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U.HACIBOYLININ 100 iL ONCO TODRIiS UCUN TORTIB
ETDIiYi ILK MUGAM PROQRAMI
(NOZORI VO TOCRUBI KONTEKSTDO)

Maqalads dahi musigisiinas-alim Uzeyir bay Hacibaylinin 100
il 6nco, yoni 9 may 1925-ci il tarixinds alyazma soklinds tortib etdiyi
mugam {iciin ilk todris programindan bahs olunur. Program orab
qrafikali Azarbaycan slifbasi ila yazilmisdir. Burada Uzeyir bay so-
yadin 6z xatti ilo “Hacibayli” kimi geyd etmisdir. Homin proqramu
rus dilinde makinada yazdiqda ise dahi musigisiinas-alimin soyadi-
n1 “Qadjibekov” (I'agxmubexos) kimi gostormislor. Maqgalade miisl-
liflor U.Hacibaylinin soyadinin ruslagdirilmasina etiraz edirlar.

Ingilis dilinde taqdim olunan ¢ixist hemmiiallif Turan Ibrahi-
mov edir. Burada Uzeyir bayin programu ils miiasir programlar mii-
qayiseli sakilde arasdirilir, onlarin banzar ve forgli cahatlarine miina-
sibat bildirilir. Diger hommiisllif Abbasqulu Nacofzadoe ise adigokilon
mugamlar1 miixtolif alatlorde (balaban, tiitek, ney, kamanca, zurna,
klarnet) ifa edarak, homin mugamlar praktiki olaraq niimayis etdirir.

Uzeyir Hacibaylinin Azarbaycan Respublikasinin Dovlat
Arxiv Idaresinds (ke¢mis adi OIMDA - Oktyabr inqilab1 Morkozi
Dovlat Arxivi) gorunan mugam proqramu ile bagh tertib etdiyi ol-
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yazmasi (fond No57, siyahi No5, is Nod6. s. 15) dnce tam halda teg-
dim olunur. Burada “Rast”, “Sur”, “Cahargah”, “Bayati-Siraz”, “Hii-
mayun”’, “Mahur-Hindi”, “Rehab”, “Segah-Zabul”, “Diigah”, “S$iis-
tor” kimi destgahlarin torkibine daxil edilon s6ba veo gusalar ardicil-
liqla siralanir.

Mugamlarn ilk tedris proqraminda diggatgeken maqam odur
ki, adigokilon dastgahlarin heg birinde “Bardast” ve miivafiq muga-
ma “Oyag” (xotm, tamamlanma) verilmir. Biitiin destgahlar (“Re-
hab” istisna olmagqla) eyniadli s6be ilo tamamlamr. Fikrimizcs, hor
bir destgahin sonunda adigokilon miivafiq mugam sobesi bugiinkii
“Oyag” rolunu oynayur.

Acar sozlar: mugam proqramlari, mugamlardan fragmentlar,
tiitok, balaban, kamanca, zurna, ney
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THE FIRST MUGHAM CURRICULUM COMPILED BY
U.HAJIBEYLI FOR EDUCATION 100 YEARS AGO
(IN THEORETICAL AND PRACTICAL CONTEXT)

In the article it is said about the first teaching program for
mugham compiled by the great musicologist-scientist Uzeyir bey
Hajibeyli 100 years ago, on May 9, 1925, in manuscript form. The
program was written in the Azerbaijani alphabet with Arabic script.
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Here, Uzeyir bey wrote his surname in his own handwriting as
“Hajibeyli”. When the program was typed in Russian, the surname
of the great musicologist-scientist was shown as “Gadjibekov”. In
the article, the authors object to the Russification of U.Hajibeyli’s
surname.

The presentation, presented in English, is given by co-author
Turan Ibrahimov. Here, the program by Uzeyir bey and modern
programs are compared in a comparative manner and their
similarities and differences are shown. The other co-author,
Abbasgulu Najafzade, performs the mentioned mughams on
various instruments (balaban, flute, ney, kamancha, zurna, clarinet)
and demonstrates these mughams in practice.

