayk
AzepOaiimxkana. [lyxoBusie u punocodckue nnen Hacumu u 1o ceit aeHb
00bEeIMHSIOT BCE HApOAbl BOKPYT UCTHHHBIX OOIIEYEI0BEYECKUX IEHHOCTEH.
Nmenno nosromy Hacinenue Hacumu u cerofsst He yTpaTUIIO CBOETO BIUSHUS
U aKTyaJbHOCTH B COBPEMEHHOM BocTtounom mupe.

MupoBasi auTepaTypa 3HaeT MHOTO MMEH, TaKMX KaK 3B€3Jlbl TIOPKCKOI
nos3uu Axmen tOruexu, Cyneiiman baksipranu, [Dxensuienaun Pymu, FOnyc
Owmpe, Caitd Capaun, Anumep HaBou, Maxtymkyaun ®@paru, Codsl Annasp,
basizut buctamu, Mancyp Xamnamxk, FOcyd banacarynu u MmHOrO Apyrux, u
B HEYTacCUMOM CO3BE3[MH 3THX UMEH KJIACCHUYECKOH JUTeparypbl CBEpKaeT
WMsI TEHUAJILHOTO ChiHA A3epOaimxana — Umamennnna Hacumu.

HyxHO 0TMETHUTBH, MHOTHE TOJIbI JIFOOUMBIM (DUIBEMOM U JUIsS y30EKCKOTO
3puTens sABiseTcss uctopuueckuil punbm «Hacumm», CHATBHIN MO MOTHBaM
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pomana Hcel 'ycelinoBa «CyaHbli 1eHbY, TOCBSIIEHHOTO BETUKOMY MTOATY U
¢unocody Umanennuny Hacumu.

Hanomuum, ¢puneM cHAT pexxuccepom ['acanom Cennbeitnii u ornepatopom
Pacumom HMcmaiinoseim B 1972 rogy B npenasepuun 600-meTus mosTa 1no yka-
3aHUI0 OOIIEHAIIMOHAIBHOTO JuIepa 1 epBoro [Ipesunenra [efigapa Anuesa.
B maBHO# ponu BRICTYNHIT HAPOAHBIN apTUCT A3epOaiimkaHa, naypear [ocy-
napctBeHHOM npemuu Pacum banaes. B ¢uibMme Oblia 3aneiicTBoBaHa 1enas
iesga OIMCTaTeNIbHBIX aKTEpOB HAIIMOHAJIBHOTO Tearpa W KMHO — Mcmaun
Ocmamnel, FOcud Benmes, Xamuaa ['aceimoBa, Mamenp3a [lleiix3amanos, Ca-
Manzaap P3aeB, Myxrtap Mannes, Kaman Xynasepaues, Pamu3 Menukos u nip.
[TpOHMKHOBEHHYIO U BETMUECTBEHHYIO MY3bIKY K (DMIIbMY Hamucal JiereHaap-
HbIi komnio3utop Toduk I'ynues. Ha VII Beecoroznom dectupane ¢punbm ObuT
MPU3HAH JIy4YIIUM B HOMHUHAIMHK «JIydmuii nctopuyeckuit punbm», a Pacum
banae nmomyuni Harpaay 3a Jy4IIyiO MY>KCKYIO POJIb.

HyxH0 0c000 Mog4epkHyTh BHUMATEIBHOE OTHOLIEHHE U OLIEHKY TBOP-
YyecTBa JiesATeNel UCKYCCTB CO CTOPOHBI MpaBuTesbeTBa A3epOaiipkana. Ha
KUHOCTYIHUU «Y30eKpuibM» GuiibM OblT NepeBeeH Ha Y30€KCKUN S3bIK, B
TyOJisKe y4acTBOBAJIM IJIesi[ja 3HAMEHHUTBIX aKTepPOB TeaTpa U KUHO Y30eKH-
craHa. MckyccTBo ny0Omspka B Y30ekucTaHe ObLIO Ha BHICOKOM YPOBHE, 3a-
HUMAaJIO OJHY M3 BEAYLIUX IMO3UIUI B KyJbTYPHOM IPOCTpaHCTBE XX BEKa.

B cBsi3u ¢ Tem, uto B AzepOaitmkane 2019 rox 6bu1 00BsiBneH «I'ogom Ha-
cumm», AzepOaiimkanckum Kynerypusim Llentpom nmenu lelinapa Annesa
B Y30ekucrtane oOBsBICH KOHKYpPC MO/ CUMBOJMYHOM Ha3BaHUWeM «B MeHs
BMECTSTCSl 002 MUpay.

B ocHoBe mpoekTa npemycMaTpuBaioch NPEACTaBUTh HA KOHKYPC CTH-
XM U M03MBI, MOCBAUIEHHBIE TBOpUYeCcTBY Hacumu, nepeBosl mpon3BeaeHHM
MIpEeICTaBUTENCH a3epOaiIKaHCKON U Y30€KCKOW JTUTEPATYPHI.

Haponuerit nucarens Y3z0ekucrana [xaman Kaman mepeBén u npezcra-
BUJI Ha KOHKypc npowusBeaeHue «Dsapbsa» HapoaHoro mucareis baxTtuspa
Baxa63ane, nocpsménHoe BennkoMy mactepy cinosa Umanennuny Hacumu.

B o6paze Hacumu BOIIOmEH MOAT, XyIO)KHHUK, MACTEP CJIOBA, OTPasKaro-
U reporyeckuii 06pa3 Haluu, B KOTOPOM BOILIOIIEHA CHJIA STTOXH.

Hapoansiit moat Y36ekucrana Ixaman Kaman ormerun 6ombIioi nHTe-
pec K 3TOMY MPOU3BEICHHUIO Cpelly MOounTaTeNell TajJaHTa BEJIMKOIro Mo3Ta
Hacumu, 1 noguepkHyi, 4yTo JaHHAs MyOIUKaLMs bechbl B hopMe KHUTH I10-
3BOJIUT JpaMaTypraM Y30eKucTaHa MOCTaBUTh B OyaylleM CIEKTaKJIb.
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Haponnserii mucarens Y3z0ekucrana [xaman Kaman Obut ynocToeH au-
moma [Tou€rHoro nokropa bakunckoro EBpasulickoro YHuBepcurera.

Taxoke B aToM rozy (19.06.2019) B V36ekucrane no ciyuato 650-neTHero
1o0usiest co AHs pOXKACHMSI BEJIMKOTO azepoaiixanckoro nosra Mmagenauna
Hacumu Ha y30ekckoM si3bIke U3/1aH COOpHUK ra3eneil moj Ha3BaHueM «/[xa-
HaHBI CEBUPSMY.

Kuury, n3gannyto B pamkax npoekra Llentpa AzepOaiiykaHCKOM KyabTy-
pe1 umenu lelinapa Anuesa (LIAK) B Tamkente, nepesen ¢ azepoaiixaHCcKo-
IO s13bIKa Ha y30€KCKUM S3bIK U3BECTHBIN MOAT U nepeBoquuk Taup [axxap.

B npeaucnoBun naHHOM KHUTH OoTMedaercs, yTo Pacnopstxenuem [lpe-
3ugeHTa Asepbaitmkana Minsxama AnueBa 2019 rog o6bsiBinen «logom Ha-
CUMI» U TI0 3TOMY CIy4yalo B Pa3IMYHBIX CTpaHaX MHpaA HU3JAIOTCS MPOU3-
Benenust Wmanennuna Hacumu, npoBoOAsTCS pa3ivyuHble MEPOIPUSTHS,
MOCBSIIIEHHBIE )KU3HHU U TBOPUYECTBY BEJIMKOTO M10ATA.

B pamkax 3TuX nosHoMacmTaOHbIX MEPONPUATUN ObLT oNMucaH Memo-
paHayM O COTpyAHHYECTBE MeKAy HalroHanbHBIM MHCTUTYTOM XyHA0XKECTB
n nau3aiina umenn Kamommmpnunaa bex3zoma Axamemun XynokecTB Y30€KH-
craHa U THCTUTYTOM apXUTEKTyphl M HCKyccTBa HanmonaneHOM AkanemMun
Hayk Azep6aiimkana.

Ho ocnoBe npunaroro Memopanayma, 0 COTpyIHUYECTBE B IJIaHE MHO-
TOCTOPOHHETO Pa3BUTHS B paMKaX 00pa30BaTENIbHBIX M HAYyYHBIX MPOrpPaMM
MIPEJICTABIISIIOIINX B3aUMHBINA HHTEpeC, pa3paboTKH U peaan3aluu MporpaMm
MOBBILIEHUS KBAaJU(PUKALUU MpenojgaBaresueil, HaydYHbIX COTPYIHUKOB, JIOK-
TOPAHTOB, MaruCTPAaHTOB, pealn3alsi COBMECTHBIX MPOEKTOB, KYpCOB, Ce-
MHHapOB, a TaK)Ke MPOBEJCHHS] COBMECTHBIX HayYHO-IIPAKTUYECKHUX U Hay4-
HO-METOJUYECKUX CUMIIO3UYMOB, KOH(EPEHIINI U JPYyTUX MEPOIPUATHUH.

3akmroueHue. OJHUM CIIOBOM, y3bI 3TOM MHOTOBEKOBOU JIPYKOBI U CEroj-
HSl Ha BBICOKOM ypoBHE. MHOTOBEKOBBIE JIPYKECKUE CBSI3U MEXIY Y30€KH-
cTaHoM U AzepOaiipkaHoM, MeXx 1y OpaTCKUMU HApOJaMU, CETOAHS BHIXOJST
Ha HOBBIM YPOBEHb, B OCHOBE KOTOPBIX BCErAa ObUIM U OyIyT B3aUMOYBaXe-
HUE, B3aUMOIIOHUMaHNe, BEPHOCTh HAIMOHAJIBHBIM TPAJULIUSAM U CTpeMIie-
HUE JIByX CTpaH K J00pOCOCEACKIUM OTHOLIEHHUSIM CO BCEMH HapoAaMH MUpa.

JIMTEPATYPA:
1. Canamsazne O.A. Llennoctu u cumBonbl )kuBonucu Axkmans Hypa. — Tami-
keHr, 2019.

15



N1 (71) Incasanat vo madeniyyat problemlari / Problems of Arts and Culture / ITpoGeMbI HCKycCTBa i KYJTBTYpbI

Nodirbek Sayfullayev (Ozbakistan)

Ozbakistanla Azorbaycan arasinda incasonat vo madaniyyat

sahasinds qarsiliqh salagalor

Ozbakistan diinya orbitinds beynolxalq hiiququn miistaqil obyekti, suve-
ren dovlot kimi daxil olmusdur. Bu misilsiz hadiso Ozbokistan xalqlarinin
tarixi inkisafinda yeni sohifo agmis vo humanitar elmlor garsisinda miihiim
vozifalor qgoymusdur. Ozbokistan orazisindo badii irsin dovlat toskilatlari ilo
formalagma prosesinin qarsiliqh tosiri, tiirk diinyasinin imumi tarixi inki-
saf proseslari ilo incasanat vo madoniyyatin qarsilight slagesinin tadqiqinds
va.s. yeni aspektlor meydana ¢ixdi. Ozbokistan Azorbaycanla omokdashga
boylik shomiyyat verir vo bu ikitorofli qarsiliqli miinasibatlor biitiin sahslordo
méohkomlonir va ildan ilo genislonir. Osrlordon bari Ozbokistanla Azarbaycani
modoniyyat vo incosonat sahasindo dostluq olagolori birlosdirir. Bu xalglarin
bu? va ya digar dovriin onlar1 birlagdiron incasanatinin meydana galmasinin
timumi tiirk diinyagoriisiinds rolu vo shomiyyati misilsizdir.

Acgar sozlar: qarsiligh tosir, incosonat, madoniyyat, monoviyyat, onona.

Nodirbek Sayfullaev (Uzbekistan)

Interactions in the field of art and culture between Uzbekistan

and Azerbaijan

Uzbekistan entered the world orbit as an independent object of international
law, as a sovereign state. This unprecedented event defined a new page in
the historical development of the peoples of Uzbekistan and posed important
tasks for the humanities. New aspects have arisen in the study of the artistic
heritage in its interaction with the process of formation of state formations
on the territory of Uzbekistan, the relationship of the development of art
and culture with the processes of the general historical development of the
Turkic world, etc.Uzbekistan attaches great importance to cooperation with
Azerbaijan, and these bilateral relations are strengthening in all areas and
expanding every year. From time immemorial, Uzbekistan and Azerbaijan
have been united by friendly ties in the field of culture and art. The role and
significance in this of the common Turkic worldview, on the basis of which
the art of these peoples of this or that period, this or that region that unites
them, is invaluable.

Key words: interactions, art, culture, spirituality, tradition.
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CONCEPTION OF A SIGN IN THE PHILOSOPHY
OF HURUFISM BY NASIMI AND NAIMI IN THE
CONTEXT OF TURKIC-AZERBAIJANI TRADITION

Abstract. Imadeddin Nasimi is a great Azerbaijani poet and martyr of
Sufism, executed by religious fanatics for his extraordinary thoughts and
statements that contradicted the official ideology. Nasimi and his associate,
Fazlullah Naimi, are the leading representatives of Hurufism, the medieval
Sufi philosophy and the theory of sign systems, that is, if one may so express
it, medieval «structuralismy» or semiotics.

The conception of the sign of Naimi and Nasimi is fundamentally different
from the European in such a high degree of integrity and internal unity of the
sign, which has never been in Western semiotics.

Keywords: semiotics, sign, hurufism, tradition, Sufism.

Introduction. The genesis of the original version of semiotics occurred in
medieval Azerbaijani philosophy. The integrity of the sign that had never seen
and known before by Western philosophy!

The methodology and degree of research on the problem. Hurufism is
considered here for the first time in the optics of semiotics.

The methodology of work is based on the general philosophical methodology
and methodology of semiology (semiotics) and poststructuralism [8].

1. “Cognize the mystery of the title - the named is always its identity” [3] -
wrote F. Naimi. This means that the sign and its referent are indistinguishable.

The basic concepts of modern Western semiotics for the analysis of
the sign were substantiated by the classic of this science in the West, F. de
Saussure. By the definition of this scientist, the signifier - the signified are two
sides of the sign, “like the front and back sides of a paper sheet” [2, p. 94].
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“The signifier is that the sign is accessible to perception (vision, hearing,
for example, a sound combination ...” [2, p. 94] or a set of graphemes, “The
signified is the semantic content in the sign transmitted by the signifier or the
intermediary” [2, p. 94]. According to Benveniste’s definition, “the signifier
is the sound translation of the idea, the signified is the mental equivalent of
the signifier” [2, p. 94]. A sign is the relationship between the signifier and
the signified of which it consists, as well as the referent - the real object that
is subject to the signification. So, in the ism of Hurufites, unlike the concepts
of Saussure, the signifier and the sign differ only conditionally, and the main
idea of the semiotics of Hurufism, in my opinion, is the indistinguishability
between the signifier, the signified and the sign, and its referent, thus the sign
acquires magical and mystical power and becomes an effective tool for the
neurolinguistic programming of adherents of Hurufism and the subtle energy
transformation of their consciousness.

However, sometimes, according to Z. Kuli-zadeh, Naimi and Nasimi point
not to complete identity, but to the dialectical unity of letters and words and
their sense, sign and referent [3, p. 107].

However, this connection is much closer than in the Western European
semiotic concept of the sign. So, Naimi writes: “... if separate the word or letter
from the essence of the subject, the subject will lose its being” [3, p. 107].

And in another place, the philosopher directly points at the complete
identity of the signifier, signified, and the sign itself, as well as its referent;

“The title is identical to that is named, O son,

Take a look at Aleph, ba, ta and sa.

Since Aleph is always the name of the letter “a,”

How can one separate the named from its name”. [3, p.120].

2. A philosophical analysis of the ideas of the Hurufites and Nasimi
shows: the main idea is «I am the truth!» Some of the contradictions of this
idea are obvious: the journey in God («bakay), in which it is realized as a
flash of the altered state of consciousness of ecstasy, cannot be completed,
because Allah, is the Absolute, is unlimited and infinite, and the Absolute
Truth is inexhaustible. However, Nasimi and Naimi seem to have been guided
by the principle of «aan-daim» - the truth of the moment (Ibn al-Arabi) and
the Tengrian-Turkic faith which is Magical-Shamanian one by its essence,
believing that by saying «Truth!» they experience a moment of unity with the
Almighty at that jiffy. This corresponded to their «elm al-huruf» — medieval

18



ncasanat vo madeniyyat problemlari / Problems of Arts and Culture / TTpoGieMbI HCKyCCTBa 1 KYJTbTYpbI NI (71)

semiotics if the «signifier» is identical to the «signified» (and they considered
just like that). According to this logic, when pronouncing the word “truth”,
the fullness of its meaning penetrates the speaker.

When there is no ego, it is destroyed by magams of the tariqa or when self-
identity or self is completely lost (which is pointed by J. Rumi in translations
of Leonid Tiraspolsky the Sheikh of the Order of Aga Neymatulla in South
Azerbaijan), then only the truth of great Sheikh Nizami from «Khosrov and
Shirin» remains: “There is only You (Allah), all the rest is non-existence.”
So “An-al-Haqq!” Or “I am the truth!” Nasimi means the same because the
annihilated is not identical to itself. “T”’ 1s “not — I”’, but Allah!

And in general: what difference does it make if there is an «I» or not if
there is Allah the Almighty!

And it all started with Hallaj and his “I am the truth!”

3. As the researches of Z. Kuli-zadeh has shown, there are all grounds
to believe that activity not only of Nasimi, but also his spiritual «father» —
Mansur-Al Hallaj — proceeded in Azerbaijan, and had a character of the wide
popular movement. Under the slogans of «batiniyya» — the secret teaching of
Islam [3].

4. It was in Azerbaijan in the Middle Ages that the theory of sign systems
— structuralism and poststructuralism - began to take shape. Only in reverse
order, i.e. not as in Western Europe of the 20" century (first structuralism,
then, as a reaction to it, poststructuralism and postmodernism). In Azerbaijan
(South), first appeared Jabbar’s «poststructuralism», who by his experiments
with “simulacra” (the term of Baudrillard the poststructuralist of the 20™
century) — meaningless signifiers without signified — introduced adherents
into state of shock during zikrs, into altered states of consciousness like
“samadhi” or the Sufi «fan» (in Arabic «destruction»). According to Osho,
the Eng. word «gabble» — incoherent speech — comes from the name of Jabbar
[6]. Then Hallaj appeared with his consciousness, completely changed, for
whom contradictions and the law of the excluded third did not exist. Then
galandars and Shams Tabrizi have appeared, whose heritage is to this day
spinning «Mevlevi» which have become for centuries an emblem—the symbol
of Turkey, and many volumes of the masterpieces of Mevlana Jalaluddin Rumi.
The “Divan of Shams Tabrizi” abounds in paradoxes, nonsense, and other
manifestations of the illogical, which in poststructuralism — postmodernism
have been rediscovered by Derrida with his deconstruction, the meaning of
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which, according to Easthope, comes down to non-dualism or anti-binarism
[2], 1.e. non-binary non-Aristotelian logic of texts construction. And finally,
the great Naimi and Nasimi ... Hurufism or «elm-al-huruf» — «the science of
letters»... What is this if not the theory of signs and sign systems — semiotics,
which appeared in the West only in the 20™ century! Hurufites have believed
that letters - signs of the Arabic and Persian alphabets - objectively exist in a
kind of «platonic» «world of ideas» created by Allah-the Truth, who himself
1S a «signy», a «sign of signs» as in the Bible, «God is the Word ... And the
word was with God! ... And the word was: God!” In the 20" century, similar
ideas were put forward by the Protestant philosopher Tillich, who directly
formulated this idea “God is a sign” [1].

Living sign! Perhaps the mystery of this paradox lies in the hypothetical
Arabic calligraphy of his living Face!?! This is how one should understand
the ideas of the Hurufites.

A face of a person by Nasimi and the Hurufites is a reflection of the Face
of Allah and the angels. And it also consisted of the letters of the Arabic
alphabet.

5. Therefore, in the Azerbaijani miniature of the classical period (16"
century), especially in the miniatures of Sultan Muhammad and his school;
faces of people as indicated by prof. N. Mehdi, have the outlines of the
letters of the Arabic or Persian alphabets [5] — this is a direct continuation
and development of the ideas of “elm al-huruf” — the Hurufism of the great
Nasimi and his friend and mentor Fazlullah Naimi.

So, for example, almost always the rounded hemispherical lower part of
the human face in miniatures resembles the outline of the Arabic letter “b”.
Because in “Javidan-i-Kabir” by Naimi the formula “Bismillah-ir-Rahman-
ir-Rahim” is reduced to the essence of one first letter “b” [3].

6. The holistic non-dualistic concept of a sign indistinguishable from the
referent, developed by Naimi and Nasimi, should have had some philosophical
and methodological basis. Of course, this is the esoteric philosophy of
non-dualism, known in Hinduism as Advaita Vedanta, in Buddhism as the
metaphysics of Tantrayana and the practice of Ch’an and Zen in Far Eastern
mysticism. I do not think it can be about strong Hindu-Buddhist influence
on Sufism, as J. Subhan and Mir Valiuddin [4] write about it. Non-dualism
is inherent in all ecstatic mysticism and esoteric traditions in general, unlike
«external» exoteric dogmatic religions, which are dualistic. After all, the
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practitioner eventually faces the question: how to “remove”, at least logically
and philosophically, the subject-object separation? Hence «I am the Truth!»
by Nasimi follows.

7. Kuli-zadeh writes in this connection: “In his famous masnavi Nasimi,
in the spirit of Sufi pantheism, describing the act of creation, he develops the
idea of the unity of the opposite origins and their mutual transition: bitter
water becomes the wine of paradise, poison has turned into sugar and sweets,
... faith and disbelief have become the same (a single phenomenon — Z.K), the
soul and body have merged, everything has been freed from duality (bold is
mine — T.B) in this (unity — Z.K) oneness.”

However, let’s quote Nasimi himself:

“Unbelief and faith, meeting and separation - everything have become
equal, come ...” [3, p. 190].

Or:

“The altar and the worshiper have become one,

And the worshiper has become a true altar.”

Here we see the doctrine of non-dualism and the deliberate violation of
the laws of Aristotle’s logic.

This doctrine of non-dualism was clearly formulated by Nasimi for
the first time in the history of Muslim philosophy. Before this, there were
only monistic, not non-dualistic doctrines. It was only in the 20th century
the Western scientists Jung, Fromm, Korzybski, Lacan, and Derrida, as well
as logicians — “intuitionists” (first of all, von Neumann and our compatriot
Bakhtiyar Lotfi-Zadeh with his “fuzzy logic” and the theory of “fuzzy sets”)
drew attention to non-dualism (and even only in Hinduism and Zen).

7. But there is a fundamental difference between the “postmodern”
poststructuralism of Lacan and Derrida or the “Chicago School of General
Semantics” (A. Korzybski) and the semiotics of the Hurufites. Poststructuralism
of the West leads to the destruction of the sign [2] (however, like the non-
confessional mystic of the early Middle Ages Jabbar). Nasimi and Naimi, on
the contrary, align the sign to maximum integrity, divine, ideal integrity. At
the same time, they do not even want to distinguish between “signified” and
“signifier”, “concept” and “denotatum”, “sign” and its “referent”, as F. de
Saussure and, later, Western structuralists of the 20th century do.