The mugham program by Uzeyir Hajibeyli, preserved in the
State Archives Department of the Republic of Azerbaijan (formerly
known as the Central State Archives of the October Revolution)
(fund No. 57, file No. 5, case No. 46, p. 15), is presented first in its
entirety. Here, the sub-mode and melodic fragments included in the
composition of the dastgahs such as “Rast”, “Shur”, “Chahargah”,
“Bayati-Shiraz”, “Humayun”, “Mahur-Hindi”, “Rahab”, “Segah-
Zabul”, “Dugah”, “Shushtar” are listed in order.

A striking point in the first mugham curriculum is that none of
the aforementioned dastgahs provide "Bardasht" and the
corresponding mugham "Ayagh" (end, completion). All dastgahs
(except “Rahab”) are completed with the sub-mode of the same
name. In our opinion, the relevant mugham sub-mode mentioned at
the end of each dastgah plays the role of today’s “Ayag”.

Keywords: mugham programs, fragments from mughams,
flute, balaban, kamancha, zurna, ney
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GELENEKSEL BIiLGIDEN BIiLIMSEL PARADIGMAYA:
TURK HALK MUZIGINDE USTALIK ve iFADE
BICIMLERININ DONUSUMU

Tiirk halk miizigi, tarihsel olarak usta-girak iliskisine dayanan
sOzlii bir kiiltiir icinde aktarilmis, miizikal bilgi ve yorum gelenegi
bu yapr i¢inde sekillenmistir. Bu aktarim bigimi, yalnizca teknik be-
cerinin degil; ayn1 zamanda tavir, estetik anlayis ve toplumsal bag-
lamlarin da igsellestirilmesine dayanir. Ancak 20. yiizyil itibariyla
halk miizigi, modern bilimsel paradigmanin nesnesi haline gelmis;
konservatuvar egitimi, nota sistemleri ve kurumsal repertuarlar ara-
ciligryla yeniden tanimlanmustir.

Bildirinin amac1 geleneksel bilgi sistemleri ile modern bilimsel
bilgi sistemlerinin ¢atisma ve uyum alanlarini ortaya koymaktir. Bu
minvalde, Tiirk halk miiziginde geleneksel bilgi bi¢imlerinin, bilim-
sel yaklasim ve kurumsal yapilarla etkilesimi sonucu gecirdigi do-
niigiimii tartismaktadir. Ozellikle yorumculuk, tavir ve ifade bigim-
leri gibi miiziksel Ogelerin, otodidakt gelenekten akademik sistem
icine tasinirken ne sekilde degistigi incelenmektedir. Modern miizi-
koloji paradigmasimin, halk miizigini oOlgiilebilir ve standardize
edilebilir bir yap1 icinde yeniden iiretme egiliminin; ifade 6zgiinlii-
gii, bolgesel varyasyonlar ve yaratici yorum iizerinde nasil etkiler
yaratti1 degerlendirilmektedir.

Bu c¢alismada nitel bir yaklasim benimsenmis; yorum analizine
dayal karsilastirmali bir yontem kullanilmistir. Geleneksel halk mii-
zigi icralari ile konservatuvar temelli yorumlar arasindaki farklilik-
lar, secili tiirkii 6rnekleri tizerinden ¢oztimlenmistir. Ayrica etnomdi-
zikolojik literatiir, kiiltiirel aktarim kuramlar1 ve miizik performans
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kuramlar 1s181nda sdylem analizi yapilmus; usta-girak aktarimu ile ku-
rumsal miizik egitimi arasindaki epistemolojik gerilim incelenmistir.