8. The understanding of Hurufites of the Absolute as being — its source —
the world — human as a single stream of existence, as indicated by Z. Kuli-

21



N1 (71) Incasanat vo madeniyyat problemlari / Problems of Arts and Culture / ITpoGeMbI HCKycCTBa i KYJTBTYpbI

zadeh [3], up to the indistinguishability and identity of parts of this Whole,
is connected not only with the continuation of the tradition of Wujudism of
al-Arabi and Rumi but also really not quite consistent with official Islam.

All this refers to the “holistic perception of Being” which was characteristic
for the worldview of the representatives of the Primordial Tradition [7]
according to prof. E.A. Salamzadeh and A.Dugin.

9. According to the opinion of the doctor of philosophy, G. Alijjanzadeh
expressed in a private conversation with the author of the article, Nasimi’s
verses “l am the Truth! The Truth is in me!” are incorrectly translated and
interpreted. In his opinion, Nasimi did not take a non-Islamic position of self-
deification.

And these verses must be translated like this:

“I am the truth! [but not the truth of the Absolute — T.B.]

The truth is in me! [Truth may be present in a person, but not belong to
him as an isolated subject].

Conclusion. Experiments with the signings of Jabbar, F. Naimi, and I. Na-
simi indicate that we have the right to consider medieval Azerbaijan to be the
birthplace of semiotics (structuralism) and even poststructuralism. “Elm al-
huruf (the science of the sign letters) — Hurufism — is nothing but the theory
of sign systems — semiotics.
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Tahir Bayramov (Azarbaycan)

Nasimi vo Noimi hiirufilik falsafasinds isars konsepsiyasi

Tiirk-Azarbaycan ananasi kontekstinda

Boyiik Azorbaycan sairi vo sufizmin sohidi Imamoddin Nosimi, din
fanatiklorinin torofindon 6z geyri-adi vo rosmi ideologiyaya garsi gedon fikir
va sozlorino goro edam edilmisdir.Nosimi vo onun torofdar1 Fozlullah Noimi —
orta asrlor Sorq hiirufizmin aparici niimayondoloridirlor. Hiirufizm orta osrlor
sufi folsofosi vo isara sistemlorinin, ayr1 sozlo desok, orta asrlor semiotikasi-
nin nozariyyosidir.

Noimi vo Nosiminin isara konsepsiyasi Avropa isaro konsepsiyasindan
osaslt suratdo forqlonir, bels ki, gorb semiotikasinda he¢ zaman belo yiliksok
saviyyado isaralorin biitovliiyli vo daxili vohdati olmayib.

Acar sozlar: semiotika, isara, hiirufilik, anona, sufizm.

Taup baupamos (Azepoaitorncan)

Konuenuust 3naka B ¢pusiocopuu xypypuzma Hacumu

u HauMu B KOHTEKCTe TIOPKCKO-a3epOalxKaHCKON TPaguMu

Nmanennna Hacumu — Benukuii azepOaiipkaHCKUH MMOAT U MYYCHHK CY-
(u3mMa, Ka3HEHHBIH PEIUTHO3HBIMU (haHATHKAMU 32 CBOW HEOpPIWHAPHBIC
Y UIyIIHe B paspe3 ¢ opUIanbHOM UICOJIOTHMEH MBICIH W BBICKAa3bIBaHMUS.
Hacumu u ero ciogsmxuuk ®aznymiax Hauvmu — Bemyue npeacTaBuTeIn
Xypyhusma — CpeTHeBEKOBOH Cypuiickoil (GuUIocopuu U TEOPUH 3HAKOBBIX
CHUCTEM, T.€., €CJIU TaK MOYKHO BBIPA3UTHCS CPEIHEBEKOBOTO «CTPYKTYpPaJIU3-
May WM CEMHUOTHKH.

Konnenmus 3naka Hanmu n Hacumu npuHIMNMANBHO OTIWYAETCS OT €B-
pPONENUCKOM TakoW BBICOKOM CTEMEHbIO LETOCTHOCTH U BHYTPEHHEIrO €AuH-
CTBa 3HaKa, KOTOPOI HUKOTIa HE OBLIO B 3aM1aTHON CEMUOTHKE.

Knroueevle cnosa: cemnotrka, 3Hak, Xypyhusm, Tpaaunus, cypusm.
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NASIMI’S WORKS IN BOOK ILLUSTRATION

Abstract. The embodiment of Nasimi’s works in book illustration is
highlighted in the article. It is noted that, Azerbaijani poets’ poems have been
repeatedly published since the 50-60s of the last century and Nasimi’s works
are among them. People’s Artist Altay Hajiyev drew illustrations for the
works of the great poet in the 60s, he was the artistic designer of his books.
Also O.Sadigzadeh, B.Khanaliyev and others drew illustrations for Nasimi’s
books published in the Republic. The article emphasizes that Nasimi’s works
are manifested in two main forms in book illustration. They consist of the
general design of the book and illustrations. The author also notes that besides
the poet’s books in which his literary heritage was collected, artistic design
of scientific works devoted to his works also rouses interest. These are books
published mainly in 2000s. Artistic design of many of these books was based
on Nasimi’s portrait painted by People’s Artist Mikayil Abdullayev.

Key words: Azerbaijani art, book illustration, illustration, Nasimi, Altay
Hajiyev.

Introduction. The celebration of Nasimi’s 650th anniversary has
stimulated new scientific research works in Azerbaijani study of art. Making
feature and documentary films, theatre spectacles about the poet, creation of
his image in painting, sculpture, carpet weaving provide study of art with
new research objects and materials. At the same time, there are some very
important material that they haven’t become a worthy research object yet.
Although more than half a century has passed since some of them were
created. We consider that one of such little-studied areas is a manifestation
of Nasimi’s works in book illustration. Many interesting artistic works and
illustrations have been created in this area. Exactly these have been involved
in this research.
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The book illustration as a part of artistic graphics lived its Renaissance
during the 50-80s of the last century. The development of book illustration
was part of general development of Azerbaijani culture and art at that time
and was used in many publications as an example of artistic design. It is true
that publication of book is still available, and despite the decline in circulation
and the increasing number of defects, the number of book publications is more
than ever. But lively, bright work of artist has almost disappeared in artistic
design of these books. At the same time, the art of illustration, which is an
important artistic embodiment of fiction, is also in critical situation. Today
the traditional connection between book, its content and artistic design has
weakened, individuality, original creative attitude have been lost since artistic
design of books is made by computer and using ready internet materials.

The interpretation of the main material. Artistic design of Nasimi’s
works in book illustration can be divided into two main parts:

— The general (cover, title page, frontispiece and back cover, etc.) artistic
design of book;
— Illustrations.

This division is generally the same and universal for artistic design of
various poets and writers’ books. The same principles are also expected in
publications of Nasimi’s works.

Books about Nasimi’s works are also divided into two main parts:

— Books of Nasimi’s works (ghazals, ode, distiches);
— Scientific, mainly literary and linguistic works devoted to Nasimi’s life
and works.

Even an overview shows that design of books of artistic works is more
powerful than scientific works in terms of literary content and completeness
of book illustration. At the same time, the works of artists and sculptors were
used creatively in artistic design of the scientific works, books were enriched
with artistic elements and photos especially in the 2000s. But in any case,
the advantage is in fiction books in terms of design. Because, many of them,
especially the old ones have interesting illustrations or artistic titles, symbols,
but as a rule, these aren’t found in books with scientific content.

The embodiment of Nasimi’s poetry in book illustrations, artistic design
of his books have similar peculiarities with the design of Nizami, Fuzuli,
Vagif, Alagha Vahid and other lyric poets’ works. Artistic design of these
books was created by Ismayil Akhundov, Amir Hajiyev, Altay Hajiyev,
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Kazim Kazimzadeh, Valida Sarijalinskaya, Elmira Shahtakhtinskaya, Maral
Rahmanzadeh, Ogtay Sadigzadeh and etc. Delicate, lyrical mood, artistic and
philosophical content, which is peculiar to oriental poetry, and its specific
manifestation are the basis of ideas of these designs. Our artists used compact,
laconic titles, illustrations, symbols as different details. For example, Altay
Hajiyev used images of moon and stars, dancing gazelles and book-holder
for Nasimi’s lyrics. The same can be said about the book design by Mikayil
Abdullayev. The artist used again moon and stars, book-holders, also candles
and butterflies, wine filled glass, the pouring of wine on the floor and other
drawings and succeeded to create lyrical and poetic mood with delicate
graphic means for artistic design of Fuzuli’s poem “Leyli and Majnun”.

One of the artists, who participated in artistic design of Nasimi publications,
was Artist Altay Hajiyev — a talented artist of graphics and painting, People’s.
The artist, who died while ago, was successful in book illustration since youth
years. His interest for book illustration and art of illustration came from his
father — Honoured Art Worker Amir Hajiyev. It should be noted that Amir
Hajiyev drew very interesting, laconic, sometimes smiling, memorable
illustrations for works of Azerbaijani writers during the 30-60s.

Altay Hajiyev was the artist of Nasimi’s book, which was designed by
Mirzagha Guluzadeh and published in 1962 by Azerbaijan Children’s and
Youths’ Publishing House [6]. When Altay Hajiyev was young, he lived in the
period of great artistic development.

Altay Hajiyev created the poet’s image in the first page of the book. This is
a very interesting image. As it is known, today Nasimi’s official picture takes
its origin from “Nasimi’s portrait”, which was painted by M.Abdullayev in
1973. This picture is used almost in all official documents, literature textbooks.
But early, Nasimi’s portraits that were created by S.Sharifzadeh during the
40s were used. Also, these both pictures differed from each other. Early than
these, A.Azimzadeh also created Nasimi’s picture in 1941. But it was not a
portrait, it was a thematic painting describing Nasimi’s execution scene. Also,
here Nasimi’s image doesn’t resemble even the poet’s imagined, generalized
appearance. These imagined appearances usually reflect the main features of
their ethnos, characters, aims, professions, social groups, religious sects. That
1s why Dede Korkut is describes as wise, Nizami as sage, Babek as strong and
with broad-shouldered, Koroghlu with long-moustache, sword, eagle eye. In
spite of all these, Nasimi was described an old man with long moustache and
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resembled more a European or Russian clergyman than an Azerbaijani in the
portrait, which was painted by A.Azimzadeh. In comparison with him, the
pictures of Nasimi created by S.Sharifzadeh and M.Abdullayev are closer to
each other in terms of appearance.

A.Hajiyev presented an interesting version of the poet’s image in the
edition of 1962 of Nasimi’s works. This picture is similar to Nasimi’s image,
in general the poet’s image according to appearance, manner, position of
his head, hands. But Nasimi was described as a very old man — about 60
years old here. Undoubtedly, this is one of the oldest versions of Nasimi and
as it is known, the poet didn’t reach this age. The picture was made with
black ink on white paper. Generally, the most artistic titles of the book were
designed with these colors, the light grey blue additions were used in some
pages. Illustrations and titles are distinguished by the composition and color
solutions.

The clothing solution of the character is also noteworthy. A.Hajiyev drew
a large, black aba covering the poet’s body in the graphic picture. He wore
a white shirt under the aba. In fact, it is not a shirt, it is just simple, graphic
generalization. Nasimi wore a yellow tied turban on his head, light and
heelless footwear on his feet. It can be supposed that he had girdle around his
waist, but the girdle isn’t seen because of the poet raised his left knee while
he was sitting on the ground [6].

There is a certain connection, systematic tie between the clothing sample
described by A.Sadigzadeh and the clothing solutions described by S.Sharifzadeh
and later by M.Abdullayev. Especially, the solution of the headwear is identical
almost in all three artists. The aba is a bit wider only in the picture painted
by Altay Hajiyev. The main clothing accessory that attracts attention is boots.
Because no artist drew Nasimi’s boots, the poet’s feet are not described in any
picture. In this sense, the picture, which was drawn by A.Hajiyev, can be valued
as an exception. Certain schematic details — book-holder in front of the poet,
on the ground, pencil between his fingers, etc. arrest attention in the picture.
This laconic graphic embodied grey-blue rectangular window and the sky in
the background of the picture. Schematic, at the same time poetic moon (half-
moon) and stars attract attention in the sky.

It is interesting that the artist, who described Nasimi’s lyrics, also drew
illustrations of two interesting girls. These characters are described in the
compositions presented as titles in various parts of the book. These girls with
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long hair, black eyes and black brows embody Azerbaijani beauties. Both girls
were described in lyrical style according to the general harmony of Nasimi’s
lyrics. So, one of them rests coquettishly her fingers on the cheek, other looks
at the small mirror in her hand. You can see eyebrow and eyes of the girl with
curly hair and a kerchief in the mirror.

0O.Sadigzadeh, B.Khanaliyev and others are also among the illustrators,
who embodied Nasimi’s heritage in book illustration. B.Khanaliyev was artistic
designer of Nasimi’s book “Rubais” published in 1973 [7]. It is interesting that
Nasimi’s portrait, which was created by M.Abdullayev in the same year, is
on the second page of the book. But the general artistic design of the book
belongs to B.Khanaliyev. The design includes the title page, cover page and
symbolic titles of the book. Unlike A.Hajiyev, B.Khanaliyev didn’t use human
drawings in artistic design. But the drawings of sun, moon, stars, feather pencil,
twisted sheets, gazelles, leopards, phoenix, candles, butterflies, dagger, arrow-
bow, etc. were described in the small graphic titles on each page of the book
and it strengthens the poetic content of the publication with the artistic means.
The inside of the book was designed with white and black colors, but the title
and cover page of the book were designed with colored images. There are two
gazelles — one white and the other black on the yellow-brown background of
the title page, but there is a gazelle on the cover page [7].

Nasimi’s works were designed professionally in People’s Artist
0O.Sadigzadeh’s book illustration. The artist made artistic design of Nasimi’s
some books published during the 60-70s, drew generalized illustrations for
his works.

We talked above about the design of books represented scientific literature
besides fiction. We should note that dozens of scientific works dedicated to
Nasimi’s works, his religious, political, social view, the language of his poems
have been published in recent years. There are no illustrations in these books
because of they are scientific works and also have been published in recent
years. But most of them are distinguished by their artistic design. Also, the
design of fiction books dedicated to Nasimi attracts attention.

People’s Poet Gabil’s poem “Nasimi” is this type. Apparently, this book
is not a scientific work, but a fiction, at the same time it is not Nasimi’s work,
but it is a poem dedicated to him. But in any case, the solution of artistic
design is interesting. So, “Nasimi’s execution” that was drawn by Azerbaijani
artist Najafgulu Ismayilov, was given on the cover page of the book, the
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book’s title and the author’s name were written against the background of this
picture [4]. Computer designer Hayat Mahmudova wrote “Gabil” with red,
but “Nasimi” with yellow font to make the cover page more colorful. “Gabil”
is seen clearly in the sky background. But “Nasimi” is in the middle of the
work, in its dark-colored part. If it was red, it wouldn’t be read well. The
designer differentiated the word from the background by giving “Nasimi”
in yellow, achieved its good accent and created a variety of colors. Nasimi’s
portrait, which was drawn by M.Abdullayev in 1973, was assumed as a basis
in artistic design of cover pages of books such as Gudsiyya Gambarova’s
“Wisdom of words in Nasimi poetry”, Nasimi’s rubais published in Warsaw,
Gazanfar Pashayev’s “Researches about Nasimi” (Baku, 2010) [8], Nasimi’s
“Eastern couch” (compiler Gazanfar Pashayev, designer Kamran Majidov;
Baku, 2018) [9] and some other books. The portrait was given completely in
some book, but only Nasimi’s face was given in some books (in some cases).

Visual compositions of hurufi ideology were used in artistic design of some
scientific publications. For example, a male figure, which was composed with
Arabic letters, was reflected in the cover page of Professor Rahim Aliyev’s
book “Nasimi and formation of classical religious style” (2006) [2]. Finally,
there are books that don’t contain pictures in artistic design, the composition
is completed by color and font. For example, F.Gurbansoy’s “Imadaddin
Nasimi” (Baku, 2019; compiler Ravana Ilhamgizi) [5], Turkan Asgarova’s
“Phraseology of Nasimi language” (Baku, 2015; designer Zahid Mammadov)
[3] and others can be shown.
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Xozoar Zeynalov (Azarbaycan)

Noasimi yaradicihig: kitab qrafikasinda

Magqalodo Nosiminin yaradiciliginin kitab qrafikasi sahosindo tocossiimii
isiqlandirilir. Qeyd edilir ki, 6ton osrin 50-60-c1 illorindon baslayaraq
Azaorbaycan sairlorinin seirlori dofolorlo nosr edilmisdir ki, bunlarin arasin-
da Nosiminin do osorlori olmusdur. Xalq rossami Altay Haciyev holo 60-c1
illordo boyiik sairin osorlorine illlistrasiyalar ¢okmis, onun kitablarinin badii
tortibatgist olmusdur. Nosiminin respublikada nosr olunmus kitablari-
na homg¢inin O.Sadiqzado, B.Xanoliyev vo basqa rossamlar illiistrasiyalar
¢okmiglor. Miiallif geyd edir ki, sairin odobi irsinin toplandig1 6z kitablarin-
dan basqa, onun yaradiciligina hosr olunmus elmi asorlorin badii tortibati da
maraq dogurur. Bunlar, asason 2000-ci illordo buraxilmis kitablardir.

Acar sozlar: Azorbaycan incosonati, kitab qrafikasi, illiistrasiya, Nosimi,
Altay Haciyev.

Xazap 3einanos (Azepoaitoxican)

TBopuecTBo Hacumu B KHH:KHOM rpadguke

B crarbe ocBemiaercs BoruionieHre TBopuectsa Hacumu B 0061acT KHUXK-
HoO#t rpaduku. OTmedaercs, uto HadyuHas ¢ 50-60-X rog0B MPOILIOrO BEKa,
CTUXU a3epOailKaHCKUX IOATOB HEOJHOKPATHO H3JaBaMCh, CPEIU HHUX
Obun ¥ counHenus Hacumu. M3BecTHbIE Xy10)KHUKH, paboTaBIine B 001acTu
KHIKHOM rpaduku, co3aaBaliv WILTIOCTPAIMH K €r0 KHUTaM, 0(OpMIISUIN UX.
B wactnoctn, Hapoausiit xynoxuuk Antait ['ajxues eme B 60-x rogax wi-
JIOCTPUPOBAIT COUMHEHUS BBIIAIOLIETOCS 03T, ObLIT XYI0)KHUKOM-0(OPMHU-
tenem ero kHur. Kuuru Hacumu, u3nanneie B pecryOike, WLTIOCTPUPOBAIH
takxke O.Canpix3zane, b.XaHanueB U HEKOTOpPbIC APYTUE XYNOKHUKUA. ABTOP
MOJYEPKUBAET, YTO MOMUMO KHHUT CaAMOT'0 1103Ta, B KOTOPHIX COOpPAHO €ro IMo-
ATHUYECKOE Haclie[ie, BbI3bIBACT MHTEepeC U 0GOpMIICHHE HAayYHBIX TPYIOB,
MOCBSIICHHBIX TBOPYECTBY MO3TA. ITO, B OCHOBHOM KHHTH, BBIITYIIICHHbBIC B
2000-x romax.

Knroueswie cnosa: uckycctBo AzepOaiipkana, KHUKHAs rpaduka, Uilio-
crpauusi, Hacumu, Anrait ['apxues.
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STAGE EMBODIMENT OF NASIMI IMAGE
IN AZERBAIJAN THEATER

Abstract. In the paper is talked about stage embodiment of Nasimi image
in Azerbaijan Theater. In this regard notable play in verse “Faryad (Scream)”
dedicated to Nasimi by B. Vahabzadeh is mentioned particularly. The role
of the play is noted both in the different artistic interpretation of Nasimi
personality and outlook, and like the original play in verse in enrichment of
our national theater and dramaturgy. The author emphasizes that artistic and
aesthetic features of “Faryad (Scream)” performance allows to estimate this
play like one of the most valuable historical performances staged on March
24, 1984 by stage director H. Atakishiyevin Azerbaijan State Academic
National Drama Theater.

In the paper is dealt about also the stage story of one-act ballet “Nasimi
epic” by F.Amirov staged for the first time on 1973 and 2019 in Azerbaijan
State Academic Opera and Ballet Theater.

Key words: Nasimi, B.Vahabzadeh, “Faryad (Scream)”, performance,
theater.

Introduction. Imadaddin Nasimi creativity is the highest peak of
Azerbaijan illuminating to the world culture, and enriching it. Nasimi
craftsmanship is the indicator of Azerbaijan literature, national artistic thought,
depth of philosophical cognition, width and height. Nasimi personality is the
embodiment heroismof exalting man, fighting self-sacrificing throughout his
life for the sake of belief and truth.

To celebrate the Great poet’s 600™ anniversary in 1973, and this year
650™ anniversary in international level is not consider right to appreciate just
like only a poet’s jubilee celebration. This is a great event that has taken the
national identity of our people to a new level, proving its cultural and spiritual
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richness to the world, and perhaps most importantly - introducing ourselves
not only to the world, but to ourselves.

The interpretation of the main material. In this sense, Nasimi Jubilees,
especially the Jubilee held on 1973, not played little role in raising interest
in historical issues that are part of the national self-consciousness.The art
chronicle of our recent past shows that after that anniversary, from the end
of the 1970s to the early 1980s, addressing historical themes in all fields of
literature and artincluding national theater and dramaturgy was widespread.
In those years [.Efendiyev’s “Xurshudbanu Natavan™ (02.09.1981), “Sheykh
Khiyabani” (20.12.1986), “Getting together the beloved couple in the hell”
(21.08.1989), N.Khazri’s “Mirza Shafi” (23.02.1983), “A sword sticking to
the ground” (30.03.1985), “The world without me” (10.09.1987), “Doors
knocked at night” (30.09.1989), N. Hasanzadeh’s “The Atabeys” (24.12.1983),
“Pompeis march to the Caucasus” (28.11.1997), B.Vahabzadeh’s,
“Faryad (Scream)” (24.03.1984), “The sword cut ourselves” (Goyturkler)
(10.04.1998), “Torture tree” (09.12.2000) and other historical plays have
been written and performed, enriching the repertoire of our national theater.
The first work dedicated to Nasimi in the theater space of our country was a
part ballet by Fikrat Amirov” Nasimi epic “.In Azerbaijan State Academic
Opera and Ballet Theater staged in the composition of the choreographer
NailaVazirova, the libretto of this work belongs to Anar and the design to
Toghrul Narimanbayov. The first ballet performance, which took place on
September 23, 1973 at the Heydar Aliyev Palace, was gained a great deal of
attention from the audience,and later was shown on the stage of the Great
Theater in Moscow. In a ballet consisting of ten scenes and ending with the
“Literature” scene, Nasimi’s aria in Lutfiar Imanov’s performance was also
sounded a small poem cursing the world.

In 1974 F.Amirov, N.Nazirova, T, Narimanbayov, conductor N.Rzayev,
leading actors Vladimir Pletnyev and Chimnaz Babayeva were awarded the
State Prize for their outstanding achievements in this ballet.

As we know, our play writers from time to time addressed the life and
creativity of our classical poets and wrote plays about them. Works by H.Javid,
“Khayyam”, “Vagif” by S.Vurghun, “Sword and pen” by M. S. Ordubadi,
“Nizami” by M. Hussein, “Mirza Shafi Vaseh” by N. Khazri and other play
shave been works that adorn the scene. Of course, B. Vahabzadeh’s drama
“Faryad (Scream)” dedicated to Nasimi occupies a special place in this list.
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The premiere of the play “Scream” was performed on March 24,
1984 at the Academic National Drama Theater. Stage painter was Solmaz
Hagverdiyeva, composer Javanshir Guliyev of this play produced by the
stage director Huseynagha Atakishiyev and Ali Ashari arranged the dances.
Roles of this play were performed by Samandar Rzayev (Emir), Fuad
Poladov (Valiahd), Ramiz Novruzov (Loghman), Firangiz Mutallimova
(Aypara), Kamal Khudaverdiyev (Nasimi I), Hamlet Khanizadeh (Nasimi
1), Mikayil Mirzayev (Zahid), Ramiz Melikov (Dayanat), Rustam Aliyev
(Vezir), Mazahir Jalilov (Chalpapag), Elkhan Aghahuseynoghlu (Guard),
Yashar Nuriyev (Rahman), Sadig Ibrahimov (Elder Poet), Nuraddin Guliyev
(Young Poet), Alvida Jafarov (Subhan), Elkhan Guliyev (Keramat), Abbas
Gahramanov (Mervan), Saleh Babayev (Doubtful person), Mirza Aghayev
(Dumb man).

As you can see from the periodical press, both the play and the show were
successful and caused a great resonance. Professor Gulu Khalilov who wrote
extensive review on the performance, said that “for us, B.Vahabzadeh as a
dramatist has never been as perfect, complete and deep as any playwright in
his any play [5].

The fact that the work had a number of different qualities further enhanced
its artistic and aesthetic value. Prologue and the seven-part play first of all drew
attention to the fact that the script was written in a drama genre in verse that
has not been seen on our national stage for a long time. This is derived from
on the one hand to our classical poetry and respect for Nasimi’s creativity,
and on the other hand creates an ideal environment for the deeper disclosure
of Nasimi’s poetic world and philosophical views, and justified itself as an
indicator of content, not a sign of form.

Another distinctive quality of the work is its deliberate solution, although
it is written on a historical theme. In this way the dramatist avoided specific
history and even did not create his own image in a work devoted to Nasimi.
Instead, the author who put forward the idea of Nasimi’s philosophy of
universalism, the incompatibility of his life and creativity, his personality
with a particular time and place was able to substantiate it in artistic form.

According to G. Khalilov, “Scream” is a philosophical drama. Here
dramatic collision is most commonly found in people, in their thoughts,
and judgments [5]. Therefore, the playwright is more interested in Nasimi’s
personality, worldview and philosophy than his skill. Writing about poet and
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philosopher Nasimiwho is at the forefront of the religious and philosophical
teachings of “hurufilik”, as if B.Vahabzadeh himself becomes a philosopher.
He also seeks answers to various questions through the language of characters
Nasimi I and II who are ready to die for the sake of Nasimi’s ideas, especially
when he says, “I am Nasimi” to understand life, the world, and the person
mostly agrees with his genius predecessor. For this reason B.Vahabzadeh says
the following verses:

“Where there is no human love

Do not seek God in thoughts.

The way to reach God at last

As feeling goes through the human heart.

Love for God and to obey him

Must begin love to human” [2, p.646].

Or he says by the language of Nasimi I:

“God paved the way from night to noon in mind,

God will not fall on your face unless you can make your heart laugh

God is scattered around the world as dawn,

God is invisible, unless the eyes of the heart burn” [2, p.610].

“Nasimi’s dual images Nasimi I and Nasimi II have strong faith in the
human perception, dignity, and persistence of his opinion, performed by K.
Khudaverdiyev and H. Khanizadeh. Both characters call their viewer to high
goals and lofty actions, considering their freedom as necessary to enable them
to be self-conscious of the world and himself”’[ 3].And the authors of the
performance emphasize that “as long as there are those who die for the sake
of Nasimi, on the path of his faith, there is no death to Nasimi” [9, p.119].

One of the innovations of B. Vahabzadeh in the work is the incorporation
of the chorus into the composition of the play, as in ancient Greek dramaturgy.
Here the chorus is not just a form; it has a very important function in the
presentation and disclosure of the idea. In different scenes sounded by chorus
the following verses play the role of an idea leitmotif of the work.

“The holiness of God-called

Notice in your heart we said.

That might and that wisdom

Who can’t see we called blind him.

To the distress of right way

The patient ones we call brave.
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When is said, “Allahu Akbar”

We say “Insanu- Akbar” [2,p.695].

As prof. Maryam Alizadeh emphasizes, “The main idea of the
performanceis fully concentrated in the verses when is said, “Allahu Akbar”,
we say “Insanu- Akbar” repeated by the chorus in separate episodes [2].

According to the press the stage director “H. Atakishiyev’s arrangement
is as expressive as it is simple. He has carefully conceived, analyzed, and
worked on the author’s mind, every fragment of the poem, every message and
inclination. For this reason, a perfect performance was created” [ 5].“The artist
S. Hagverdiyev become aware of the Nasimi era and skillfully embodied on
stage the life and artistic development of that time” [8]. “In H. Atakishiyev’s
staging is found the arrangement of an intricate pace and rhythm of events
with the help of music (composer J.Guliyev).

The intellectual behavior of the actors, their commitment to the realistic
style, the emotional compilation, and the serious search for artistic image
have led to the discovery of many of the most dramatic possibilities that have
ever been seen and have never been revealed” [3].

Thus, “justice voice of the people who fight against darkness for light,
and from prison to liberty” [8] and the performance of “Faryad (Scream)”,
which ended with the victory of Nasimi intercessors, has become one of the
most important events not only in B. Vahabzadeh’s creativity, but also in the
chronicles of our national theater and dramaturgy.

The announcement of 2019 as the Year of Nasimi in Azerbaijan in
connection with the 650™ anniversary of the genius poet under the decree of
President Ilham Aliyev has given a new impetus to the study, understanding
and promotion of the legacy of the great thinker. A festival titled “Nasimi
Year — Nasimi Language” was held on April 12-13, 2019, organized by the
Union of Azerbaijani Theater Workers and the Baku Children’s Theater. In
addition to the Baku Children’s Theater, there are more than 20 performances
and composition featuring Nasimi’s work performed by representatives of
the Azerbaijan State Academic Musical Theater, Derbent Azerbaijan State
Drama Theater, Sumgayit State Drama Theater, Azerbaijan State University
of Culture and Art and the Republican Gymnasium of Art [10].

The Azerbaijan State Academic Opera and Ballet Theater also contributed
to the “Nasimi Year”. The collective of the theater re-applied to the ballet
of Fikrat Amirov, creating a new ballet “Nasimi” based on his music. On
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May 25, the premiere took place on the stage of the Opera and Ballet Theater
stage manager and choreographer, People’s Artist was Kamilla Huseynova, the
author of the libretto Ajdar Ulduz, music director and conductor People’s Artist,
professor Yalchyn Adigozalov, stage artist, Honored Artist Nusrat Hajiyev,
costume designer, People’s Artist and laureate of the State Prize Rafiz Ismayilov.

Leading roles in the ballet performed by Anar Mikayilov (poet Nasimi),
Honored artists Nigar Ibrahimova (Nasimi’s wife), Samir Samedov (Naimi),
and also Islam Mammadov (young Nasimi) and Dinara Shirinova (Nasimi’s
daughter) [11].

Imadaddin Nasimi (1369-1417) has been with us for 650 years, even
though he has lived 48 years physically! And as Bakhtiyar Vahabzadeh said:

“Today calls everyone to be courage

The voice of the poet peeled oft skin.

Breathes for centuries

To our living world of the dead world” [2, p. 697].

Academician I. Habibbbayli rightly writes that it is the perfect self-portrait
of the famous poet Imadaddin Nasimi, who began with the words “There are
two worlds in me, I can’t fit in to this universe”. Lyrical me says in the poem
that “I am with the soul in the world, I am with the matter at the same time”,
looking like bright and magnificent as the invincible mountains is Imadaddin
Nasimi’s image incomparable to the world and time [4].

Conclusion. The idea of an immortal genius poet, “I can’t fit into this
universe” as if has recently been materially confirmed. In connection with the 650th
anniversary of the great thinker the International Astronomical Union (IAU) has
decided to give his name for one of the smaller planets™ [12]. And further Seyyid
Imadaddin Nasimi will enlighten us with his bright light, not only among us, but
also in the heaven she strove, in the darkness of the sky, in the endless sunshine.
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Vidadi Qafarov (Azarbaycan)

Nasimi obrazinin Azarbaycan teatrinda sohna tacassiimii

Maqalodo Nosimi obrazinin Azorbaycan teatrinda sohno tocossiimiindon
bohs edilir. Bu baximdan, xiisusi digqet ¢okon, B.Vahabzadonin Nosimiyo hosr
olunmus “Foryad” monzum pyesindon ayrica danigilir. Pyesin hom Nosimi
soxsiyyati vo diinyagoriisiiniin forqli badii yozumunda, hom do orijinal monzum
dram olaraq milli teatr vo dramaturgiyamizin zonginlosdirilmasinds rolu qeyd
olunur. Miallif vurgulayir ki, 24 mart 1984-cii ildo rejissor H.Atakisiyev
torofindon Azorbaycan Dovlst Akademik Milli Dram Teatrinda sohnoys qoyu-
lan “Foryad” tamasasiin badii-estetik xiisusiyyatlori bu osori milli teatrimizin
on doyoarli tarixi tamasalarindan biri kimi gqiymetlondirmayas imkan verir.

Mogalado homginin, Azorbaycan Dovlot Akademik Opera vo Balet Te-
atrinda iki dofo - 1973 vo 2019-cu illords tamasaya qoyulmus F.Omirovun
“Nosimi dastan1” birpardsli baletinin sohna tarixgasindon s6hbaot agilir.

Acar sozlar: Nosimi, B.Vahabzado, “Foryad”, tamasa, teatr.

Buoaou I'agpapoe (Azepoaiiorncan)

Cuennueckoe Bomjiomenue oopaza Hacumu

B azepOaiizkaHCKOM TeaTpe

B crarpe moBecTByeTCs O CIIGHMUECKOM BOIUIOIICHMH oOpa3a Hacumu B
AzepOaiipkanckoM Tearpe. OTIENbHO pacckasbiBaeTcss 00 0c000 TPHBIIEKA0-
el BHUMaHKE, ¢ ATOW TOUKH 3pEHHsI, CTUXOTBOPHOH mbece «Dapbsimy («Kpuk»)
b.Baxa063ane, nocesiennoi Hacuvmu. OtMedaeTcs 3HadeHHE dTOM MbEChl KakK B
HOBOM Xy/IOXKECTBEHHON MHTEPHPETAIIMH JTMIHOCTH M MUPOBO33peHus: Hacumu,
TaK ¥ B 00OTaIlIEHUH HAIIMOHAIIBHOTO TeaTpa U ApaMarypriuv HOBbIM, OpUTHHAIb-
HBIM CTHXOTBOPHBIM JIPAMaTUYECKUM TPOU3BEIICHUEM. ABTOP OTMEYAET, UTO Xy-
JO)KECTBEHHO-ICTETHIECKUE OCOOCHHOCTH CIIEKTAKIIS «Daphsiy, MOCTABICHHOTO
I ArakummeBbiM 24 mapra 1984 rona Ha ciieHe AzepOaipKaHCKoro AkaieMmude-
ckoro Harmonanmsroro Jlpamaruueckoro Tearpa, O3BOJISIIOT OIIGHUTH 3TO MPOU3-
BEJICHHE KaK OJTHO M3 CAMbIX 3HAUYMTEIIbHBIX UICTOPUICCKUX MPOU3BEIICHHUH.

B crarbe Takke UAET pedb O CIEHUYECKON Cyap0e OMHOAKTHOTO Oanera
®.AmupoBa «Ckazanue o Hacummy, KOTOpBI OBLIIO IOCTaBJICH ABAXKIbl — B
1973 u 2019 rogax B AzepOaiimxanckoM ['ocynapcTBeHHOM AKaJIeMUYECKOM
Tearpe Oniepsrl u banera.

Knroueevie cnosa: Hacumu, b.Baxa63ane, «Dapbsiny, CIEKTaKIIb, TeaTp.
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IDENTIFICATION OF PORTRAIT FEATURES
OF SHAH ISMAIL I ACCORDING TO THE 16™ CENTURY
EUROPEAN SOURCES

Abstract. Although several portraits of Shah Ismail I — the founder of
Safavid State of Azerbaijan are known today, there is no detailed research
works on the true author of these portraits, when and under what circumstances
they were painted. For the first time, the identification of the portraits was
classified according to two different criteria: the first for outward signs
(clothes, ornamental accessories, hat, etc.) and the second for anthropometric
signs. The image of Shah Ismail I was analysed comparatively with the
portraits of Yavuz Sultan Selim, their different peculiarities were revealed.

Key words: Safavid state, Shah Ismail I, portrait, comparative analysis,
identification.

Introduction. The Qizilbashs were heard not only in the region, but in the
whole world, especially in Europe from the first years of the 16th century. The
Qizilbashs entered Tabriz under the leadership of Shah Ismail I in autumn of
1501 and Ismail declared himself shah (king). In a short time, his fame spread
all over the world and travelers, diplomats and merchants from various places
traveled to Azerbaijan and Iran. Various rumors and legends were told about
Ismail I. it should be noted that Ismail I was known as “Sufi”, “Sophie” and
“Sheikh” in Europe. News about Ismail Sufi began to be heard in the West after
he declared himself shah. Professor of Notre-Damme University Margaret
Meserv wrote in detail about news about Ismail I spread in Renaissance
Europe in her article “Sofi. News about Shah Ismail in Renaissance Europe”.
Some news was that Ismail adopted Christianity or he was the creator of a new
religion, which was completely contradictory to Islam or he was savior and
even a prophet for all Christian nations. It is narrated that Ismail’s supporters
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were too devoted to him, they could give their lives as a sacrifice for him.
Zuan Moresini, who wrote letter from Damascus in 1508, presented Sufi as
the ideal prince of the Renaissance: “His face was clean-shaven, he had great
writing skills and he was hard working, a great just, completely devoid of
greediness, and even more generous, nicer than Alexander.” [1, 2].

Our systematic researches, which have being carried out since 2003, show
that today there are a number of portraits of Shah Ismail — the founder of the
Safavid State of Azerbaijan. Unfortunately, there is no detailed research work
on the true author of these portraits, when and under what circumstances they
were painted. First of all, the solution of this problem may be possible due to
the scientifically based identification of the features of the portraits of Shah
Ismail I.

The identification of the portrait painted in the 16" century involves the
determination of accordance degree of specific features in the portrait with
information on the person portrayed in the portrait in historical sources. There
are two points here:

Firstly, additional outward signs, they are mainly clothes, jewelry,
ornaments, hat, various accessories, etc.

Secondly, anatomical signs, they are person’s gender, anthropological
peculiarities, body’s structure, age, hair color, nose, eyes and ear shape, etc.

This anthropometric identification system that we introduce was created
by a French lawyer Alfonse Bertillon in the late 19" and early 20™ centuries
[3], later was improved by R.-A.Reiss [4].

The research task of historical sources, documents, miniature paintings,
etc. about the abovementioned directions, i.e. anthropometric and outwards
signs has become essential in connection with Shah Ismail’s personality.

Information about Shah Ismail’s outward features

The Qizilbashs’ movement spread widely in Azerbaijan with Shah Ismail’s
coming to power. There are different views about this sect in historical
sources. For some assumptions, Hazrat Ali participated in wars with a red
crown on his head. For this reason, the Qizilbashs used these clothes [5].
According another assumption, Shah Ismail signed a treaty with Bayezid II
and transferred his warriors from Anatolia to Syria. These warriors wore red
wrapper made of fine material. According to S.Naghiyev, the Qizilbashs were
called because they tied 12 red stripes wrapper in honor of 12 Shi’a imams

[6].
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Art critics from the countries of Central Asia also support this idea [7,
8]. A researcher of the Institute of History, Archeology and Ethnography of
Tajikistan Academy of Sciences Mubina Mahmudova wrote in her article
“Color shades of the Tajiks’ traditional clothes according to medieval written
sources””:

“The Safavids and their warriors wore red hood to be distinguished
religiously and militarily and called themselves Gizilbashs. Such headwear
was worn to signify the differences of the religious confessions of the
Safavids and those who wore this headwear envied Ali — the first of the
twelve imams and the fourth caliph. Therefore, this headwear was 12 slices
in honor of the 12 imams” [9].

In our opinion, the leader of the Qizilbashs Shah Ismail I couldn’t avoid
these clothes as a notable person. Shah Ismail Khatai’sghazals confirmed the
abovementioned opinions about the Qizilbashs’ headwear.[10].

The identification of a portrait preserved in Topkapi Palace Museum
in Istanbul and known as “Sultan Selim” waits also its solution. There are
several portraits of Sultan Selim in museums around the world. The portrait
in the Topkapi Museum resembles Shah Ismail for some features. There are
several peculiarities in the portrait that are not typical for Turkish sultans:

— The first thing is that the person in the portrait wears only one earring

(mengush) in his ear.

— The second thing is the red crown (turban) on the person’s head.
— Third thing is a pearl amulet on the person’s neck.

According to historians, Sultan Selim I “was a ruler who did not love
jewelry” and it is inconceivable for him to wear such an amulet.

The character in the portrait differs from the face in the portrait of Sultan
Selim [ that is preserved in the Reinhard Huasen castle in Germany.

There is a high probability that the portrait named as Sultan Selim in the
Topkapi Palace belongs to Shah Ismail I. It is pretended that this portrait was
painted by an unknown Hungarian artist long after Sultan Selim’s death. The
person in the portrait was described with moustache, red headwear and earring
in his one ear. There is no information on earrings in the book “Selimname”
about Sultan Selim’s life [11-15]. Turkish researcher Erhan Afyonju wrote
in the monograph “Yavuz’s earring” that the portrait resembles more Shah
Ismail than Sultan Selim. It should be emphasized that many Turkish Internet
resources express strong opinion that the portrait doesn’t belong to Sultan
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Selim. The red headwear and 12 slices crown that were described in the
portrait increase the probability that the portrait belongs to Shah Ismail.
The red crown (turban) in the portrait was stylized in miniatures of the 17"
century artist MuinMusavvir and it is considered as same as the Qizilbash’s
crowns. It should be noted again that the character in the portrait was
described with mangush (earring). E.Afyonchu pretends that this peculiarity
was characteristic of the Qizilbashs [16]. There are numerous characters
with mangush in miniatures concerning the Safavid period. A number of the
Safavid clothes were represented in the book “Antique and modern clothes
in the different places of the world” of Venetian artist Cesare Vechellion.
“Iranian Shah’s clothes” was described on the page 460 of the book, which
was published in Paris in 1860 and in two languages. Undoubtedly, the Shah
of Iran means the Safavid Shah. It couldn’t be otherwise in the 16th century.
Shah’s clothes are accompanied by the following annotation:

“The Shah of Iran is wearing a turban made of silk. We see a gold crown
ornamented with beautiful, precious stones at the top part of the turban”
[17].

These ideas also confirm some kind our ideas about the portrait preserved
in the Topkapi Palace. There are several variants of this portrait in graphic
style. Most likely, all these portraits were copied from one sample.

Information on anthropometric peculiarities of Shah Ismail

A research work “Shah Ismail I’s life and personality — 1487-1524”
was carried out in Edinburg University in 1981 [18]. This work, which is a
dissertation fora Doctor of Philosophy by aresearcher Muhammad KarimYusif,
is sufficiently wide and comprehensive research work. The 3™ chapter of the
dissertation is titled “The appearance, personal habits and intellectual life of
Shah Ismail”. It is noted in this chapter that Italian traveler Giovanni Maria
Angiolello lived in Shah Ismail’s palace for a while. The traveler’s memories
about Shah Ismail’s appearance were used as true information in M.K.Yusif’s
dissertation:

“This Safavid ruler was a fair, handsome and nice person, who was not
too tall, with full body, wide shoulders, red hair, moustache, used his left hand
more (left-handed). He was more courageous than his warriors” [18].

It was noted that Shah Ismail was white-faced with red hair, shaved
face only with long moustache in other works. We have investigated the
information on Shah Ismail Khatai’s appearance in his ghazals and come to
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some conclusion. It is interesting that there is a couplet among Shah Ismail
Khatai’sghazals which praise often shaving his face and it confirms our view
about his appearance [19]:

Gol toras et xattini, sahi-cahan {i¢ giindo bir,

Ta olasanafati-dovri-zamanii¢giindabir.

Literal translation:

Let’s shave, the king of the world, once every three days,

To become the most handsome of the world once every three days.

It should be also noted that Shah Ismail was described with clear shaved
face, but with long moustache in majority of the Safavid miniatures.

If we pay attention to the Qizilbashs’ turbans in miniatures painted by
palace artists during Shah Ismail’s reign, it is supposed that the turban was
described incompletely in the portrait preserved the Uffizi Gallery.

The portrait of Shah Ismail I in Uffizi Gallery was mentioned as Bellinis
in the Azerbaijan Soviet Encyclopedia [20]. It was noted in the encyclopedia
that this portrait was painted by Bellinis. During our research at the Uffizi
Gallery and Library we determined that this portrait was painted by
Cristofano dell’Altissimo during 1552-68, i.e. after Shah Ismail I’s death.
The height of the portrait is 60 cm, the width is 45 cm, which was painted
with oil paint on the wood. We consider that the portrait was painted with
the technique characteristic of Florence school of painting. The author of the
work Cristofano dell’ Altissimo was an artist of Florence school of painting.
Cristofano dell’ Altissimo was born in Florence in 1520, he was a student of
Pontormo, but later of Bronzino. The influence of Bronzino is felt clearly
in Cristofano’s works. He copied portraits preserved in Paolo Gioviono’s
collection in Como by Cosimode’Medici’s order for a long time since 1552.
This portrait collection is called “Giovio series” and preserved in Uffizi
Gallery at present. Another interesting fact is that when Cristofano copied
some portraits, he made some changes in the solution of portrait composition,
somehow he assimilated the work, painted it in his own way. But we analyse
the existing painting in any case.

Paola Giovio was a brilliant intellectual, humanist scientist, doctor and
collector of his time. Paola Giovio, who was an author of many works,was
also known as an author of biographical books reflected the lives of famous
people of his time. His most interesting work is “Elogia virorum bellica virtute
illustrium” (The names of notable military forces — EA) for us. The book was
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published in 1554 and later it was published many times. In our opinion, Paolo
Giovio used notes of many travelers, including Maria Angiollello to write this
book and it is possible that both portraits of the Safavid ruler were painted
on the basis of these notes. Sufi was known as a sheikh, a savior and even a
prophet in Europe. It is rumoured that he was very strong, humanistic and fair.
That is why rumor about Sufi’s adoption Christianity spread, he was expected
to be a savior for Christians and Europeans. It is possible that Shah’s face was
described spiritual, nice and bright in the portrait by Cristofano because of
abovementioned reasons. Paolo Giovio also talked about Ismail I with great
respect in his work:

“Ismail Safavi, Sufi, who is brilliant person with bright face, is the only
person whose reputation and fame have reached every corner of the world as
1 remember” [21].

Conclusion. As we get acquainted with the 16" century European
sources, we see a great interest in Ismail 1. Nearly all the European powers
longed for following Shah Ismail’s life and activities. From this view point,
the 16" century European travelers, diplomats and merchants’ safarnames
(travelogue) give us some information about Ismail’s appearance and his
way of life. Investigation of these sources will help us in finding the original
of Ismail I’s portraits, their identifications, answers to questions about the
authors and under what conditions these portrait were painted.

REFERENCES:

1.  Margaret Meserve. The Sophy: News of Shah Ismail Safaviin Renaissance
Europe. // Journal of early modern history 18 (2014) 579-608.