Anahtar Kelimeler: Tiirk halk miizigi, usta-girak iliskisi, bi-
limsel paradigma, ifade bi¢imi, otodidakt bilgi

Prof. Dr. Abdullah AKAT
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ORCID: 0000-0002-8045-2802

FROM TRADITIONAL KNOWLEDGE TO SCIENTIFIC
PARADIGM: THE TRANSFORMATION OF MASTERY AND
MODES OF EXPRESSION IN TURKIC FOLK MUSIC

Turkic folk music has historically been transmitted within an
oral culture based on the master-apprentice relationship, with
musical knowledge and performance traditions shaped within this
framework. This mode of transmission relies not only on technical
skill, but also on the internalization of style, aesthetic understan-
ding, and social context. However, starting from the 20" century,
folk music has become the subject of the modern scientific
paradigm; it has been redefined through conservatory education,
notation systems and institutional repertoires.

The purpose of this study is to explore the areas of conflict and
harmony among traditional knowledge systems and modern
scientific knowledge systems. In this context, it discusses the trans-
formation of traditional knowledge forms in Turkic folk music as a
result of their interaction with scientific approaches and institutional
structures. In particular, it examines how musical elements such as
interpretation, style, and modes of expression have changed as they
have been transferred from an autodidactic tradition into an aca-
demic system. The study evaluates how the modern musicological
paradigm’s tendency to reproduce folk music within a measurable
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and standardized structure affects the authenticity of expression,
regional variations, and creative interpretation.

This study employed the qualitative approach with a com-
parative method based on performance analysis. Differences among
traditional folk music performances and conservatory-based
interpretations were analyzed through selected folk song examples.
Additionally, discourse analysis was conducted in light of ethnomu-
sicological literature, cultural transmission theories, and music per-
formance theories, examining the epistemological tension between
master-apprentice transmission and institutional music education.

Keywords: Turkic folk music, master-apprentice relationship,
scientific paradigm, mode of expression, autodidactic knowledge
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OIIEPETTA «APIIINH MAA AAAH» U1 OITEPA
«KEPOT'AY» Y3EMPA I'A AJKUBEKOBA B IIOCTAHOBKAX B
KBbIPTBI3CTAHE

B aokaage mccaeayrorcs: IOCTaHOBKM ONePeTThl «ApIINH Maa
asaH» u onepnl «Képoray» ¥Yseupa I'agxubekosa Ha TeaTpaabHOM
cuene Kmprusum, mx mcropmyeckue HpeAnoChLAKM, XyAOXKeCTBeH-
HBle OCODEHHOCT! M KyAbTypHOe 3HaueHue. Yseup lagxmuOexos
(1885-1948), OCHOBOIIOAOXKHUK azepOaiig’KaHCKOTO ITpodeccro-
HaAbHOTO MY3bIKaAbHOTO MCKYCCTBa, ITpeACTaBAeH KaK BbIAAIOIIMIACS
AesiTeab, Yb€ TBOPYECTBO BHECAO OTPOMHBIN BKAaJ He TOABKO B pa3-
BUTME HaI[MIOHAAbHOM MY3BLIKM, HO M B KyABTYPHYIO MHTeIrparuio
TIOPKCKUX Hapogos. IloctanoBku ero npowmssegennii B Kuprmsum
CTaAM 4acTbiO 00/ee IIMPOKOTO IIpoliecca KyAbTYPHOIO B3alIMO-
AelCcTBUA 11 OOMeHa.