2. Zuan Moresini, in Sanudo, Sah Ismail, 135-46, at 140; Brummett,
“Myth of Shah Ismail,” 338.

3. https://ru.wikipedia.org/wiki/beptiibon_AnbhoHc

4.  Peiicc P-A. Cnoecubiii moptpeT. Omo3HaHWE U OTOXKAECTBICHUE TMIHOCTH
o merony Anbsonca beprunnona. [leproe m3nanue. (O6paboTaHHBIN U
nononHeHHsIi iepeBoa K.ITpoxopora). — Mockga, 1911, 154c.

5. Savory Roger.Ahmet T.Karamustafa. “ESMAIL 1 SAFAWI”.
Encyclopaedia Iranica, Vol. VIII, Fasc. 6. pp.628-636. http://www.
iranicaonline.org/articles/esmail-i-safawi

6. Nagiyev S.F. Qizilbaslhq haqqinda. (elmi red. O.9fondiyev). — Baka:
“Obilov, Zeynalov vo ogullar1” nogriyyati, 1997, 32s.

43



N1 (71)

Incasanat vo madeniyyat problemlari / Problems of Arts and Culture / ITpoGeMbI HCKycCTBa i KYJTBTYpbI

7.

10.

11.

12.

13.
14.

15.

16.

17.

18.

19.

20.

21.

Myxkmunosa P.I. Koctiom HapomoB Cpenneld A3uu mo NUCbMEHHBIM
ncrounukam XVI B. // Koc—Tiom HapomoB Cpenneit Azuu. M., 1979,
247 c. c.70-77.

Pamxa6osa JI.K. McTopudeckas 3BOIIONNS HAPOAHOTO KOCTIOMA TaJl-
KHUKOB (TpaHcpopMalys BEpXHEH 01Xk abl): AUCCEepTALIUS ... KaHU1aTa
ncropuueckux Hayk. — 2016, 169 c.

MaxmynoBa M.M. llBeTroBasg ramMma CpeIHEBEKOBON TpPaAUIMOHHON
ONCKIBl TA/DKUKOB TI0 MarepuajaM IHChMEHHBIX HCTOYHUKOB)Y,
Becruuk TT'VIIBII, 2017, Ne 2, ¢.36-50. (ISSN 2413-2004).

Sah Ismayil Xotayi. Osorlori. — Bak1: “Sorq-Qoarb” nasriyyati, 2005,
s.82-83; 5.150-151.

Idris-i Bitlisi. Selim Sah-name. (haz. Hicabi Kirlangic). — Ankara:
Kultur Bakanlig1 Yaymlari, 2001.

Ahmet Ugur. The Reign of Sultan Selim I in the Light of theSelim-name
Literature. — Berlin: Klaus Schwarz Verlag, 1985, pp. 28-64; 65-145.
Sukri-1 Bitlisi.Selim-name.(ed. Mustafa Argunsah), Kayseri, 1997.
Tansel Selahattin.Yavuz Sultan Selim. — Ankara: Milli Egitim Basim
evi, 1969.

Filiz Cagman, Zeren Tanindi.Topkapi Sarayr Miizesi, Portreler. —
Istanbul: Yap1 Kredi Publications 1984.

Afyongu Erhan. Yavuzun kiipesi. — Istanbul,“Yeditepe Yaym Evi”,
2017, s.15.

Cesare Vecellio, Costumes anciens et modernes: habitiantichi et
moderni di tuttoilmondo. — Paris, 1860. s. 464

Karim Youssef Iamali Mohammed. The Life and Personality of Shah
Ismail 1 (1487-1524). Thesis submitted for the Degree of Doctor of
Philosophy, University of Edinburg, May, 1981, 147 p.

Sah Ismayil Xotayi. Osorlori. — Bak1: “Sorq-Qorb” nasriyyati, 2005,
$.82-83; s.150-151.

Azorbaycan Sovet Ensiklopediyasi, “Bellinilor” moqalasi. — Baki: ASE
nosriyyati, 1977, II cild, s.83.

Paolo Giovio Elogi degli uomini illustri. — Torino, Einaudi, 2006. pp.
786-787.

44



ncasanat vo madeniyyat problemlari / Problems of Arts and Culture / TTpoGieMbI HCKyCCTBa 1 KYJTbTYpbI NI (71)

Elsad 9liyev (Azarbaycan)

XVI asr Avropa manbalarina asasan I Sah ismayilin

portret cizgilorinin identifikasiyasi

Azorbaycan Sofovilor dovlotinin qurucusu I Sah Ismayilin giiniimiizo
godor golib ¢ixmis bir ne¢o portreti moalum olsa da, bunlarin asl miiallifi, no
vaxt vo hansi soraitdo ¢okildiyi haqqinda otrafl1 todqiqat isi mévcud deyil.
Miixtolif monbolords I Ismayilin xarici goriiniisii ilo bagl bir cox molumata
rast golirik. Apardigimiz todqiqatlar multidissiplinar xarakter dasiyir vo asas
mogqsadi I Sah Ismayilin mdvcud portretlorinin sonoatsiinasliq baximindan
identifikasiya edilmosidir. Portretlorin identifikasiyasi li¢iin ilk dofo olaraq iki
forqli kriteriyaya goro tosnifat aparilmisdir: birincisi xarici slamatlors (geyim,
bozok aksessuarlari, papaq vo s.) gors vo ikincisi antropometrik olamotlor. I
Sah Ismay1l obrazi1 Yavuz Sultan Solimin portretlori ilo komporativ tohlil edil-
mis, onlarin forqli xiisusiyyatlori askara ¢ixarilmisdir.

Acar sézlar: Sofovilor dovleti, I Sah Ismayil, portret, komporativ tohlil,
identifikasiya.

Invuiad Anues (Azepoaitorxican)

HNnentuduxanns noprpernnix yept llaxa Ucmaunaa IlepBoro

Ha OCHOBe eBpomnelcKkux ncrounnkoB XVI Beka

XOoTs 10 cuX Mmop ObII0 0OHAPYKEHO HECKOJIBKO MOPTPETOB OCHOBATEIIS
I'ocynapctBo Cedeumnon lllax Mcmanna. K coxaneHuto HET HOAPOOHBIX HC-
CJIEIOBAHUI ATUX MOPTPETOB U UX UCTUHHOTO aBTOpa. CyIIEeCTBYET HECKOIb-
KO MCTOYHUKOB IJI€ Mbl MOKEM HalTu nH(pOpMaIuu o BHelHeM Buje Mcema-
nia. Hamm uccnenoBanus SBISIOTCS MEXAUCIUILIMHAPHBIMU, U OCHOBHOU
LEeNbI0 SABISIETCS BBIABIEHUE CylecTByomux noprperoB lllaxa Mcmauna
[lepBoro ¢ Touku 3peHusi UCKyccTBa. BriepBrie mOpTpeThl ObLIN KiIaccu(u-
LMPOBAHBI 10 JIByM Pa3IHMUHbIM KPUTEPUSIM: TIEPBBIH — JIJIs1 BHEIIHUX 3HAKOB
(omexxna, IEeKOpaTUBHBIE aKceccyaphbl, IUIANA U T. [.), BTOPOH — AJIs aHTPO-
nomeTpuueckux 3HakoB. O0pa3 Illax Mcmanna Obu1 BcecTopoHHE MTpoaHaIu-
3UpOBaH ¢ MOMOIIBI0 OpTpeToB SBy3a Cyntana Cenuma, U ObLITU BBISBICHBI
UX OTJIUYUTETIbHBIC YEPTHI.

Knroueevie cnosa: TocynapctBo Cedeunon, [llax Memann I, moprper,
CPaBHUTEIbHBINA aHAIH3, UICHTHU(PUKAIUS.

45



N1 (71) Incasanat vo madeniyyat problemlari / Problems of Arts and Culture / ITpoGeMbI HCKycCTBa i KYJTBTYpbI

UOT 745/749

Sevil Sadikhova
Dc. Sc. (Art Study), Professor
Azerbaijan State Academy of Fine Arts
(Azerbaijan)
E-mail: ss57@list.ru

ARTISTIC PECULIARITIES OF AZERBAIJAN DRESS
OF SAFAVI PERIOD

Abstract. The analisis of all kinds of dreses of Safavi period — the period
of flourishing of Azerbaijan culture in the epoch of mature feudalism where
the author appeals to materials of fine arts — miniatures.

As aresult of the complex consideration of concrete information about the
evolution of the dress in Azerbaijan at the end of the XVI — beginning of the
XVII centuries which were extracted from the monuments of fine arts there
were revealed the appropriatenesses of the formation of main types of forms
and details of Azerbaijan national dress, determined the artistic originality
of Azerbaijan suit and its connection with the world outlook and ideals of
the people. Safavi suits presented in miniatures are classified according to
various social and age groups, considered military suit, analysed ritual dress,
revealed its functions as one of components of rites and customs of Azerbaijan
population at the given space of the time.

Key words: Azerbaijan, suit, Safavis, medieval miniatures, artistic
peculiarities.

Introduction. To study the material culture of Azerbaijan in the Middle
Ages is supposed as one of the actual problems of national art history.
Examples discovered and researched give us much valuable information.
Due to it, we can get opportunity to describe full development processes in
social contacts and relations of intellectual level public not only in the Middle
Ages Azerbaijan but also in all countries of Middle East. Study of material
culture in detail helps us both to discover new pages of the Art of Azerbaijan
and provide us with new information about our past. These histories give us
opportunity to learn future.
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Serious study of the art heritage of Azerbaijan people on the way is a
main factor in studying of decorative-applied arts such as carpet weaving,
ceramics, metal craft, art of textile and etc. In this respect, study of the dress
history, inseparable part of national culture, is much important part. In that
field human act is synthetic regarding its nature. It means that, it focuses on
itself both production and elements of art craft. The type of the dress, which
includes itself material, sewing, jeweler items and other types of accessories,
carries economic, social and esthetic functions simultaneously.

Study of the dress helps not only to understand correctly art crafts but
also identify miniature wall ornaments, exact historical date of ceramics and
metalwork’s, and also determine their belongings.

Obtained information about the history of dress, may be helpful revealing
weak studied fields of culture history of every nation. Study of dress may
mediate to identify industrial and art is tic, level in different periods, cultural
and historical relation with other nations, present traditions and other
peculiarities of people.

Dress is related to the history of nation, and dress reflexes national features
of the people as much as other factors of culture and assists to study cultural-
historical relations among nations. However, study of the development of
dress faces different difficulties. So, comparing to samples of architecture,
wall and miniature painting, which are remaining up to day, examples of the
dress almost are not kept by now. It is exclusive case that fragments of clothe
materials or separately clothes have been remained by now. It is to difficult to
study the dress types of the middle ages, as museum collections of our country
don’t possess exhibits of dresses of the Azerbaijan nation more ancient than
of XIX C.AD.

Miniature painting that was a decoration of the middle Ages’ manuscripts
of Azerbaijanis is a specific source for studying the dresses in XIV-XVI
centuries, the most developed period in the culture of Azerbaijan.

Different manuscripts that are preserved up to now are important parts
of cultural treasure of both eastern nations and the Azerbaijani. Esthetic art
pleasures of our nation, who created monuments of literature and art, were
reflected in the specific examples of the Azerbaijan miniature art in the
manuscripts.

In it is necessary to note the role of Azerbaijan outstanding miniature
painters of the middle ages who represented rather well the culture of the
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Islamic East. Their works give well enough information on modes of dresses,
shape and sewing of the dresses, hats and head dressings and accessories of
dresses used by the Azerbaijan society in that period.

The studying of obtained materials widely and of material culture deeply
show actuality and importance of investigation of the dresses in the Middle
Ages of Azerbaijan.

The miniature painting that was the most developed brand of the art of
Azerbaijan in the middle ages and impacted strongly the progress of all types
of art and decorative patterns of the period. Art structure, regularities and
rules improved by profession have formed definite sides of artistic form in
decorative works almost during one century. Carpets with artistic fragments
and items with images, of humans multiple examples manufactured
from ceramics and metal, all are different types of art crafts, can prove
abovementioned statements visually.

The Azerbaijan miniature painting gives opportunity to perceive correctly
history of the region, cultural relations and various. Specifies Azerbaijan
miniature works are illustrating traditional cases historic events and classic
literature.

Characteristic feature of rich materials collected due to the books of
miniatures by famous miniature-painters of Azerbaijan is that it is very close to
real life and widens the entire subject. In addition to traditional fiction stories
and episodes dedicated to the palace life, life-style of ordinary people, their
labor, nomads’ life-style, description of peasants and the dervish (itinerant
hermits) are described in those works. With these descriptions, it is possible
to create notions about mode, shape and cutting of dressing, head dressings
and materials used by various circles of society of Azerbaijan. So Azerbaijan
miniatures may be used as the richest source.

In the middle ages the dress of ten was supposed as a great richness. The
dress reflecting the unity of creative enthusiasm and ownership in itself was
one of indications of economic development.

As an integral part to personal property, personal garment was shared
for children and handed over from generation to generation. Clothes were
presented as a symbol of respect by high ranked persons. You can see in
the miniature painting by Mirza Ali in 1539-1543 which was devoted to
Nizamis’s poem “Khamsa” that the Shah presents the most valuable array to
Barbad, who was supposed as famous musician in the middle ages.
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The middle ages fashion was at the end of its culmination point at the
time of Safavis. Refined taste, luxuriance and grandeur of the new fashion
was reflected itself in rich designing of clothes of the Nobles. Note that,
alien elements of the Middle Ages were appeared mostly in the clothes of the
Safavis. It was felt in being plenty of fittings and eccentric components and
especially showed itself in men’s clothes. The luxurious robes were completed
with majestic turbans decorated with bird feathers and precious stones.

The painters of the middle ages portrayed the natural elements such as
underwear, trousers, and precious belts, personal weapons, and some utilitarian
things with the greatest pleasure. However, the Safavian’sfashion was not out of
these portrays. First the Heart fashion, and in XVII the Persian fashion became
to be strengthened as the capital had been transferred to inner part of Iran.

Traditional head-gears of the medieval shahs were crown. The crown
formed semi-spherically was encircled with garland with precious stones.
That double crown, indicating title of Shah of the shahs, expressed durability,
authority and staunches in itself. In the solemnized group portray scenes
we may see various caps and the Far East style head gears worn by family
members of shah. There are caps like shawl which top was decorated with
fan-shaped plumages and small original caps like hats amidst them.

There was forepart like neighbor sides of hat that can be opened and
covered (in sunny and dusty times). Wealthy persons put bird feather for
beauty on top of such caps. They were wearing circular shaped turban tied
up with kulah (in 1:2 relatives from height to width). The kulah was tied up
with material so that the folds to be directed from lower to upper. And the last
round of the material cut these folds from upper to lower.

At the end of XV, when the Safavis owned fully the throne the inclination
toward luxury was getting increased in the costumes of nobility. The Safavi
wear style was getting to be complex, decorations were rich and the golden
leather belts were added to cloth assembles. Outside wear named as faraj,
which was put on shoulders, decorated with rich embroidery in breast and
shoulder parts, hanged over free and provided with “deceitful” leaves spread
widely. As to F.Gottentor, such “deceitful” sleeves had been formed from
the wears of the Parthian. The distinguished side of these farajs was to be
horizontal nooses in the breast part.

That oriental robe, as a symbol of dignity and privilege position, messaged
that a man wearing this robe wish to be selected and being in romantic world.
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This robe was covered quite the man and in origin mean human body lost
inside the robe.

The robe was sewn from coarse material, which was tempered with metal
plates by surface part that made the robe very rough. This kind of wear liked
holiday packet fitted around of body. The noblemen wore it especially as
ornament and symbol of class affiliation.

The most specific side of the Safavi wear was changing of head gears.

As known from history, the skin Azerbaijani warriors were called as
“gizilbashes” (a military class in the army of Shah Ismail) in XVI as they were
wearing red cap with thin top and tall kulah and wound a bandage around it.
Noblemen and high ranked persons put 12 precious stones or drew golden
lines on the turban.

Nobles wearing and precious and stone over such head gears (in this
meaning great stone was devoted to the prophet Mohammad and the rest
small stones to 12 Imams).

In XVI, in addition to the turbans with sharp end red heads, it there were
ordinary non decorated turbans. Such types of turbans were spread widely
especially in XVII. These were sewn from various materials and wounded
head after with small cap — arakhchin and kulah (head gears). Color, size and
even twining top were taken according to special rules e.g. wear rules of those
times. The most used turbans were white. Shah, Vizier and high ranked priest
were wearing green colored turbans. Men who were not obeying to the Islam
religion were required to wear different colored turbans. For example, the
Armenians wore black or blue, the Jews yellow turbans and etc.

According to the principles of Moslem religion, size of turban was to be
responding to neck of dresser. The reason for abovementioned tradition is that
the turban was not only used for twining head but also as table-cloth, waist-
band and shroud.

Respected persons, such as scientists, poets, painters used to wear turban
in much bigger sized turbans. There was special rule to dress the turban
overhead. Generally, scientists, poets, painters would leave the turban dressed
over head on their shoulders and tied its tip down chin when they are in pray.

As the Medieval Azerbaijan was a feudal — patriarchal state, religion and
clerics played chief role in public administration. Therefore, miniaturists
applied to paint mostly images of clerics. Their category of religion is stated
with green turban, as they were generated from the generation of prophet
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(seyid). They would wear these turbans over cone oval caps made of red wool
and thin felt called as fas (related to Fas city in Morocco).

The devout used to keep one tip of the turban hanged over left shoulder
and pinned this tip right temple by passing under chin when they prayed. The
turban named as takhtulkhanag was decorated with sewing and in the end
fringed.

In addition to types of clothes and sewing in the same cut, the clothes
of clerics are different than clothes of lawmen. As miniatures portrayed the
images of Imam and clerics, the clothes of clerics were sewn of one colored
material having no decoration. Some works such as “Shah and dervish”
by Hilali (1537-1538), S-Petersburg), “Shahname” by Phirdovsy (Tabriz,
1537, New York, Museum of Metropolitan) “Khamsa” by Nizami (Tabriz,
1539-1543, London, British Museum,) and etc. affirmed abovementioned
conclusions. In many times, the clerics used to wear perpendicular stripy wide
robes after straight cut clothes and dressed waist — band. It is assumed that the
waist-band was sewn the same cut with clothes. Distinctive feature of cleric’s
clothes is to add shoulder-scarf called as taylashan to their dressing style.
The same cut shoulder-scarves were an attribute of clerics dressing style in
Middle Asia and Turkey.

Sleeves of the clothes worn by clerics were so long that it covered their
hands. That was a statement that the clerics used to wear such styled clothes
devoted himself to his religion, The God, obedient and not occupied with
worldly vanity.

There are hermits called dervish, who lived their life traveling, in the middle
ages in Azerbaijan. The dervish lived in the dervish residences named as or
takiyya convents or khanagah together with their sheikhs. Ovliyya Chalabi,
Turkish traveler, who dealt with dervish’s takiyyas, wrote that numbers of the
dervish there been around 160.

In our miniatures, the dervish has been portrayed with clothes like clerics.
However, there is one distinction that some dervish didn’t have outdoor robe and
the rest used to dress the robe in naked body and tied it with waist-band. Written
sources inform us about the long lap clothes made of wool material and lined of
cotton named as rida, which used to caver shoulders of dervish. The dervish used
to wear turbans called as daragayi and parishani. It is known by sources of middle
Ages that these turbans had been symbol of ascetic and wander life style of the
dervish who was accustomed to live lees comfortable and nonchalant life.

51



N1 (71) Incasanat vo madeniyyat problemlari / Problems of Arts and Culture / ITpoGeMbI HCKycCTBa i KYJTBTYpbI

Besides, we see one more interesting cap in Azerbaijan in XVI-XVII. This
cap is tall height three-cornered kulah made of thick material and decorated with
ornaments by top side. We see the name of Ali (the fourth caliph) embroidered
with beautiful handwritings one by one in the top of cap. Such handwritten
kulahs were used to be worn by the dervish. The pilgrims, some beggars and
dervishes used to have a big cup made of pumpkin rind of cocoas on their waists.
They collected alms into that cup and used the cup as meal dish. Additionally,
the dervishes carried a small axe that was one of traditional attributes of monk
cloth, mace battle chain, short spear or sword in some sufi dervish orders. As
it is portrayed in the miniature paint named as “Shahzade and choban” (Prince
and Herdsman) (1613-1614) by Ali Ryza devoted to Abdurrahman Cami‘s work
“Shabkhat and Ul-ubrar”, the dervishes used to wear a ring shaped earring.

Literary-historic images used by miniaturists in their paintings describe
life-style, traditions and customs of ordinary people. These miniatures give
us impression about the clothes worn by ordinary people in Azerbaijan in
Middle Ages.

Looking at different artisan, craftsman and peasant portrayed in the
miniatures, we get a chance to know about specific peculiarities of clothes
of ordinary people. Many portrayed gardeners were described with bare feet
and short shirt. Sleeves of long robe dressed after short shirt were rolled up
and laps were pierced to cloth material belt named as futa that dressed around
waist. The gardeners used to wear sharp pointed caps named as darkulah in
20th of XVI. In some miniatures the gizilbashkulahs were portrayed as curved
by point. This cat was replaced with turban and soft caps with fur by outskirts
in 30-40™ of XVI.

The masons were portrayed in caps made of soft material and round
turbans bandaged with oval material.

As portrayed in the miniatures “Madrasada” (in the religious school of
Moslem) (1537-1538) of manuscript “Shah and dervish” by Hilali, water
carters used to wear wide robes and high leather boots. Traditionally, they
carried aftafa (a jug with a long spout used for ablutions) in one hand, and jug
on their shoulders.

Clothes of porters, who were the poor class of public of the middle ages,
were short robe and short trousers covering knees only. Traditionally, the porters
were portrayed in bareheaded and bare feet. Main things of them include specific
pillows named palan that made for carrying goods on their waist.
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The peasants were portrayed mainly in house-life style of nomads in the
miniatures of the Azerbaijan painters. We can take an example the miniature
“Akinchi” (Ploughman) painted by Mahammadi in 1578 and kept in Luvr by
now. The ploughmen were portrayed in trousers by knee in either white or
one color only and shirt rolled up by arms in various miniatures of Azerbaijan
painters.

Caps of herdsman were decorated with bundle caps and caps of wood-
choppers were decorated with small turbans and red darkulah. The White shawl
or white arakhchin worn under the kulah proves that the kulah was used to wear
overhead but over the arakhchin or over tarliy which was a thin oval cap.

As to fishermen, they would dress round padded caps named as terbush
that spinned with pieces of rages.

To obtain an impression about men’s funeral clothes, we should refer to
scenes with crying of literature heroes described in “Shahname” manuscript
of Firdovsi (Washington, the gallery of Frir). As we see in the miniatures,
only the clothes for funeral ceremonies have not been found in Azerbaijan
men’s wardrobe.

Often men would dress outdoor clothes on naked body and tied these
clothes with waist-band.

Colors in decorative-applied arts of Azerbaijan have a symbolic sense.

Researching men’s clothes of the Middle Ages, it becomes known that
revolution in clothes had been related to changes in economic and cultural,
and as well political life of country and mutual cultural relations between the
Azerbaijani and other nations in different times.

Although human imagination was a conditional in the art of Middle Ages,
masters of art in Tabriz could find the sense of the topic.

Military uniforms and weapons of the Middle Ages, which is less studied
field of material culture of Azerbaijan, attain much interest.

Elements of military uniform were emerged in order to strengthen military
discipline and distinguish its army from enemy in old times.

In oldtimes, a man having ability to carry a weapon was a soldier and
would go to war in his usual clothes. Azerbaijan army had infantry and
cavalry troops.

Garagoyunlu and Aggoyunlu had two types of troops that one of them was
Padishah guards and groups under vicegerents’ command. Moreover, there
were a regular and irregular battle groups formed by the feudal.
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The Safavi state hadn’t regular centralized army. During war, the army
would be formed from separate feudal troops of the bey (title was given
to the noble man at those times) who were rulers of provinces. Military
affairs had been an exclusive right of feudal. They managed to move the
army back and forward themselves. Such militaries formed from combined
troops and fight groups, which were called as mulaziman and nukaran were
armed by feudal that were leaders of tribes. In addition to combined troops
named as charik, there was a corps of guard courchies that served for shah’s
Excellency. The courchies being as Praetorian Guard were infantry tribal
troops supplied with arms such as swords, shields, arrows, spears, battle
axes and cudgels. The army was divided into tens, hundreds and thousands
leaded by lance-corporals, master sergeants and military leaders (captains
and colonels).

Despite much valuable information about history of military operations in
handwritings of the middle ages, there is no any information about peculiarities
of military uniforms.

Mass and face to face battles were the most interesting topics for
miniaturists of Azerbaijan. We may see them in Great Tabriz’s “Shahnama”
of 1330-1340 (Paris, G.Vever’s collection) in Tabriz copy of “Shahnama” of
1370 (Sank-Petersburg), in researched copy of Nizami’s “Khamsa” in Tabriz
in 1524 (New York, The Metropolitan Museum) and in many other works.
The miniaturists of Azerbaijan portrayed the military arms and uniforms used
in fights as to their personal imaginations.

So, researching miniature paintings of XIV, we see soldiers with long —
sleeved and well enough long sleeved caftans. Clothes of military men were
sewn from the red, blue and violet color uniform materials.

It is known from archeological archive information that, from beginning
of VII-VIII centuries, there were armours made of small metal rings. Ringed
armours that had been the most important protective arm up to Late Renaissance,
at first times were long-sleeved shirts. These armours covered all body of a
soldier beginning from throat. Neck and face were covered with ring shoulder—
strap hanged from helmet. Helmets clinched by iron and bronze were complete.

Such arms were finished with shoulder-strap and military belts protecting
shoulders and belly. Caftans made of thick silk materials were worn under
ring armour in order to strengthen protective peculiarities.

Most times, the arms were assembled of soft lining iron boarded daggers.
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Such board daggers appear in the graves of XI-XII centuries in Beylagan
region. Shoulders and knee protectors were wide spread in those ages.

Ring daggers were replaced with board daggers in the first half of XIV.

The tendency in the development of arms caused for complete board
daggers. Body protecting arms consisted of short sleeved iron-board leathers
and thick materials. Old shield used in the times of Sasanis and which
resembled out board of the violin as to its shape was out of use. Long shields
were so long that covered soldiers fully.

Soldiers used to wear oval helmets. Now and then the helmets changed.
Afterwards the helmets were tempered with iron accessories.

Watching military operations portrayed in miniatures, we see that the
painters of Azerbaijan choice and distinguish the troops fought each other.

Development of fire-arms put an end for heavy armours of the middle
Ages. When all saw that even cold steel armours were useless for fighting
against bullets, they began throwing those useless heaven assembles or
eliminating those heavy parts.

Military uniform described in the miniatures consisted of outdoor dress named
as chlamys. Steel ring armours and steel cuirasses-sort of vest still existed.

Armours covering to feet which were made of iron plates were included
in assembles of military uniform in XV-XVI.

Beside ring named as chaba, mix assembled armours consisting of ring
shirts and trousers in XVI.

As we know, the soldiers in the Middle Ages mostly used of cold weapons
that may be distributed into three parts; striker, thruster and cutter.

Afterwards, maces lost their origin destination and began to be decorating
insignia related to emerging of fire-arms. One another type of mace was called
as salag. Length of this salag was 0, 5-0, 6 m. As a thruster spears were used
in Azerbaijan. The main protecting weapons of Azerbaijan were shields in
the shape of a large copper basin named as majanna. It was made of wooden
material. The Azerbaijan gunsmiths were masters in producing of cast steel
shield in round shape.

Infantry troops were the main in using of fire-arms in the beginning of XVI
century. “Tarixi Shah IsmayilSafavi” work (Shah IsmayilSafavi’s History)
speaks much about it and gives much information about I Shah Ismayil ruler’s,
the end XV — beginning of XVI. A manuscript kept in the British museum of
London is much importance.
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As known from miniatures, the gizilbash turban was getting out of fashion
in 70th of XVI. Head gears of Safavi soldiers were clothe material cat in
shape of cylinder.

We obtain information about names of materials; clothe elements and
usage rules and classic literatures such as Khagani, Nizami, Kishvari, Fuzuli,
Nasimi and others.

However, the written source can describe fully neither the clothe materials
nor forms of sewn clothes. To get full information about dressing, especially
about women'’s clothes in the middle ages, we should refer to the miniatures.

The Azerbaijan dress was an oriental robe wide, long and had embroidered
collars.

The beginning of XV century is characterized with getting tighter clothes.
Such clothes consisted of tight fitted, long narrow sleeves, buttoned from left to
right and strap in apron. Upper part of this clothe was narrow and fastened with
cord or button. As we know, yoke clothes existed neither in east nor Europe.

At the end of XV, women’s out dress is characterized with long neck cut
clothes. Breast of this cloth was decorated with small decorative buttons and
small flat collar that was worked out in Tabriz as mentioned in the miniature
of “Alexander with Nushaba” contained in Nizami’s work “Khamsa” kept
in Topgapi museum. Ladies from shah’s family would put crown with teeth
(afsar) that decorated with price stones.

In XVI-XVII, women’s outdoor clothes had various forms. As men,
women would put long sleeved dress—down on their shoulders (especially
for the rich) for adornment. Comparing to men’s clothes, women’s neckbands
were sewn of different material. One of popular women’s clothes was a trouser
that stretched up to heel.

As men, women’s trousers were sewn narrow by foot but wide by upper.
However, comparing to men’s trousers, feet of women’s trousers were sewn
of different material.

In XVI-XVII, women’s head gears were much complicated. As to
researches taken by R. Afandiyev, there were 7 types of women’s head gears
in Azerbaijan.

The most worn head gear for women was arakhchin. That especially had in
two types; for women and girls. Women’s arakhchins had been much different
and complicated and tied up with elegant long band. Some arakhchins hadn’t
had a band.
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Women would wear the arakhchins at home, yard and party but going
out they would dress white yashmak over the arakhchin. To walk without
yashmak in street was allowed to girls only.

Miniaturists of Azerbaijan referred to literature topics described music
parties with great master skills. Such parties can’t be described without
servants, singers and dancers. Such miniature works might be seen in “Prince’s
entertainment” that painted by Soltan Mahammadi in I half of XVI dedicated
to Hafiz’s handwriting “Divan” and which kept in Kartyen’s collection in Paris.

As we see in miniatures, servant and musician women’s dressing assemble
had been clothes that dressed one by one.

The sources confirm that the dancers’ clothes were called as jang and sewn
of silk or materials named as gas.

Servant women’s clothes being a little short stretched up to shin. Dressing-
gowns dressed over underwear were sewn with line. As known by miniatures,
neither musicians nor servants would wear dressing-gown which was worn
by rich women.

As we see in the miniatures of Azerbaijan in the Middle Ages, older
women’s clothes were different from young girls and just married women.
Some miniatures such as “Khaftvadin’s daughter and weaver women”
dedicated to Fuzuli’s “Shahnama” (Tabriz, 1537, New York, Metropolitan
museum) and “SoltanSanjar and gari” (“Sultan Sanjar and older women”,
“Beggar woman takes Majnun to her” dedicated to Nizami’s” Khamsa” re-
worked in 1539-1543 (London, British Museum) show that women’s clothe
assembles had been as pleated.

Red colored and various bright color cloth materials were used by youth
girls, the elders used to wear dark colored clothes such as blue, cinnamon
colored and coffee color.

Conclusion. That difference was especially obvious in head gears. So
women put on white shawl and tied up it under their jaws. One of main element
of head gears for both elder women and men was arakhchin sewn of white
coarse calico that named as tasak. Men worn it under fur cap, but women put
on it together with silk and wool shawl in various colors and different sizes.
Holiday head gear was cut out from red and green velvet. Head gears were
decorated with 3-4 small bright and sometimes golden raw silks.

Analyses in women’s clothes XIV-XVII help to make a conclusion that
women clothes had been the same as men’s underwear, waist and out dresses.
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Main diftference in woman cloth were distinguished with its color, decoration,
fringes, ties, golden buttons that gave special beauty for women’s dressing.
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Sevil Sadixova (Azarbaycan)

Safovi dovrii Azarbaycan geyiminin badii xiisusiyyatlori

Maqalads Safovi dovriiniin — yetkin feodalizm zamaninda biitiin geyim
novlarinin tohlili kegirirlir, miiallif tadqiq olunan mévzuya yanasarkaen tosviri
sonat materiallarina — miniatiirlors miiraciat edir.

XIV asrin sonu— X VII asrin avvallorindo Azarbaycanda geyimin tokamiilii
barodo tosviri sonot abidolorindon iqtibas edilmis konkret molumatlarin
kompleks sokilds nazardon kecirilmasi naticosindo Azarbaycan milli geyi-
minin forma vo detallarinin asas tiplorinin formalagsma ganunauygunluglari
agkara ¢ixarilmig, Azorbaycan kostyumunun badii 6ziinomoxsuslugu vo onun
xalqin diinyagoriisii vo ideallari ilo alagosi miioyyon edilmisdir. Miniatiirlordo
togdim edilmis Sofovi kostyumlart miixtslif ictimai va yas qruplari tizrs tosnif
edilmis, onun Azarbaycan shalisinin miiayyan vaxt arzinds ayin vo adatlorinin
funksiyalar1 agkara ¢ixarilmisgdir.

Acar sozlar: Azorbaycan, kostyum, Sofovilor, orta osr miniatiirlori, badii
xUisusiyyatlor.
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Cesunv Caodvixosa (Azepoaiioscan)

Xy/no0:kecTBEHHbIE 0COOEHHOCTH a3epOaiiKaHCKOTO

kocTioMa CedeBHICKOro nmepuoaa

B cTathe mpoBOIUTCS aHAINM3 BCEX BUIOB OCK Bl CEPEBHUIACKOTO MEPH-
oJ1a — mepuo/ia HauOOJIBIIIETO paciBeTa a3epOailIKaHCKON KYJIbTYPHI B 3110-
Xy 3peJoro deomanusma, rie, Mpu Moaxoje K pa3padaTbiBaeMoil TeMe, aB-
TOP 0OpaTUJIICS K MaTeprajjaM u300pa3uTeIbHOTO HCKYyCCTBAa — MUHUATIOPaM.

B pesynbprare KOMIIEKCHOTO pacCMOTPEHHS KOHKPETHBIX TaHHBIX 00 BO-
JIIOIMK KOCTIOMa B A3epbOaiipkane B koHre XIV — nagane XVII BekoB, Ko-
TOpbIe ObUIM M3BJICYCHBI U3 TTAMSATHUKOB M300pa3UTEIIBHOTO UCKYCCTBA, BbI-
SIBJICHBI 3aKOHOMEPHOCTH (DOPMUPOBAHKS OCHOBHBIX THUIIOB ()OPM U JieTajei
azepOaipKaHCKOW HAIMOHAIBHOW OJIEKIbI, OMPEIEICHO XYI0KECTBEHHOE
cBOeoOpasue azepOaiPKaHCKOTO KOCTIOMA U €TI0 CBS3b C MUPOBO33PEHUEM H
uneanamu Hapoaa. [Ipencrariennpie B MUHUATIOpaX ce(PeBUICKHE KOCTIOMBI
KJIACCU(UITUPOBAHBI 110 PA3TUYHBIM COIMAIBLHBIM U BO3PACTHBIM TpYIIIaMm,
pPacCMOTpPEH BOSHHBIN KOCTIOM, IMpOaHaIM3UpOBaHa 00psI0Bast OIEK/1a, BbI-
SIBJICHBI €€ (DYHKIIMK KaK OJHOTO W3 KOMIIOHEHTOB OOPSIOB U 0OBIYAEB y Ha-
ceneHust AzepOaiipkaHa B JaHHBIA OTPE30K BPEMEHH.

Knroueevie cnosa: Azepbaiimkan, koctiom, CedeBuabl, CpeIHEBEKOBBIC
MHHHATIOPHI, XyJI0KECTBEHHbIE 0COOEHHOCTH.
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MIRRORED INTERIORS OF IRANIAN AND CAUCASUS
ARCHITECTURE OF THE XVIII-XXI CENTURIES

Abstract. Specific features of local architecture were always of great
importance on the territory of modern Iran, starting from the epoch of great
Achaemenid dynasty which gave to the world the fascinating images of
creative thought and refined style of old Mazdaic Persians in Persepolis, Sus
and Pasargad approximately in the Vth century B.C. (the age of high Hellenic
art of Phidias period). In line with development of arts and crafts (glass,
mosaics, wood and stucco carving, art metal and textile), the architects of
this state, in process of construction of monuments strived to decorate them.
Special attention was accorded to interior, the space which is more distant
from the outer world.

The people of East differ from the people of West in mind and perception
of the world, that’s why it was always important for the people of East to see
paradise on the Earth, like Allah, looking at the pool with goldfish. In addition,
it was always important for the people of East to have all mundane refined
achievements of human thought and crafts, from precious jewelry and artistic
arms and to the early Persian porcelain of XV — XVI" centuries, brocade,
silk and carpets with motives of pomegranate, cypress, irises, hyacinths,
tulips, anemones and Shiraz roses.

That’s why specific hierarchy of beauty was gradually formed in Iran under
the influence of palaces and cult buildings with miansara gardens making the
world beautiful, and badgir wind catchers. Mirrored interiors had a special
place in this entire splendor. They are rarely known by Europeans, but very
important for mentality of Iran people.

Special attention is paid to the mirror interiors of the Caucasian monuments
of Georgia and Azerbaijan as neighboring states interacting with the artistic
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culture of Iran of the Sefevids and Qadjars periods. Several constructions are
examples of Caucasian reflection on the Iranian high fashion in interiors.

A separate monument of mirror art, close to the Azerbaijani Palace of
Sheki Khans, was the interior of the Sardar Palace in modern Yerevan, made
in the Persian style.

These include the building of the Tbilisi State Academy of Arts named
after Apollon Kutateladze, erected around 1856—1857 for members of the
Armenian royal clan Arshakuni — branches of the Parthian dynasty Arshakids
by architect Grigory Ivanov. In addition, the Azerbaijan Mirror Shrine of 1992,
the tomb of the representative of the Baku Seid family, the descendants of the
Prophet Muhammad, the holy healer and miracle worker Mir Movsumaga, is
of particular artistic value.

Keywords: Iran, Azerbaijan, Caucasus, mirrored interior, mosques, holy
places, XVIII" — beginning of XXI" century.

Introduction. Persians developed their aesthetic canon during the
centuries. Many of their creative inventions enriched the art, architecture and
design of Europe, including its Eastern regions, starting from such findings as
Darius Xerxes Apadana [3], solemn verandahs and garden planning looking
like Mauritian art [12]. Decoration of important parts of exterior and interior
of the buildings with refined and expensive materials is a part of this aesthetic
canon.

Iranians improved engineering and construction skills for the centuries,
they included in the design of each building the accents which were creatively
well-balanced and consistent with each other. In this way they managed to create
their own “music of stone” which differed from the stone art of other peoples
of West Asia. Their “music of stone” includes not only creatively engraved
stucco and fine carving, but also the thousands of artificial “diamonds” made
of glass and mirrors, put closely to each other with excellent accuracy.

General questions of the tradition of planning, constructive and decorative
features of the development of Persia architecture are considered in the
relevant sections of the books of famous Soviet orientalists Nina Dmitrieva
and Nina Vinogradova «The Art of the Ancient World» (1986) [1], Tatyana
Kaptereva and Nina Vinogradova 1989 «The Art of the Middle Ages» [3].
In the Persian language, the monographic work of Memorial Colam Husein
«Understanding the Architecture of Closed-type Residential Buildings»
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was published, in which the author attempted to open up the question of
the sacred space of a separate building of Iran [4]. Among the researchers,
who turned to the architectural heritage of mirrored interiors of Iran, it is
worth mentioning Mirrazavi Firuza, who considered the environment of the
Tehran representative chess palace Golestan [10]. However, there were still
no special studies dedicated to the heritage of «crystal» palaces, mosques and
holy places in Percia, Georgia and Azerbaijan.

The purpose of this studyis to analyze the probable ways of origin of
mirrored interiors of Iran and Georgia and Azerbaijan, to consider the specifics
of their existence and to analyze the individual ensembles preserved in this
country at the beginning of the XXI century.

The interpretation of the main material. Beginning of decoration
with mirrors in Persian art is connected with traditional crafts of this region.
Shisha embroidery style is the ancient tradition of this region (from Persian
«shisheh» — glass), this style is featured by inclusion in art composition of
small mirrors [5], coins, buttons and cords. The function of such glass pieces
was to reflect the sunlight, due to which it was possible to protect yourself
from foes and envious people, and always to have «bright and shining» look,
and, together with coins, also to have plenty of money, attracting the egregor
of well-being and sunny warms of love. Traditions of states located closely to
Indochina are under the strong influence of Buddhism and spiritual practices
of energy cleaning, they reflect the ancient attitude to high-pure character of
the elements. For Iranians they were primary, that’s why they were holy.

There are several legends about shisha origin. The wife of Shah Jahan,
the representative of Great Mughal dynasty, was a legendary woman; she
inspired Shah Jahan to construct Taj Mahal, her burial mausoleum in India.
She is believed to be the first woman who started to use glass together with
traditional mica, coins, tin and silver. Her name was Mumtaz Mahal, she was
almost contemporary of the Sun King Louis XIV in the XVIIth century (the
years of her life were 1593—1631). Nevertheless, there are no reliable data
to confirm that this legendary woman was the first to replace simple natural
materials by specially designed materials of the new style [5].

According to the other version, this invention was found on the territory
of Persia, where shisha style was used for decoration of fabric, tablecloth,
garments and walls. Introduction of mirrored elements in this line seems to be
more real. Therefore, it is considered that the glass with amalgam coating was
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used for the first time in 1557, at the epoch of Tahmasp Shah [10], in Qazvin
town, the capital of Sefevides on the territory of Iran. And now amalgamated
glass is one of traditional types of decoration in internal revetment of the walls.

Later on mirrored decoration was used in Isfahan and other royal
constructions of the local nobles. Thereafter, inclusion of mirrored decorations
in the design of holy places (they differ from mosques because they are
opened 24h, not only during the hours of Mohammed prayer) and other cult
constructions was started.

Mirrors for shisha were produced according to the special technology, and
this fact also influenced on aesthetic perception of such elements of decoration
in Iranian architecture. Glass blower blew the glass ball, then it was broken
in convex pieces. Their inner part was silvered and the irregular edges were
often polished. In such a way drop-like particles were received, later on they
were sewed around with fabric. The masters did their best to produce the fine
work, they carefully fixed small reflectors with different types of seams, with
high quality and particular delicacy [5].

The exact date of occurrence in Iran of wide spread trend to make mirrored
interiors is not known yet. According to the legend, the mirrors seen in newly
opened workshops of Louis XIV in Saint-Antoine suburb impressed one
of Iranian Shahs at the epoch of baroque — rococo. In the next century the
large-scale mirror import from Venetia to the East was developed. Persian
glass processing masters gradually developed the skills of design of separate
mirrored accessories and small architectural forms. Moreover, they learned
to create particular «wall papers», the uniform coverage of walls and ceilings
with ornaments consisting of the patterns of large and small mirror fragments.
When put together, they created the shining complexes of perfectly done flat
pictures and convex details with plastic solutions.

Amalgamated glass fragments were fixed on the wet whitewashing. The
peak of this kaleidoscopic art in Iran was observed in the epoch of Qadjar
dynasty ruling (1779-1925). This tradition to decorate with beauty the holy
places and beautiful palaces is still actual in this state. Among others, the
interior of Shah Cheragh mosque in Shiraz is striking by its beauty [3,p. 81-
100]. Now the entry to this mosque for the people of other religions is not
allowed. Environment in this mosque is believed to be the Eighth Miracle of
the World. Internal walls of this religious center are decorated with mastery and
generosity, not only with the elements of glass, but with precious stones and
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silver plates as well. The synergy of all these elements completes the variety of
above mentioned elements by perception of really surprising colours.

The beauty of rainbow and light refraction by irregular engraved
components is amplified by shining mirrored mukarnases (also called as
cell or stalactite vaults). Geometric accuracy is their particular feature. The
function of these elements is not only to divide the ornamented pictures of
structural elements, and to underline in such a way architectonics of the
building, but to strengthen additionally the structure of uniform glass coating
which is rather heavy. They are mainly located at the ledges which cover the
areas of connections of the walls and ceiling [10].

Mukarnases are the most characteristic load bearing elements of this
“uniformroll” of multi-ton decorations of mosques and holy places. In addition,
each such fragment of interior was implemented according to the individual
project. The shape of such connections in Shah Cheragh is similar to hornet’s
hive with repeating cascade of ledges. Design of stalactite cornices is made
according to the certain rules, primary, taking in consideration distribution
of ceiling weight in such «membranes», because the whole structure is
calculated by architects according to sophisticated math formulations, and
each millimeter of such structure should be additionally checked [10].

Local masters specialized in mukarnases, engraved stucco and «crystal»
surfaces made sophisticated ornaments of pieces of fragile mirrors with
geometric accuracy. As a result, design of many interiors of this type in
ceremonial halls of the palaces and mosques / holy places became not only
refined, which is specific for the work of skilled masters in this area, but
also unique and particular for this region, because they have no analogues
in any other place in the world. Solemnity felt in such interiors impresses by
magic and delicacy at the same time, by high excellence of performance of
all details in the same style and perfect pattern of mirror lines and fractions
presented as the edges of the most precious gems.

The typical example is Talar Salam (Reception Hall) of Golestan, Qadjar
Shah palace. One of the most well-known representatives of Nasreddin
dynasty who ruled in 1848-1896, ordered to decorate the walls and ceilings
in Reception Hall and neighboring Talar Aianekh (Mirror Hall) with mirror
mosaics. In line with that these halls are decorated with large crystal
chandeliers, their edges distribute the light all over the space of these halls

(fig. 1) [6].
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Fig. 1. Mirrored interior of Golestan Shah palace in Tehran.

In other halls of this palace interior is also decorated with mirrored sculpture
elements and stucco work, making environment a bit phantasmagoric due
to the thousands of refracted sunbeams. First to be noted in this context is
Talar Almas (Diamond Hall), one of its parts is also decorated with large
wooden windows of orosi shape. These windows open not to the side, but
upwards, they have the grilles and colored glass. In addition to the refined
solutions of separate areas in the halls which are decorated with wall and
lintel mosaics consisting of sophisticated ornaments made of glass particles,
the combination of mirror and glass pictures with stucco work [6] in these
halls is interesting as well.

Further on, many architects and designers used decoration of interior with
mirror mosaic surfaces. Such interiors include several halls in Saadabad Tehran
palace (summer Shah residence), Gavam palace in Shiraz (in combination
with refined and delicate stucco), and large number of religious monuments
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in different regions of contemporary Iran. At the present time the total number
of such monuments amounts to several hundreds. Mirrored-style interior of
some of them was designed and implemented just recently, at the beginning
of the XXIth century.

In this context we should mention the following monuments. Religious
constructions of Qazvin —Hossein Imamzadeh grave mosque, where mirror
elements are located at the front as well; Friday mosque; the interiors of
mausoleum of Abraham descendant, the prophet Keydar at Ostan-e Zanjan
(fig. 2). They include Sayed Alaeddin Hussein mosque and unique monument
Shah Cheragh (Blue or Mirrored mosque) (fig. 3), Ali Ibn Hamzeh mausoleum
in Shiraz (fig. 4). Some names give the idea about colour range of interior in
these complexes with dominant silver white, greenish and blue colour.

Fig. 2. Interior of Keydar mausoleum in Ostan-e Zanjan.
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Fig. 3. Interior and stalactite vaults of Mirrored Mosque in Shiraz.
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Fig. 3. Interior and stalactite vaults of Mirrored Mosque in Shiraz.
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Fig. 4. Interior and mukarnases of Ali Ibn Hamzeh in Shiraz.

In addition, Iran’s chess left «mirror» tracks in areas neighboring Persia. One
example is the building of Tbilisi state academy of art named after A. Kutateladze. In
2019, upon completion of large scale restoration works of 2015-2018 this monument
of cultural heritage received the category of national importance. This building was
constructed in 1850es by the member of Tran Shah family. It has the decorated mirror
halls which are the unique monuments created by Persian masters [2].

Islamic interiors from the seventeenth century, in general, were common
in wealthy Georgian buildings. In the nineteenth century, individual wealthy
families within the limits of historicism tried to continue to create exotic interiors
in Tiflis, including those carried out in the traditions of neighboring countries.
Thus, built around 1856—1857 by architect Grigory Ivanov’s house, now owned
by Thilisi state academy of art named after Apollon Kutateladze, in the second
half of the nineteenth century was partially destroyed. At that time, the building
was owned by representatives of the Armenian royal dynasty Arshakuni, which
rules in Great Armenia in the I-V centuries, the youngest branch of the Parthian
dynasty of the Arshakids. Obviously, the design of interiors of buildings with
Iranian mirrored patterns was carried out by Persian masters working in Tbilisi
(Fig. 5). Around 1886 a Georgian princess Nino Kobulashvili bought a building
with Gothic, Baroque and classicist motifs. It is known that the reconstruction
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of the building was carried out by Georgian architect Simon Kldiashvili, who
since 1899 worked mainly in Tiflis (the old name of Thbilisi).

Fig. 5. Mirror interiors of the building of the Tbilisi State Academy named after
Apollon Kutateladze. Photo from the site // https://www.newsgeorgia.ge/zdanie-
tbilisskoj-akademii-hudozhestv-priznano-pamyatnikom/.
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So, mirror mukarnass and parts of the decoration of the ceilings and walls
of the XVII century are known in the Azerbaijani Shekihanov (Fig. 6) House
and the Sheki Shahs Palace, made in the Persian style. The last indicated
interior, in addition to specific Iranian paintings, also abounds with ensembles
of sophisticated stained-glass windows in wooden frames — «shebeke» (Fig. 7),
to which ErteginSalamzadeh, a famous scientist, doctor of art history, professor
of the Azerbaijan Academy of Sciences, devoted special attention [9, p. 191].
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Fig. 6.Photo of the interior of the Shekikhanov House with mirror inserts of
the ceiling-mounted frieze // Author: Interfase—own work, CC BY-SA 4.0, https://
commons.wikimedia.org/w/index.php?curid=42846634.
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Fig. 7. Mirrored ceilings, shebeke, paintings and a ventilation fireplace in the
interior of the Sheki Khan’s Palace (protected by UNESCO) Photo of the site // https://
myslo.ru/club/blog/gulbarij/PBa-pgmDHkCdFYc3VLNBIw.
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As for the architecture of Azerbaijan, the majestic interior of the first half of the
twentieth century of the so-called Mirror Shrine has special artistic value. Solved in
the best traditions of Persian sacred geometry in the field of glass and amalgam art
carving, it is the tomb of the representative of the Baku Seid family — descendants of
the Prophet Muhammad —Mir Movsum aga (1883—1950). It is known that this painful
man from childhood, in spite of his own physical ill health, possessed tremendous
spiritual strength and a healing gift to alleviate the suffering of people with one touch.

To this miracle worker there was an endless stream of visitors from all over
the Middle East, countries of Western Asia, Europe, the Slavic Oikumena (the
saint helped both Muslims and Christians, without distinguishing between them).
For example, the Iranians often came to him and silently left the Nyazir gifts
(donations). First of all, precious stones, since it was believed that everything
that the healer’s hand touches would be blessed and heard by the Almighty.
The mausoleum, trimmed with mirrors from edge to edge, was erected in the
generic village of Shuvalan (a suburb of Baku) for donations in 1992 directly
to the cemetery above the grave of the saint «without bones» [11]. It is known
that the legendary Heydar Aliyev in 1944 met with the legendary seer, and
visited his mausoleum four times in his life. Indeed, for Azerbaijanis, the saint’s
personality was fanned with respect and love as a national hero.

In addition, the Sardar Armenian Mirror Palace, built at the beginning of the
19th century in the Erivan Fortress, was a significant monument of decorative and
applied art. According to legend, the architectural ensemble was laid on a historical
site at the very beginning of the XVII century (1600) by the family of the Persian
hero Arus. Therefore, in Yerevan it was perceived almost as the same ageas the
Azerbaijani Shirvanshahs Palace and Turkish Topkapi. However, the Sardar Palace
of the early 19th century, decorated with mirrored ceilings and reserves on the walls
between the parade portraits, like the Tehran palaces of the Kajartime Golestan
and Saadabad, was covered with wall tiles with typical Iranian patterns with plot
paintings similar to the style of the book miniature, as well as flowers.

However, this amazing monument was soon partially destroyed after the
construction during the Russian-Persian war of 1827 (Fig. 8). In the 1850s
during the restoration of its interiors, Azerbaijani artist Mirza Kadym Erivani
was involved, who painted 4 large-format portraits in the technique of oil
painting. These works, executed on canvas, became the first easel paintings
in Azerbaijani art. In 1914, during the destruction of the Sardar Palace, they
fellin to the collection of the State Museum of Georgia.
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Today, instead of the completely destroyed Erivan Palace, a building of
the Ararat wine and brandy factory has been erected (Fig. 9).
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Fig. 9. Wall of the Mirror Hall of Sardar Palace in Yerevan. The author of the
photo is unknown.
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It is believed that the stylistics of the design of the Erivan Khan’s palace with
a harem part, built during the Qajar dynasty by the ruler Amir Guna, is similar to
Khoysky (inside decorated in ancient Greek and Byzantine styles) and Sheki (both
are now the territory of Azerbaijan). At the same time, it was the Khan’s palace in
Erivan that most fully incorporated the features of the layout, composition and
decor preferences inherent to palace complexes of the «Hesht Behisht» type («Eight
Paradise», or 8-tier paradise). Its historical prototypes were erected in 1483 by the
ruler of Ag-Goyunlu Sultan Yagub in Tabriz and the palace in Isfahan in 1669, built
by the ruler of the Safavids dynasty Shah Suleiman [8].

The «Mirror Hall» of the Khan’s Palace of Sardar was captured on the canvas of
the Russian artist G. Gagarin [8] (Fig. 10). It is believed that the designs of the Erivan
and Sheki palaces were developed by representatives of one architectural school in the
style of the famous architect of the time, Mirza Jafar Hoylu (Fig. 11).

Fig. 10. Mirror inserts in the arched arch of the hall for the reception of guests
of the Sardar Palace on the canvas of the artist G. Gagarin «Hall for the reception of
guests of the Iravan khan» // http://www.iravan.info/ru/xan_sarayi.html.
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Fig. 11. Interior with mirrored vaults in the Palace of Sardar. Yerevan. Photo
by: H. F. B. Lynch-H. F. B. Lynch, Armenia, travels and studies, Longmas, Green,
and Co., volume 1, 1901. pp. 216-217, O61ecTBeHHOE H0cTOsIHME, https:/commons.

wikimedia.org/w/index.php?curid=18278334.

In general, it should be noted that mirror interiors of palaces, mosques
and holy places of Iran are not only extremely picturesque and recognized
on the background of contemporary design of the world. Today they receive
the nature of particularly expressive brand of this state which is traditional
and innovative at the same time. Indeed, they transform the impression of
exclusively conservative and non-hedonistic sacral traditions of Muslim
world.

The conclusion is suggested that tradition of such interiors, which was
especially popular in Persia, as well as in Georgia from the 19th century, and
in Azerbaijan and Armenia from the 18th century, is currently continuing and
actively developing, both in Iran and the Caucasus. Moreover, the certain unity
in style and aesthetics of early prototypes and contemporary solutions should
be noted, because they follow the developments of Qadjar epoch, mainly of
legendary Nasreddin Shah, in area of construction and particularities of the
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images. In line with that, the mosques and holy places with more modest
decoration have mirrored elements in women’s and men’s praying parts. The
alcove is built inside such premises; it is often decorated by applied friezes
with glass flowers and small mukarnases.
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Olga Skolnaya (Ukrayna)

XVII-XXI asrlor iran vo Qafqaz memarhginda giizgiilii interyerlor

E.a. toxminon V asrds Persopol, Suz vo Pasarqadda qodim zordiisti farsla-
rin yaradici diislincasinin vo zarif tislubunun heyranedici niimunalorini diin-
yaya boxs etmis boylik Ohomanilar siilalosindon baslayaraq (Fidi dovriiniin
yiiksok ellin incosonoti morholosi) miiasir Iran orazisindo yerli memarligin
spesifikliyi hor zaman xiisusi shomiyyato malik olmusdur. Dekorativ-tatbiqi
sonat (siiso, mozaika, agac vo goc iizorindo oyma, badii metal vo toxuculuq)
inkisaf etdikco bu dovlotin memarlar tikinti prosesindo onlar1 bazomoyas ca-
lisirdilar. Daxili mokan xarici alomdon ayrildigi tiglin interyers xiisusi digqot
yetirilirdi.

Sorq xalglar1 Qarb xalglarindan mentaliteti vo diinyan1 dork etmaolori ilo
forglonir, buna gora do ilk olaraq connat elementlorini yer {iziindo miisahido
etmok vo Allaha tapinmaq {i¢iin i¢cindo qi1zil baliq olan hovuz baradas diisiinmok
homiso vacib idi. Bundan olavo, Sorq xalglarina homiso insan diisiincosinin
vo sonotkarligin biitiin xarakterik, zorif nailiyyatlorino — qiymsotli zorgorlik
momulatlarindan vo badii silahdan tutmus XVI-XVII asrlorin erkon fars
¢inising, pargalara, tizorinds nar, sarv, siisan, siinbiil¢i¢ayi, lalo, asmo vo Siraz
goranfillori olan ipak vo xalgalara qodor malik olmaq xas idi.

Mohz bu sobabdon Iranda diinyan1 bazayen saray vo miyansarlarin — bag-
cal1 dini binalarin vo kiilok tutanlarin — badgirlorin tasiri altinda todricon spe-
sifik gbzollik iyerarxiyasi formalasdi. Biitiin bu gozolliklor i¢indo giizgiilii
interyerlor xiisusi yer tuturdu. Onlar avropalilara az boallidir, lakin iranlilarin
mentaliteti li¢iin ¢ox vacibdir.

Sofovilor vo Qacarlar dovrii Iran badii modoniyyoti ilo qarsiligh
miinasibatdo olan qonsu ddvlatlor kimi Giirciistan vo Azorbaycanda Qafqaz
abidolorinin giizgiilii interyerlorino ayrica diqqet yetirilir. Interyerds Iran
ali kiibar dobinin oks olunmasinin Qafgaz niimunasi kimi bir nego tikilini
gostormok olar.

Miiasir irovan orazisindo Iran {islubunda insa edilmis Sordar sarayinin
interyeri Azorbaycandaki Soki xan sarayina yaxin olmagla giizgii sonatinin
ayrica niimunosi idi.

Onlara Apollon Kutateladze adina Tbilisi Dovlot Bodaye Akademiyasi-
nin toxminon 1856-1857-ci illordo memar Qriqori Ivanov torafindon Parfiya
Arsakilari siilalosinin bir qolu olan Arsakuni ¢ar naslinin niimayondolori li¢iin
insa edilmis binas1 aiddir. Bundan basqa, Azorbaycanda Giizgiilii miigoddoss

78



ncasanat vo madeniyyat problemlari / Problems of Arts and Culture / TTpoGieMbI HCKyCCTBa 1 KYJTbTYpbI NI (71)

ocaq - Mohommad peygombarin Baki naslindon olan Seyidlorin niimayandasi,
miiqgoddas sofaverici va mociizalor sahibi Mir Movsiim Aganin 1992-ci ilda
insa edilmis mogbarasi xiisusi badii ohomiyyat kosb edir.

Acar sozlar: Tran, Azorbaycan, Qafqaz, giizgiilii interyer, moscidlar.

Onvea Illkonvnan (Ykpauna)

3epkajibHble HHTEPbepbl B apxutekTtype Upana

u KaBkaza XVIII-XXI BexoB

Hauunas ¢ smoxu BeIMKoll IMHACTUHA AXEMEHHIO0B, KOTOpAs ajla MUPY
3axBaThIBAIOILME 00pa3bl TBOPUYECKOM MBICIM M YTOHUYEHHOTO CTHIISI JPEB-
HUX mepcoB-3opoactpuiinieB B [lepcemnone, Cy3ax u Ilacaprage mpumepHo
B V Beke /10 Haiei 3pbl (310Xa BBICOKOTO 3JUIMHCKOTO MCKYCCTBA MEpHOAa
Ounus), cneundruka MECTHOM apXUTEKTYphl HA TEPPUTOPUN COBPEMEHHOTO
Wpana Bcerna nmena ocodyto 3HauuMocThb. [1o Mepe pa3Butus 1eKOpaTUBHO-
MIPUKJIATHOTO MCKYCCTBA (CTEKII0, MO3anKa, pe3b0a 1o JAepeBy U anedacTpy,
XyJOKECTBEHHBI METaJlI U TEKCTUJIb) apXUTEKTOPbI 3TOr0 TOCyIapcTBa B
MPOLIECCE CTPOUTENHCTBA MAaMATHUKOB CTPEMMIIMCh UX YKpacuTh. Ocoboe
BHUMaHUE YJIENAJIOCh HMHTEPbEPY, MOCKOJIbKY BHYTPEHHEE MPOCTPAHCTBO
OBLIO OTIENIEHO OT BHEILIHETO MHpA.

JIromu BocToka oTiiuaroTcest OT Jirofie 3amnaia MEHTAIUTETOM U BOCTIPHSI-
THEM MHpA, I0ATOMY IIEPBBIM BCETAa ObLIO BaXKHO HAOIIONATH JIEMEHTHI pas
Ha 3emuie, U, yIonoossach Alaxy, co3epiarh 0acCeiH ¢ 30JI0TOM PHIOKOIA.
Kpome toro, mogsm BocToka Bcerga ObUIO CBOMCTBEHHO 007aAaTh BCEMH
OOBIIEHHBIMH YTOHUYEHHBIMU JTOCTH)KEHUSIMU YEJIOBEYECKON MBICIU U peMe-
ceJl, OT APAroleHHbIX IOBEIUPHBIX U3JIEIUHN U XyT0)KECTBEHHOTO OPYXKUS 10
panHero nepcujckoro ¢appopa XV-XVI BekoB, mapuu, menaka 1 KOBPOB C
MOTHBAMU TPaHATOB, KUIIAPUCOB, UPHCOB, THAIIMHTOB, TIOIBIIAHOB, aHEMO-
HOB U IIUPA3CKUX PO3.

Bor nmouemy B MpaHne nox BausiHEEM IBOPLIOB M KYJIBTOBBIX 3aHUM C ca-
JaMH MHUaHCapamH, YKpalaroluuMH MUp, U JIOBIIAaMH BeTpa OaArupamu mo-
CTENEeHHO (opMHUpoBaiach crenupuyeckas vepapxus Kpacotsl. Bo Bc€ aTom
BEJIMKOJIETIUU 3€pKajbHble HHTEPhEphl 3aHUMAIH 0coboe MecTo. OHM Majo
W3BECTHBI €BPOIEHIIaM, HO OYEHb Ba)KHBI JUISI MEHTAJIUTETa UPAHILIEB.

OTtnenbHOE BHHMaHHUE YIETIEHO 3€pKajbHBIM HHTEpbepaM KaBKa3CKUX
naMsaTHUKOB ['py3un m AsepOaiipkaHa Kak COCEACTBYIOIIMX TOCYIapCTB,
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B3aMMOJICHCTBYIONINX C XyTOXKECTBEHHOU KynbTypoi Mpana mepuomos Ce-
deBunos n Kamkapos. [Ipumepamu kaBka3ckoil pedrekcuu Ha HPAHCKYIO
BEJIMKOCBETCKYIO MOJly B MIHTEPbEPaX SIBISETCS HECKOIBKO COOPYKEHHM.

OTaenpHBIM TAMATHUKOM 3€pPKaJIbHOTO HMCKYCCTBA, ONMHM3KAM azepOaiii-
kanckomy JIBopiry IllekuHCKMX XaHOB, siBIsuIcS wHTEphep [[Bopria Capmapa
Ha TEPPUTOPUN COBpEMEHHOTO EpeBaHa, BBIITOIHEHHBIN B IEPCHICKOM CTHJIE.

K #HrM otHOCHTCS 3manne TOMIMCCKON TOCyIapCTBEHHOM AKaJIeMUU Xy-
noxkectB uMeHn Anomtona Kyrarenanse, Bo3BeaéHHoe okoso 1856—1857 rr
JUISl YIEHOB apMSTHCKOTO 11apCKOro poja ApIIakyHH — BETBU Map(sIHCKON JH-
HacTun Apmakuaos apxurekropom [puropuem HMBanoBsiM. Kpome Toro,
0Cco0yI0 XYy/I0)KECTBEHHYIO LIEHHOCTh MMeeT azepOaiikaHckas 3epKajibHas
cBATHIHS 1992 rona mocTpoiiku, ychlMajgbHULIA TPEICTaBUTEN OAaKUHCKOTO
pona CensioB — OTOMKOB Ipopoka MyxaMmmesa — CBATOTO LIETUTENS U 4yI0T-
Bopua Mup Moscywm aru.

Knroueewie cnosa: Npan, Azepbaiimkan, KaBkas, 3epkalbHBIN HHTEPHED,
MEYETH.
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UoT 7(4/9)

Acua Ianumdrcanosa
00KMOp ucKyccmeogeoenus, npogeccop
Kazaxckan I'onoenas Apxumexmypno-cmpoumensnas Axademus
(Kazaxcman)
agalimzhanova@gmail.com

OBPA3 ABASI B U30BPABUTEJILHOM UCKYCCTBE
KA3AXCTAHA B KOHTEKCTE
HAIMOHAJIBHOM MAEHTUYHOCTH

AnHoTanusi. B craree paccmarpuBaercs oOpa3 Abast B 1300pa3uTeIbHOM
nckycctBe KazaxcTtaHa B KOHTEKCTE€ HAllMOHAIBHON HICHTUYHOCTU. ABTOP
MPUXOJUT K BBIBOAY, uTO HauumHas ¢ 60-70-x romoB XX Beka W 10 HAIIUX
JTHEH XyJJOKHHUKH BOILIONIAas 00pa3 BEJIMKOTo Ka3axcKoro mosra Abasi 1eMoH-
CTPUPOBAJIM B CBOEM TBOPYECTBE BO3BpallleHWE K MCTOKAM HAIlMOHATbHON
KYJBTYpPbI, COUETAIOLIUM JINYHOCTHBIM MHUP M CKJIOHHOCTH K TpaJuLIMOHA-
nuctckuM Gopmam. IMeHHO Hapo, 0 KOTOPOM Tak pajien u 3a0otuiics Abai,
CTaHOBUTCS NMPUBUIIETUPOBAHHBIM HOCUTENIEM JYXOBHOM KYJIBTYPBHI.

KuroueBbie ciaoBa: Abaii, mopTper, o0pa3, HalMOHAIbHAS WJECHTHY-
HOCTb, TUTEpaTypa.

BBenenue. 650-n1eTrie co THS POXKACHHUS BEJIUKOTO a3epOaliKaHCKOTO
nosta Hacumu — 3T0 3HaMeHaTenbHas Jarta JUisl BCEX HapoJIOB TIOPKCKOTO
MHpa, eMy MPUHAAJICKUT 0CO00€ MECTO Cpelld TO3TOB MUPOBOM JIUTEpATy-
peL. [10o3T 3a50kKa OCHOBBI azepOaifKaHCKOTO JTUTEPATYPHOTO S3bIKa, YTO
oKa3ajo OoJbIlIoe BIMSHUE Ha MOCIEAyIoUlee pa3BUTHE JIUTEeparypbl Aszep-
OaiikaHa, TUTEpaTypy TIOPKCKUX HApOIOB U Ha BCIO KJIACCHYECKYIO BOC-
TOYHYIO MOA3UIO.

[Toa3uss Hacumu crana HewccsikaeMbIM MCTOYHMKOM BJIOXHOBEHMSI IS
MHOTHX MO3TOB U MHUcCaTeNIel, XyJOKHUKOB U MY3bIKaHTOB. Ero 1yxoBHBIE U
(dbunocodckre uaen — aKTyaJbHbl U COBPEMEHHBI, OHH CTIOCOOCTBYIOT 00B-
€IMHEHUIO YeJIOBEYEeCTBA BOKPYT HEMPEXOIAINX I'YMAHUTAPHBIX IEHHOCTEH.
Cruxu Benrkoro Hacumu co3ByuHbl ctuxaM Anumepa HaBou, MaxTymkynu,
Abas u Marxkana. Cnenys Hacumu, Benukuit AGait 111 CBOETO POJHOTO Ka-
3aXCKOT0 f3bIKa C/IE€TAeT MOYTH TO K€ caMoe, HO TOJIBKO CITyCTs Oojee, ueM
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YETBIPE CTOJIETHUS, CTEPEB IPaHb MEXAY TPAJIULIMOHHOMN MO33HeH Ka3aXxCKoro
HapoJa M KJIacCU4eCKOM 1moaszueit Bocroka.

HU3noxkenue ocHoBHOro marepuaJja. Adaii Kynan6aer (1845-1904) —
BBIIAIOIIUICS 03T, punocod, KOMIO3UTOP, OOIIECTBEHHBIN AEsTeNb, OC-
HOBOITOJIO)KHUK HOBOW Ka3aXCKOW MUCbMEHHON JUTEpaTypbl U Ka3axCKOro
JUTEpPaTypHOro si3blka poawsics B ypouuine JKupneOall, pacroioXKeHHOM B
Uuarusckux ropax. B HacTosmee BpeMst 3Ta TEppUTOpUS HAXOAUTCS B Abaii-
ckoM paiione Bocrouno-Ka3zaxcranckoit oonactu. Oteny Abas sIBisIcs BOJIOCT-
HbIM yrpaButeneM ToObIKTHMHCKON BojocTu. Hacrosimee ums Abast — Mopa-
rum. VMs «Abaii», o3Havarolee «BHUMATEIbHBINY, Aajla MAJBIUKY POIHAS
ero O6abymika 3epe, Mo ’TUM HUMEHEM OH BOIIIET B UCTOPHIO.

HavanpHoe oOpazoBanue Abail MOTYyYna y MYJUT B POAHOM ayJie, 3aTeM
oH ObLT HanpaBsiieH B CeMunanaTHHCK, B Mepece nMama AxmeT-Pusbl. Abait
BJazie] apabCKUM M MEPCHUJICKUM SI3bIKAaMU, YHUTAJ B OpPUTMHAJE MPOU3Be-
nenus knaccukoB Boctoka: Huzamu 'stnmxesu, @upnoycu, HaBou, Hacu-
Mu. TBOpYECTBO BEIMKUX MOITOB BIOXHOBHIIO MOOAOTO AQast Ha co3gaHue
nosmei«ckanaep» [1].

Bpewms 00yueHust B ceMHUIaJaTHHCKOM MeJipece ObLII0 HACHIIEHHBIM IS
Abasi, OH TapauIeIbHO MOCEIIall PYCCKYIO KO, B 9TO K€ BpEMs OH TakK-
K€ M3ydaJl TBOPUECTBO JIETEH/IAPHBIX CTEIMHBIX KbIpay TakuX, Kak byxap,
[Hapranbait u apyrux. K xonmy y4eObl B Menpece AOail HauMHAeT MHUCATh
ctuxu. MccnenoBarenn otmedarot, uro Abaii KynanOaeB coBmernian B cebe
CTpeMJICHHE TOCTHYh 3HaHUs U ¢unocoduro Boctoka u 3anmama. [loatomy
MIPOM3BENICHUS] PYCCKHUX U €BPONEHCKUX aBTOPOB ObUIM €My OY€Hb MHTEpeC-
Hbl. M.O.Ay?330B 0TMEYaJI, 9YTO B 1OA3UH AOasi MPUCYTCTBYET CBOCOOPa3HBII
CUHTE3 HAI[MOHAJILHOW U eBPOIENHCKON KyabTyphlI [2, 289].

O6pa3 Abast, ero >KH3Hb U TBOPUYECTBO BIOXHOBIISIIIO HE OHO TMOKOJICHHUE
xynoxHukoB Kazaxcrana. Boccoznanue obpasa Abasi okazanoch HE TaKUM
IIPOCTHIM JIEJIOM, BCJIEJICTBUE TOTO, YTO PUCYHKOB C HaTyphbl IOYTH HE OBLIO,
HE cyMTas pucyHKa XynokHuka-noourens [1. Jlobanosckoro, kpome Toro cy-
HIECTBIOT TPHU MpHKU3HEHHbIE QoTorpaduu Adas— B KPYry CEMbH, C CHIHO-
BbSIMU U HEJITaBHO 0OHapyxeHHast poTorpadus monogoro Adas [3]. [Toatomy
JUTst OOJIBIIMHCTBA XY/IOKHUKOB BOCCO3/IaHUE 00pa3a BEIMKOIO YeJoBeKa —
3TO Tepezaya CBOero BuaeHust Aodas.

[Tpoananu3upoBaB MPOU3BEACHUS JOBOJIBHO OOJIBIIOTO Kpyra XyJOXKHH-
KOB, 0OpaIaBIInxcs K TeMe KU3HU U TBopuecTBa Abasi, MPUXOIUM K BBIBOLY,
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YTO HEOOXOAMMO BBLAEITUTh KaPTHUHBI XY/I0’)KHUKOB HE TOJIBKO 110 BUJaM H30-
Opa3uTeIbHOrO UCKYCCTBA: KUBOMUCH, Tpaduka U MOHYMEHTAJIbHAS CKYJIb-
NITypa, HO ¥ XPOHOJIOTMYECKH — 110 BpeMeHU. B pazzerne xuBonuch u rpaduxa
XOTeNI0Ch Obl BHAYaJIE YKa3aTh Ha IPOU3BEIEHUSI COBETCKHUX XY/I0KHUKOB J10-
BoeHHOM U nocieBoeHHoi nops! (H. Kpytunsaukos, b. Capcenbaes, A. Ka-
crees, b. Ypmanue, A. beprep, O. Kyxenenko, A. Maprosa,K. Yeckumos, I1.
Jlo6anosckuii, K. Xomxkukos, A. SIp-KpaBueHko), u, 3aTeM nepenTH K Xya0xK-
Hukam 60-x rogoB 10 Hactosmero BpeMmenn (B. Tperbsikos, T. ToreicOaes, P.
Ecupxkees, A. l'anumbaeBa, M. Ken6aes, A.Mcmaunos, H. Hypmaxammenos,
K.llasxmetoB, K. Tensxanos, A. Bunep, C. Antoaes, K. Kaitpanbaes, JI.
JleontreB, M. Amamxkonos, M. AxmeroB, A. CreigeixanoB, K. KameTos, K.-
I'. Kapxacos, E. KoxxabaeB). J)KuBomnucHble U rpaduyeckue nNpou3BeAeHUs
MOKHO pacIpe/lelnTh cleayomuM o0pa3oM: 1) mopTpeThl U OBITOBBIE KaH-
POBBIE KapTUHBI; 2) KHWKHBIE WinTocTpanuu 00 Abae KynanOaese; 3) uiito-
CTpalliy IO MOTHBAM Npou3BeaeHul Adasl.

OnHUM U3 MEPBBIX cpeu MpodhecCHOHABHBIX XyJOXKHUKOB K TeMe Abas
oOparuics Hukonait KpyTuinbHuKOB, KOTOpbIH, 3akoHuuB KaszaHckoe xymo-
KecTBeHHOe yuniuie B 1916 roxay, mpuexan B CeMuragsaTHHCK U cTai padbo-
TaTh T€ATPAJIbHBIM XY/I0)KHUKOM B MECTHOM TeaTpe. OiHa U3 ero U3BECTHBIX
paboT «AOlaii muiier cTuxu» Hanucada KpytunbHukoBeIM B 1924 rony.

B 1934 rony Obut 00BSIBIIEH KOHKYPC Ha cO3aHue mopTpera Adas u ui-
JIOCTpalUi K ero npousseneHusM. Adbuixad Kacrtees (1904-1973), craBmmii
BIIOCJIE/ICTBUU HApOIHBIM XyloKHUKOM KazaxcraHna, sSIBISUICS y4aCTHHUKOM
aToro koHkypca. B 1947 u 1968 romax oH coBepmIwI NMOE30KH Ha POJUHY
A0as, e Hanucan okoio 30 paboT B TEXHUKE PUCYHKA KapaHAIIOM, TYIIbIO
1 aKBapenbio (Mer3aku). 3aciayKMBAaIOT 0COO0TO BHUMAHHS MHOTOYHCIIECH-
Hble paboThl A.KacTeeBa, B KOTOPBIX BOCIIpOM3BeeH o0pa3 Abast B pa3HbIe
nepuoabl xu3Hu. O6pa3z Abas B paborax KacTteeBa npezcraBiieH Kak B 1MOp-
TPETHOM, TaK U B KaHPOBOM KJIIOYE.

[TopTper Abast nmucanu MHOTHE Ka3aXCTAHCKHUE XY/10’KHUKU, HO, B OCHOB-
HOM 95T0 ObUTH TIOPTpeTHI Abast B 3pesioMm Bo3pacte. KacteeB — mepBbIif, KTO
cyMeln npenctaButh Alasi B IOHOM BO3pacTe, yCTPEMIICHHBIN Blajib B3IV,
IJIOTHO CKaThle TyObl, TBepAast TMHUS OpOBEH — BCe ATO yKa3bIBAaeT HA TO, YTO
nepen HaMu OyAayuIuil Benukuil MbicauTensb. U Bce ke, Hanbosee 3HaKOBOM
paboroit KacreeBa, rae mpucyTcTByeT o0pa3 AOas-MbICIIUTENSI, MBI CYUTAEM
KapTuHy «Abait Ha mxaisty» (1971). 3neck Abaii, H300pakeH CHUISAIIUM C
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KHUTOH B pyKax, Ha (hoHe macTouia, rjae pazmectuiics ayi. Jlumo Abas Ha-
MOMHUHAET MaCKU I'PeuecKoi Tparenu — 3HaKa HE3pUMOTO MPUCYTCTBUSA ca-
KpaJbHOTO MHUpPa U KOMIIO3UI[MOHHOTO LIEHTpa, KyJla COOMPAIOTCSI BCE HUTU
NEeNCTBUS, T€ MPOUCXOTUT PACKPBITHE CMBICIOBON 3HAYUMOCTH, UTO SIBJISET-
Csl OCHOBHBIM JIS1 CFOXKETHOTO JIecTBuA [4, c. 95].

Caoeit noptpeTtHoii xuBonuchio KacreeB mokaszan, 4To mopTpeTHOCTD y
HEro y HEro BHYTPEHHsISI, HEe)KEeJIM BHEIIHSS, MacKa, MCKa)Kalolash CMbICI.
Jlvme BHYTPEHHSS TMOPTPETHOCTD, CIIMBAsICh C POMHBIM TPHUPOTHBIM JIaH-
madTom, oOpasyeT y KacteeBa cakpanpbHOe u3MepeHue. B MUHYTHI pa3ayMbst
U BHYTPEHHEro IMOKOsI, KOTrJia OH 3a0bIBaeT O Macke, MOSBISETCs BUOpauus
HACTOSIIEH KU3HU, W J100 HaYMHAEeT CBETUTh, IVIa3a BBIpAXKarOT TyOOKoe
ycTpemieHue. Benb BHelIHee NMPOsIBIIEHNE €CTh TOIBKO ci1adoe moapaxaHue
NeHCTBUTENILHOMY BHYTPEHHEMY JBIHKEHUIO. Tonbko Onarogapsi CBONCTBEH-
Hoil KacTeeBy MaHepe nucbMa, MOXKHO YJIOBUTH SMaHAIUIO, UCXOSAIIYIO OT
€ro KMBOIMMCH, TJIaBHBIM 00pa3oM MOPTPETHOM, MOCKOJIbKY MMEHHO 3]€Ch
XYIOXKHUKY yIaeTCs 10CTUYb BEIUKOJICITHON COOPaHHOCTU MOPTPETUPYEMBIX
NIEPCOHAXEW, IBIKIUMBIX BHYTPEHHUM JTyXOBHBIM ITOPBIBOM.

W3 10BOEHHBIX U TIOCJIEBOEHHBIX XYJO)KHUKOB HEOOXOAUMO OTMETHUTDH pado-
Ty baku Ypmanue (1897-1990) — naponHoro xynoxHuka Tarapcrana, 3aciyKeH-
Horo xynoxHuka Kazaxckoit CCP, naypeara npemun umenu ['adaysuiet Tykas. B
Kazaxcrane on padoran B 1941-1956 romax, rie um Obuta co3naHa mopTpeTHas
rajepest AesTesiell UCTOpUU U KylbTypbl pecryOnuku. B 1942 rony b. Ypman-
ye Hammcan Abast, n300pakeHHOro B ropTe 3a pabortoil. Henb3st He ynoMsHyTh
xynokaruka Aprypa beprepa (1892-1981) — xymoxHMKa KHHO, pabOTaBIIIETO BO
BpeMsi BOWHBI B AJIMathl ¢ 3BaKyupoBaHHBIM MocduiabmoM. CoxpaHUIachk €ro
KapTHHa «Abaii ¢ ceiHoM Marays» (1944). Xynoxuuk Onbra Kyxenenko (1911-
2001) pomunack B Ykpaune, nepeexana B 1934 rony B Kazaxcran. V3BectHa ee
KapTHHA «Abaii u sxarakm» (1954). Xynoxuuk Anna Maprosa (1902-1957) po-
munack B I. BepHow, npezacrasinsiet uutepec ee noprper Adas (1951).

K teme AbGas oOpamiarorcst XyTO)KHUKA KUHO Takue, Kak Auma ['anum-
6aeBa (1917-2008) u Adapamut CeinbixanoB. [1nogorBopHOM OblTa pado-
Tta A. l'aymmmbaeBoii HaJ TUTIIIOMHON paOOTON MO OKOHYaHWUU Bcecoro3Horo
roCyAapCTBEHHOTO0 MHCTUTYTa KWHeMarorpaduu. DTO 3CKU3bI JEKOpaluii,
KOCTIOMOB M pacKaJpoBKH K KuHocueHapuio M. AyazoBa «IlecHu AbGas»
(1949). K coxanenuto, GpuiabMy Tak U He Cy>KJIEHO ObLIO MOSBUTHCS HA dKpa-
HaxX KMHOTEaTpoB, HO OCTAJIMCh MaTepuasbl K ’TOMY KUHO(UIbMY B BUE 3a-
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PHUCOBOK, 3TI010B. BONBIIMHCTBO OKOHYATENbHBIX 3CKU30B JI€KOpaluil ObLIN
pelieHsl Kak CTaHKoBbIe mpousBeneHus. C 0coObiM BIoxHOBeHHEM A. ['a-
auMOaeBa CO3/1aeT CIEHBI U3 KU3HU camoro Abas: «Ha kyprane», «Abait B
crenny, «Abaii B ropte». B 1966-1967 ronax A. N'anumbaeBa 3aHOBO caenana
10 GOIBIIMX CTAHKOBBIX JINCTOB Ha CIOXKETHI N3 KnHOGUIbpMa «Ilecan AGas».
B 80-e rogsr A. CreiapixaHoB Haj dcku3aMu K tenecepuany «Ilyte AGasy.
DCKH3bl COXPAaHWINCh U BOCHPUHHUMAIOTCS CETOJHS KaK CaMOJOCTaTOYHbIE
MIPOM3BEICHHUSI BRICOKOTO UCKyccTBa 5, ¢. 31].

K o0pa3y roHoro Abast oOparraeTcsi H3BECTHBIN Ka3aXCTaHCKHUI KUBOTIH-
cenr Kammp Hlasxmero (1928-1995). C TtennoTroit oH n300pa3mi MaibuuKa
Abast, obydarorierocs B pycckoi mkose. C yoeauTeTbHOCTIO B peaIuCTHYe-
ckoil MmaHepe oToOpa3zui nuuHocTh Abas Kanadus Tenwxanos (1927-2013)
— KJIACCUK HallMOHAJIBHOW Ka3aXCKOM xKuBoNUCH. M3BeCTHBIN Xyn0KHUK TOK-
6omnar ToreicOaeB (1940-1996) mo ceoemy mopomien k teme Abas. Kupomnu-
cell MOHYMEHTAJIM3UPYeT 00pa3 Abasi, TeM CaMbIM COEIHUHSET JOCTOMHCTBA
CTaHKOBOM KapTHUHBI 1 MOHYMEHTAJIBHOTO HCKYCCTBA.

[To-Buogumomy, B 60-70-e TobI HACTYNIMJIO BPEMSI BO3BPAILCHMS HaIIE
HaAIlMOHAJILHOM KYJIBTYpbl K CBOMM U3HAYaJIbHBIM UCTOKAM, YTO 110 CYIIECTBY,
Y TIPOZICMOHCTPUPOBAIIH TaKue XynoKHUKU Kak Kactees, AittOaeB, Chiabixa-
HOB, CapueB u 1p.C. AiiTOaeB, coueTamMii B CBOEM TBOPYECTBE JIMUHOCT-
HBI MUp U CKJIIOHHOCTb K TPaJWLUOHAIUCTCKUM (opmam, cTaja OJHUM U3
3a4MHATeNIe HOBOM XYyHO0KECTBEHHOW KOHIEMIUH. MBIl MOXEM YTBEPKAATh,
YTO U B Hallle BpeMs OOJIBIINHCTBO Ka3aXCTaHCKUX XyAOKHHUKOB 3aHSTHI MO-
HCKaMU (yHIaMEHTAJIbHBIX OCHOB Halleil JpeBHEW cTenHol KynbTypbl. Ca-
auxutauH Ait6aes (1938-1994) ocBauBan MOJIEPHUCTCKHE MPUEMBI, YTOOBI
MaKCHUMaJIbHO BBIPa3UTh CBOE OTHOILLIEHUE K MUPY U YEJIOBEKY, UTO MpocIe-
XKuBaeTcs U B ero noprpere Abas KynanOaesa.

['oBOpst 0 HacTpOEHHMH YMHUPOTBOPEHHMsSI, CBOWCTBEHHOM paboTam AWT-
0aeBa, Mbl MO)KEM KOHCTaTHpOBAaTh TOT (DaKT, YTO OH BHYTPEHHE OIIYyIIaJ
MHOTOMEPHOCTbh MUPA U CBOIO «HEJOCTATOYHOCTH» B pe(uIeKCUU €ro, Kak B
IJIaHEe COAepKaHMsL, TaK U B Iu1aHe popmbl. CBOOO/1a Xy10/KECTBEHHOTO TBOP-
YecTBa B TOM BHUJIE, B KAKOM OHa 3asiBUJia O ceOe B TBOpuecTBe AitOaeBa —
OecrpeleIeHTHBIN 1ar Ha MyTH K O6osiee TyOOKOMY OCMBICIIEHUIO CBsI3el U
CJIOXKHBIX MEPerIeTeHUH YeI0BeYeCKUX cy1ed B TOT UCTOPUUYECKUN MOMEHT,
KOTJIa 3TU CBSI3U MOCTENEHHO CTaJU MOJBEPraThes 3po3un. Tak uTo B ompe-
JIEJIEHHOM cMbIcie y AliTOaeBa, coueTarolero B cede CKIIOHHOCTh K Tpaju-
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[IUOHAIMCTCKUM (popMaM BO33pEHHs HA MUP U CTPEMIICHHE K MOACPHHU3AINN
’KM3HEHHBIX YCTOEB, MBI O0HAPYKHBAEM ITYOOKHH JpaMaTHIeCKUI TIEPEIIoM,
KOTOPBIA MPOU3OIIENT B OOIMIECTBEHHOM cOo3HaHWHM B 60-¢ roasl. biaromaps
AfiTOaeBy, MBI MO)KEM OIICHHUTBH TO, HACKOJIBKO OH TPENBOCXUTHI B CBOEM
TBOPYECTBE HBIHEIIHIOW HANPSHKEHHOCTh MEXKIY YaCTHOW M 0OIIeCTBEHHOU
chepoii )xu3HEnEeITENbHOCTH YesioBeka. CrenaB cTaBKy Ha YaCTHOE, HH/IMBH-
IyalbHOE, OH BCE )K€ HE CMOT TIPUBECTH ATy c(pepy B TApMOHHUIO C OHTOJIOTH-
YECKUMH XapaKTEePUCTHKAMHU COLMAIBHOTO OBITHS, MMOCKOJIBKY CaMmo ObITHE
ATOM TapMOHUU yXe He 3Halo[6, c. 230].

«Tema Abast» HalIa BOIJIOLIEHUE B TBOPYECTBE TAKUX XYA0KHUKOB, KaK
Marays AmanxosoB (1949-1995), cemunanarunckoro xynoxauka B. Tpetbs-
koBa (1930-2005), HapomHoro XynokHUKa Y30ekucrana — A. Bunepa (1922-
1992), napongnoro xynoxxauka Kazaxcrana Mongaxmera KenGaesa (1925-
1993), xaparanauHckoro xynaoxHuka Paiimkyna Ecupxeea (1921-1980),
Kymaxwiaa Kaiipanbaesa (pox. 1953), Mypara AxmetoBa (1949-1995), nas-
nomapckoro xynoxkauka Kaoaeut-I"ansimaKapxacosa (1954-2016), HapoaHOo-
ro xynokauka Kazaxcrana Harum-beka Hypmaxammenosa (1924-1986).

Xynoxuuk Paiimkyn EcupkeeB cozgaetr 0000111eHHbIHN, BO3BBIILIEHHBIH 00-
pa3 Abas (1968). On u3zo0pakaer Abasi ¢ KHUTOW B pyKax, B HAKUHYTOM Ha
ey GemiMere Ha (GoHe POAHBIX rop U crenu. CTpeMieHre pacKpbITh Msi-
TeXHYI0 Tyury Abasi, nepenarb arMocepy TPEBOKHOT0 U OypHOro BpeMEeHH
3acTaBIsIIOT EcupkeeBa BBECTH B KAPTHHY BIICYATICHHUE IBVIKEHHS — BOJIb-
HBIH BETEp pa3BeBaeT O/ICXKTY, TEPEOHUT BOJIOCHI, BOJIIHYET KOBbUTL. Hamucan-
HBI IIUPOKUM YBEPEHHBIM Ma3KOM, B €JHMHOM I[BETOBOM KIIIOYE, IMOPTPET
nepenaeT JOCTOBEPHOCTh 00pa3a Adas.

«Tema Abast» momyumia Taxke Onectsiiiee pa3BUTHE B Ka3aXCTaHCKOM
rpajpuke XX Beka, HauMHas ¢ XyHgoxHHKa kuHO Kymaxmera XomkukoBa
(1914-1986), napoanoro xynoxHuka PCOCP Amwnatonus Sp-Kpapuenko
(1911-1983), 3acnyxennoro nestens uckyccts KazCCP Koncrantuna bapa-
HoBa (1910-1985), napoanoro xynoxuuka KazCCP Jleonnna Jleonosa (1913-
1983), Makyma Kucamenunosa (1939-1984), Bacunus Tumodeena (1943-
2019), Ucaras Hcabaera (1936-2007), KanpipbekaKameroBa (pom. 1952),
3acioyxeHHoro aestens KasCCP Banentuna Axromenko-Onenena (1900-
1988), naypeara ['ocipemun PK Arumcanst Jlyzenpxanosa (poa. 1951).

Oco60 cpenn rpadukoB Kazaxcrana Xo4eTcss OTMETUTh TBOPYECTBO Ha-
poaHoro xynoxxHuka Kaszaxcrana, naypeara [ocnpemun KazCCP Esrenus
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Cupnopkuna (1930-1982). VIm coznansl numoctpanuu k «Kazaxckomy smo-
cy», «Cka3zkamy», a Takxe K pomany Aya3oBa «Ilyte Abas». O0pa3 Abas Xy-
JOKHUK TIOKa3bIBAE€T B HEPA3PHIBHOM CBSI3U C HAPOJOM, C MEJIOAUSIMH IECEH,
B €IMHCTBE C MPUPOAON U HAPOAHBIMU TpaauLUsIMU. B pabote 3ameuarensb-
Horo rpaduka Kanpipbeka Kameroa «Kauenm» (u3 cepum «Ilo moruBam
ctuxoB Abas», 1986) BomiomEeHbI MOJIOJOCTh, KPAaCOTa U CYACThE FOHOCTH.
BoinonHeHa oHa cBOOOHO, B U3SIIHONW MaHEPE.

B nmpousBenenusix xusonucues U rpadukoB Kazaxcrana Abail mpenctaér
KaK MO3T-MbICIUTENb, PHIIOCO], T'YMaHUCT-IIPOCBETUTEND, )KUBYIIUN 3a00-
TaMU, YasHUSMHU U HaJIeKAaMH CBOETro Hapo/a.

[TamsTHEK AGaro KyHanOaeBy mocTaBiieH IMOYTH BO BCEX KPYITHBIX TOPO-
nax Kaszaxcrana, oTMeTUM HEKOTOpbIE U3 HHUX: B I. Anmarsl (CKyapnTop X.
Haypgiz6aes, 1960), B 1. Cemunanaruncke (ckynbnrop [.2n6akunze, 1972)8
Kunebae (ckynbrrop X. Haypeiz6aes, 1968, B Hyp-Cynrane (ckynsntop b.
Hocxanos, 2010), B Kaparanne (ckynsntop A. Haptos, 2008), B 1. [llaxTun-
cke (ckynpntop H. [lan6aii, 2011), B 1. llIsiMkenTe (ckynbntop H. Pyctemos,
1995), B r. [lerponasnoscke (ckynpntop K. Carsibangun, 2006).

JlydmM nmaMsTHUKOM, Ha Hall B3DVISJ, SIBISETCS MaMATHUK AOaio B T.
AJMarel, aBTOPOM KOTOpOTO siBisieTcst XakumvkaH Haypsizoaes (1925-2009)
HaponHblil xynoxkHuK Kazaxckoit CCP, 3acimykeHHbIN nestens uckyccts Ka-
3axckoii CCP, nepBblii mpoeccuoHaNbHbIN CKYJIBITOP-Ka3aX, OAUH U3 EPBHIX
co3narenel HaIMOHAJIFHOTO MOHYMEHTAIBHOTO CKyccTBa B Kazaxcrane, O6-
ast BICOTa nmaMatHuka — 13,7 merpoB. CkynbnTypa omimTa u3 6pon3bsl. Dop-
Ma IOCTaMEHTa — TpanelueBUIHAas, BBIMOJIHEHA U3 KPAaCHOTO rpaHuTa. dury-
pa Abast — B IBIKEeHUU. B 11€BOI COrHYTON pyKe OH JIEPKUT KHUTY, a ITPaBOil
MIPUJEPKUBAET TOJIbI, HAKUHYTOTO Ha IJIEYH, yaraHa. [0710Ba MbICIUTENS BbI-
MoJTHEHa 00BbEMHO € BbICOUAIIEH Xy/10KECTBEHHON yOeIuTeNbHOCThIO. JInIry
MIPUJAHO BBIpAXKEHUE 33yMUYMBOCTH, B3IV ycTpemyeH B Oymyuiee. Duio-
co(hckoe HaCTPOEHHOCTh M03Ta, HE3AYPSAHOCTh €T0 JJMYHOCTHU MOJUYEPKUBAET
MOHYMEHTAIbHOCTb (PUTYpBI, LIETBHOCTD [IACTUYECKOTO PEIICHUs MTaMsATHH-
Ka. llenoctHOCTh MOCTaMeHTa U (UTYpbI, 00bETUHSIOIIUECS B €AMHBIN 00pa3.

B Hacrosiee BpeMst poxaaeTcs HOBBbIM MacCOBBIN MOIBEM B BOCCO3/a-
HUU «TeMbI AGas». O0pa3 AbGast BRIXOAUT HA YIHUIIBI TOPOJIOB, €T0 N300paXka-
10T Ha (acanax 31aHui (mpumepsl Gacaabl MHOro3Takek ropogoB Kasaxcra-
Ha: Kocranas, [1aBnomgapa, [lIsimkenTa, AMaThl) 1 Ha CTEHAX MOA3EMHBIX
nepexojaax. 9To, Tak Ha3bIBAEMbII, CTPUT-apT B TEXHUKE rpaduru.

87



N1 (71) Incasanat vo madeniyyat problemlari / Problems of Arts and Culture / ITpoGeMbI HCKycCTBa i KYJTBTYpbI

3axumouenue. Ha Har B3m1si1, BoriomieHre oopasza Adast B M300pa3uTeTbHOM
uckycctBe KazaxcraHa HaresieHO Ha BHYTPEHHHH JUATIOr KKIOTO YeloBeKa C
JTMYHOCTHI0 Abast. XylTOoXKHUKA 00PAIIAIOTCS K Pa3MBIIIIISIONIEMY YeJIOBEKY, KOTO-
pbIii 00MTa/1aeT YHUKAJIBHOW CIIOCOOHOCTBIO TIPOCTO MOJTYATh, 3aCTABIISISI 3PHTEIIS
BeCTH ¢ AGaeM MBICIIEHHBIN JUAJIOL DTa MEKIMYHOCTHAS MOJIEIIb OTHOILIEHUS Ue-
JIOBEKA C UCKYCCTBOM, C JITYHOCTBIO Abast, 3aukcrpoBaia HHOW CrOCO0 OBITHSI-
B-MHpE, JIPYTYIO CIIOCOOHOCTH YyBCTBOBATh, PA3MBIIUIATH M PA3BUBATH B ceOe TO
Hayasio, KOTOPOE BOCXOMHT K 3CTETHKE AOast 1 3CTETHKE Ka3aXxCKOro Hapoza.

[ToprpetHblii 00pa3 Abasi, OTpa)KEHHbIM B )KUBOMMCH, TpaQUKe U CKYJIb-
NType CBUIIETEIBCTBYET O TOM, YTO JYXOBHAS KYJIBTYPa, BEIPAKEHUEM KOTOPOU
SIBJISIETCSI HAPOIl, HE BUCHT TSDKEITBIM TPY30M HaJT YeloBeKkoM, VIMeHHO Hapof,
0 KOTOpOM Tak pajen u 3abotuicsi Alail, CTaHOBUTCS €€ NMPUBHIETHPOBaH-
HBIM HOcHTeneM. ClieyeT OTMETHTh, YTO OCOOCHHO Ba)KHO ISl TIOHUMaHMS
KaK JITYHOCTH A0asi, Tak U TIOHMMaHHUs BOIUIOIIEHHUS €T0 00pa3a B HCKYCCTBE,
— 3TO BBIPA3HUTH MOYATAEMBIC U HEOOXOIMMBIEC YEIOBEYECKOMY 3HAHHIO COOT-
BETCTBUS MEX[y BBICIIUM ITOPSIKOM, C OIHOW CTOPOHBI, U 3€MHBIM YeJIOBE-
YEeCKUM JIaHAAaPTOM — ¢ Ipyroi. 3a0BeHne 3TUX OBITUIHBIX OCHOB, KOTOpbIE
3aJIOKUITU HAIIH TIPEIIKH, BEJIET K CTPAITHOMY ITPO3s0aHHIO JIFONIEH B yCTIOBUSX
[IMBHJIM30BAHHOTO Xa0Ca, JINIIAIOIET0 BCIKUI HAPOJ €TO MOJTMHHOTO Havaa.
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Asiya Qalimjanova (Qazaxistan)

Qazaxistan tasviri sonatinin milli eyniyyat kontekstinds Abay obrazi

Mogalodo Qazaxistanin tosviri sonotinin milli eyniyyat kontekstindo
Abay obrazi nozordon kegirilir. Miisllif bu naticoya golir ki, 20 asrin 60-70-ci
illorindon bizim giinlora godor rossamlar 6z yaradiciliglarinda daxili diinya
ilo anoanagilik formalarina meyli uygunlasdiran milli madoniyyat monbalorine
gayidisi niimayis etdirirdilor. Mohz Abayin himaya etdiyi vo qayidisin ¢okdiyi
xalg, monavi madoniyyatin imtiyazli dastyicisi olmusdur.

Acgar sozlar: Abay, portret, obraz, milli eyniyyat, odobiyyat.

Asiya Galimzhanova (Kazakhstan)

Abay’s image in fine arts of Kazakhstan in the context

of the national identity

Abay’s image in fine arts of Kazakhstan in the context of the national
identity is considered in the article. The author comes to the conclusion
that beginning since 60-70-es of the XX century and till our days the artists
incarnating the image of the great Kazakh poet Abay demonstrated in his
creation the return to sources of the national culture combining the inner
world and propensity to traditional forms. Namely the people about whom
Abay obliged and took care becomes a priviledged bearer of spiritual culture.

Keywords: Abay, portrait, image, national identity, literature.
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IDEAS OF TOLERANCE AND HUMANISM
IN IMADEDDIN NASIMI’S HERITAGE

Abstract. In this article, the author states that Imadeddin Nasimi is one
of the leading figures of artistic and philosophical thought of Azerbaijan and
the entire ancient East. Nasimi with his high intellectual and moral culture,
broad outlook and creative activity earned honored authority in the Middle
East. Nasimi’s ideas about moral improvement of human and his intellectual
creativity influenced positively on inhabitants of Muslim countries. Nasimi’s
ideas were based on a call for the formation of a society of highly cultured
people only through the moral improvement of human. This approach was
associated with a critical rethinking of life, condemnation of evil, cruelty,
fanaticism, ignorance, intolerance and other destructive human qualities
leading to estrangement, violence, conflict and war.

Despite the six centuries that have passed since the poet’s physical
existence, the interest in his personality and creativity does not weaken with
time, but on the contrary, increases. The ideas of tolerance and humanism of a
great thinker do not lose their relevance and today they are needed and more
interesting to future generations than their own age, to their contemporaries.

Key words: Imadeddin Nasimi, artistic image, hurufism, humanism,
tolerance.

Introduction. Nasimi’s heritage, which occupies one of the main places
in the cultural treasure of the Orient, is a rich artistic heritage of Azerbaijani
people. Genius Azerbaijani poet-thinker, philosopher Seid Ali Imadeddin
Nasimi was born in Shamakhi. The name “Imadeddin” means “support of
faith” in Arabic, and the pseudonym “Nasimi” — “morning light breeze”.
Nasimi was well educated, studied mathematics, astronomy, medicine, logic
and philosophy. He appreciated deeply oriental and ancient Greek philosophy,
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new Islam and Christianty well, the literature of various nations of the world.
Nasimi was one the great scientists of his time, knew the wisdom of Islamic
Orient well and was very famous among his contemporaries. He mastered
perfectly all the delicacies of the Arabic, Persian and Turkic languages and left
a rich poetic heritage in three languages. Nasimi played a distinguished role
in the development and formation of both the Azerbaijani literary language
on the national basis of the 14th century and Turkic-Oghuz literary language
as a whole. From this point of view, the greatness of Nasimi is unequalled. It
was Nasimi who raised Azerbaijani folk language to the level of the classical
style of the literary language for the first time.

The interpretation of the main material. Imadeddin Nasimi was
certainly bright star in the sky of the world spiritual culture. He embodied high
morality and courage, the desire for self-knowledge and self-improvement,
the development of human values and creative activity demonstrating spiritual
relation with the great humanists of Asia and Europe, who were characterized
by the social conditioning of education.

Nasimi with his high intellectual and moral culture, broad outlook and
creative activity earned honored authority in the Middle East. The aspiration
to understand God not through fear, but through love for the progressive
development of medieval Islamic society is observed in his works. Nasimi’s
ideas about moral improvement of human and his intellectual creativity
influenced positively on inhabitants of Muslim countries. Nasimi’s ideas
were based on a call for the formation of a society of highly cultured people
only through the moral improvement of human. This approach was associated
with a critical rethinking of life, condemnation of evil, cruelty, fanaticism,
ignorance, intolerance and other destructive human qualities leading to
estrangement, violence, conflict and war.

Nasimi who based on sense and free intellectual search proclaimed non-
trivial ideas ahead of his time and created creative works of scientific and
humanitarian values that became the achievement of all humanity.

Imadeddin Nasimi lived at a time when feudal society was increasingly
secularized being in a natural contradiction with the thinking of progressive
people of the era. His ideas required innovations and transformation in the
field of ideology and technologies of human living associated with new
opportunities that opened education, enlightenment and progress of science.
The most educated people aspired to change the culture of feudal society by
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overcoming social ignorance, rejecting its peculiar dogmatism and fanaticism,
everyday thinking, envy and other negative phenomena of life and stereotypes.
Gradually not only skill, organized nature and morality, but first of all scientific
knowledge and creative activity became the main driving force in the development
of culture of human and society thanks to the efforts of humanists. There was
an understanding that new ideas and knowledge support to progressive social
changes which meet the interests of human and society. Passive contemplation
was gradually replaced by an active transformation of reality, creation of the
surrounding world, which was based on a new culture of thinking [3].

But, in reality, salvation is in a spiritual culture, which includes not only
values such as beauty of the soul and faith, but also enlightened mind that
cognizes and transforms the surrounding world.

Imadeddin Nasimi was one of the powerful masters of the word, given by
the Azerbaijani people to universal culture. He elevated himself on the basis
of the rich cultural and spiritual heritage of the Orient and created the most
valuable pearls of the art of the artistic word.

The master’s works had a powerful influence on the development of the
artistic and social thought of a number of peoples.

One ofNasimi’s brilliantideas is about perfecting human created by God in his
own image and similarity and endowed with heavenly qualities. Indeed, human
creates and transforms positively the world around him or himself, i.e. culture
with help of these qualities. And culture is a path to development and prosperity,
on which infinite possibilities are opened for a harmonious and worthy life
of people, the formation and development of human civilizations. Nasimi was
close to worldview of divinity of human nature highly appreciating the human
mind, work and dignity, ideally considering human as similar to the Almighty.
This philosophy of life was closely associated with the humanistic belief in the
celestial qualities of a cultured human, with axiological understanding as an
accomplice of divine creations. Nasimi with his humanistic worldview believed
that “educated and enlightened human living with the interests of the mind”
reflects the whole world and positively transforms the Universe. At the same
time, we see that human is created by God of whole world and carries the image
of the Creator in himself” in his worldview position.

The poet bore the title “seid”, which signified the origin of his family tree
from the prophet Muhammad. This fact was confirmed by Nasimi himself in
some of his ghazals. Some researchers hold to an opinion that the poet opposed
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Islam, which is not entirely true. Nasimi blamed despotism, ignorance that
the medieval rulers showed. Indeed, the poet’s life and works coincided with
the invasion of Tamerlan horde in Azerbaijan. The Timurids preached Islam,
but at the same time they were distinguished by their cruel attitude to the local
population. This led to the fact that people began to hate, and the ideological
expression of the mass protest was the “Hurufi” movement.

The perfect human is all-powerful, the omnipotence of the Creator appears
in him on earth. You need to look for the essence of Nasimi’s philosophy in
this: “An al-hagg!” - “God is me!”, “God is in me!” “I was the embodiment of
secrets; [ am a human, and God is in me, and his coinage appeared to me.” The
great Nasimi was the first, who put man on a par with in orient poetry, and the
Almighty, the Creator, Allah brought closer to human. It was for this divine
idea that he was arrested in Aleppo and was accused and executed as a heretic
according to fanatical worshipers by the Cairo Sultan Sheikh al-Muayyed
with an unprecedented anti-human sentence: “Cut off his head and limbs,
excoriate his skin and keep the body on the square for seven days and then
send to Alibey ibn Zulgadar, his brother Nasraddin and Osman Garayoluk,
who lost their way under the influence of Nasimi, too.»

The history of the Orient peoples knows many individuals with an iron
will who went to execution for their beliefs without changing them until the
last breath. However, none of these executions was as tragic and painful as the
execution of Nasimi. Already exhausted and dying, he continued to repeat the
words of his teacher, the basis of the Hurufis teachings: “Al-al-hagg” (“Allah
is me”). Then they asked him: “If you are Allah, why does your face turn
pale?”” According to the folktale, Nasimi put on his last strength and answered
the executioners: “I am the sun rising over the horizon of great love. When the
sun makes its final journey, it turns pale.” So the great Azerbaijani poet died.

Nasimi’s poetic wisdom was emphasized by the gift of penetrating the
secrets of the invisible world. Perhaps that is why he was cramped in one
physically perceived world. As he expressed in his poems:

“Both worlds within my compass come,

but this world cannot compass me.

An omnipresent pearl I am

and both worlds cannot compass me.

Because in me both earth and heaven and Creation’s “BE!” were found,

Be silent! For there is no commentary can encompass me.”
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The poet makes judgments about the limits and levels of human intellectual
capabilities, about the role of the sense and the knowledge of the divine light
revealed in a human, the knowledge of the universe and Allah as a means
for the artistic revelation of the philosophical problems of a perfect human.
Cognition and self-knowledge are the enduring motives of Nasimi’s poetry.
Sense is the greatest blessing granted to human by Allah. This gift puts human
above all creatures. Human is the crown of creation, worthy of worship. He
is a great power [2].

Nasimi believed that anyone who wants to understand the truth should
strive to understand human, his motivation and desire for beauty and good.
Human was the center of the universe for Nasimi:

“Oh you who call a stone and earth a precious pearl,

1s not man who is so fair and gentle also a pearl!”

Legends tell about Nasimi’s courageous and steadfast behavior during
his execution. According to legend, one of the theologians who was at his
execution said that Nasimi’s blood was cursed, and all that it falls on must be
cut off by a sword and burned by fire. A drop of blood Nasimi hit the finger of
the theologian himself immediately after his words. The crowd of people who
was at the execution demanded to cut off the finger, the theologian frightened
by his finger and began to answer that he spoke allegorically. The dying poet
managed to compose a couplet on this subject, which later became a proverb:
“If they cut off the finger of the pious, they will turn away from the truth. If
they excoriate skin from head to toe of an unfortunate lover - he doesn’t cry”
[1].

Conclusion. Unfortunately, the tragic events that took place in Syria
in 2014 did not pass by the great poet. The tomb of the great thinker was
destroyed. As if six centuries later, Nasimi was executed again. However,
despite all this, Nasimi’s ideas, his calls for tolerance and peace will never be
ruined. Giving a summary, | want to note that despite the six centuries that
have passed since the poet’s physical existence, interest in his personality and
works doesn’t weaken over time. Nasimi did not leave this world — he lives
in the hearts of people, we are getting closer and closer to Nasimi, listening
to his ideas. The ideas of tolerance and humanism of the great thinker don’t
lose their relevance and today they are needed and more interesting to future
generations than their own century, to their contemporaries.
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Viigar Karimli (Azarbaycan)

Imadaddin Nasiminin irsindo toleranthq vo humanizm ideyalari

Miiallifin hazirladig1 bu mogaloda Imadaddin Nasiminin Azarbaycanin vo
biitiin Qadim Sorqin badii vo falsafi diisiincosinin aparici simalarindan biri ol-
dugu bildirilir. Nosimi 6ziiniin yiiksok intellektual vo monavi modoniyyati, ge-
nis diinyagoriisii vo yaradiciliq faaliyyati ilo layiqli niifuz gazanmisdir. Onun,
insanin manavi ylksalisi vo intellektual madaniyyatilo ilo baglh fikirlari in-
sanlar li¢lin miisbat tosir gostorirdi. Nosiminin fikri, insanin manavi cohatdon
yaxsilagdirilmasi yolu ilo yiiksok moadoniyyatli votondas comiyyatinin yara-
dilmasi ¢agirisi idi. Bu yanasma pisliyi, qaddarligi, fanatikliyi, cohalsti, do-
ziimsiizllyl vo yadlagsmaya, qarsidurmaya, zorakiliga vo miihariboyo aparan
digor dagidict insan keyfiyyatlorini qinamagla slagolondirildi.

Dahi sairin fiziki varligindan altt osr ke¢gmosino baxmayaraq, onun
$oxsiyyating vo irsind maraq zaman ke¢dikco azalmir, oksino artir. Boyiik bir
miitofokkirin tolerantliq vo humanizm ideyalar1 aktualligini itirmir oksina bu
giin onlar golocok nosillor iigiin daha zoruri vo daha maraqhidirlar.

Acar sozlor: Imadoddin Nosimi, badii obraz, hurufizm, humanizm, toleranthq.

Byzap Kepumnu (Azepoaitorcan)

Hneun TosiepanTHoCcTH M ryManu3Ma B Haciaennu Umanenanua Hacumu

Nmanennnn Hacumu sBIISIETCS OOHUM M3 BEAYIIUX JEATENICH XyToKe-
CTBEHHOHW M ¢unocodckoit Mpiciu AzepOaiikana U Bcero apeBHero Boc-
Toka. CBOEH BBICOKON YMCTBEHHON M HPaBCTBEHHOH KYJIbTYpOU, IIUPOKUM
KpyT030pOM M CO3UIATEIbHON AeATENbHOCTHI0 Hacumu 3aBo€eBa 3aCyKeH-
HbII aBropuTeT. Mnen HacuMu 0 HpaBCTBEHHOM COBEPIIEHCTBOBAHMS YEJO-
BEKa U €ro MHTEJUIEKTyaJlbHOE TBOPYECTBO OKA3ajW IMO3UTHUBHOE BIIUSHUE
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N1 (71) Incasanat vo madeniyyat problemlari / Problems of Arts and Culture / ITpoGeMbI HCKycCTBa i KYJTBTYpbI

Ha >KUTeJIed MyCYJIbMaHCKHUX CTpaH. B ocHoBe mpee Hacumm nexan npu-
3bIB K (POPMHUPOBAHHUIO OOIIECTBA BHICOKOKYJIBTYPHBIX JIFO/IEH JIMIIb 3a CUET
HPABCTBEHHOI'O COBEPIICHCTBOBAHUS 4esloBeKa. Takoil moaxos ObUT CBsI3aH
C KPUTHYECKHUM NEPEOCMBICICHUEM U3HHU, OCYKJIEHUEM 3J1a, KECTOKOCTH,
(danaTu3Ma, HEBEXKECTBA, HETEPIUMOCTU U APYTUX JAECTPYKTHBHBIX UEJIO-
BEUECKUX KaueCTB, BEAYIIUX K OTUYKIEHHUIO, TPOTUBOCTOSHUIO, HACHIIUIO,
KoH(uKTaM 1 BoliHaM. HecMOTps Ha 111eCcTh BEKOB, MPOLLIEAIINX CO BPEMEHU
($u3HYECKOrO CYIIECTBOBAHUS [103TA, HHTEPEC K €r0 JTUYHOCTU U TBOPUECTBY
He ocialdeBaeT co BpeMeHeM, a Ha000poT, Bo3pacTaeT. Maen TonepantHocTn
U TyMaHHM3Ma BEJIMKOTO MBICIMTENS HE TEPSIOT CBOEH aKTyalbHOCTH, U Ce-
TO/IHS. OHU HEOOXOIMMBI U 00JIee MHTEPECHBI OyyIIIUM MOKOJIEHUSIM, YEM UX
BO3PACTY, UX COBPEMEHHHKAM.

Knroueswvie cnosa: Umanennun Hacumu, XynosxecTBEHHBIN 00pa3, Xypy-
¢bu3M, TyMaHu3M, TOJIEPAHTHOCTD.
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Maqald miislliflorinin nazarina!
Noasra dair tolablar:

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.

Moagqalodo 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 noviindon (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 verilmalidir.
Doarc olundugu dildon slave basqa iki dildo mogalonin xiilasasi verilmo-
lidir. Magalonin miixtalif dillords olan xiilasoalori bir-birinin eyni olmali
vo mogalonin mozmununa uygun olmalidir. Magalods miisllifin vo ya
miiolliflorin goldiyi elmi natico, isin elmi yeniliyi, totbiqi oshomiyyati vo
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10.

11.
12.

s. xtilasado y1gcam sokildo 6z oksini tapmalidir. Hor bir xtilasodo moqa-
lonin adi, miiallifin vo ya miialliflorin tam adi gostorilmalidir.

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

Hor bir mogals redaksiya heyotinin rayins 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.

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

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

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

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

12.  The papers are not published in plagiarism cases.

The publication of the papers is free of charge.

Manuscripts will not be returned.

K cBenennio aBTopoB crareii!
TpeOoBaHus K MyOIMKALMAM:

1. Crarbu B MeXIyHapoaHOM XypHaie «IIpobiaembl uCKyccTBa U KyJbTY-
pBD» MleyaTaroTcsl Ha a3epOaiixKaHCKOM, aHIJIMHCKOM U PYyCCKOM SI3BbIKaX.

2. Crarpu NpUHUMAIOTCSI Ha 3JIEKTPOHHOM HOcHTese U mo e-mail (mii
inter@yahoo.com)

3. OOweM crarbu He nomkeH 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.).

4. B crarbe D0MKHBI OBITH yKa3aHbl UMs U (pamMuiusi aBTopa (aBTOpPOB),
y4deHasl CTeIIeHb, YUYEHOE 3BaHHE U IEKTPOHHBIE aJipeca.
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10.

1.
12.

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.

105