Orneperra «ApIINH Maa adaH» BIlepBble Oblla IIOCTaB/AeHa Ha
Kyprusckon ciene B 1933 rogy. Criekrakas B /kasaa-Abage c yyac-
THeM y30eKCKOJ CeKIIMM CTaA Ba>KHBIM DTaIllOM B CTAHOBAEHUM KUP-
TM3CKOTO My3bIKaabHOTO Tearpa. [lepeseséHHas Ha KMPIM3CKUI A3BIK
KOMeAusl cpa3y 3aBoeBada 3pUTeAbCKMe CUMIIaTUM, BOIlda B IIOCTO-
SIHHBINI periepTyap M CuMTajach «IIepBOil Cepbe3HON paboTOi Kup-
TM3CKOTO TeaTpa B OCBOGHUM KyAbTYPHBIX OOTaTCTB OpaTCKUX pecIryo-
AVK». Bplgarommecs ucnoanurean, takue Kak Marnyp Mycraesa u
Abaplaac MaaapiOaes, BHecAu OOABINON BKAaJ B IOIYASPU3AIIUIO
OIlepeTThl, KOTOpasl COXpaHsAa CLIIeHNMYEeCKYIO JKU3HD AeCATUATUAMIU.
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Omnepa «Képoray» Oblaa BriepBble IpeAcTaBAeHa B buikeke B
2009 roay B pamMkax MexayHapoauoro ripoekra TFOPKCOW. Dto co-
ObITIE CTAaA0 Ba>KHBIM IIPMIMEPOM COTPYAHMYECTBA KYABTYP TIOPK-
CKIX CTpaH. B criekrakae npunsaan ydactue ucroanurtean ms Keip-
rei3ctaHa, AsepOaiiaxana, Kaszaxcrana m Typumm. Cunres asep-
Dali4’KaHCKIX MyraMOB C €BPONENCKUMHU TpasuLMsSMI OIlephl, a
TaKXke ICII0Ab30BaHNe CIOXKETOB HaIMOHAaABHOIO BIIOCa BBI3BAAN
IIVPOKUI MHTepecC IMyOAUKN U KPUTHUKIU.

ABTOp THOAYEpKMBAET, YTO IIOCTAaHOBKM IIPOU3BEAEHUII
laaxubexosa B Kuprusum mMean 3HadeHHe He TOABKO A4Sl pas-
BUTIST My3bIKaAbHO-T€aTPaAbHOIO MCKYCCTBA, HO U A4S YKPeIlAeHUs
AYXOBHBIX M KyABTYPHBIX CBs3ell Mexay AsepbarigxaHoM u Keip-
TBI3CTAHOM. DTU CIIEKTaKAM CTaAM 5A€MEeHTOM OOIIero TIOPKCKOTO
KyABTYPHOTO  HacAeAus, CIOcOOCTByomero  ¢GopMUpOBaHNUIO
OOIITHOCTY IJeHHOCTel U B3aMOIIOHMMAaHMs MeXAy HapOgaMIA.

Karouaesble caoBa: Yseup l'agxnbexos, ApmnH Maa aaas, Keé-
poray, oniepa, onieperTa, Kuprusus1, TIOpKCKmii MUp, KyAbTypHBIE CBS3M

Abdildacan AKMATALIYEV

Filologiya elmlari doktoru, professor

Qirgizistan Milli Elmlor Akademiyasinin vitse-prezidenti,
Qirgi1zistan Respublikasinin Omoakdar elm xadimi

e-mail: melis.a-50@mail.ru
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UZEYIR HACIBOYLININ «<ARSIN MAL ALAN»
OPERETTASI VO «KKOROGLU» OPERASI QIRGIZISTAN
SOHNOLORINDO

Tadgiqatda Uzeyir Hacibaylinin “Arsin mal alan” operettast
va “Koroglu” operasinin Qirgizistan teatr sshnasinds sehnalagdiril-
moasinin tarixi, badii-estetik xiisusiyyatlori vo madani shemiyysati
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aragdirlir. Azarbaycan professional musiqi senatinin banisi sayilan
Uzeyir Hacibayli yalnmiz milli musiqinin deyil, hom ds timumtiirk
madaniyyaetinin inkisafinda miihiim rol oynamis saxsiyyet kimi toq-
dim olunur. Onun ssarlarinin miixtalif 6lkslerin teatrlarinda, xtisusi-
lo do qardas Qirgizistanda tamasaya qoyulmas: madeni inteqrasiya-
nin bariz nlimunasidir.

“Arsin mal alan” operettas: ilk defe 1933-cii ilde Calal-Abad
teatrinda tamasaya qoyulmus ve qisa zamanda Qirg1z teatr sonati-
nin inkisafinda miithiim hadisayo g¢evrilmisdir. ©sarin milli musiqi
tislubu ilo Avropa operetta anonalarinin sintezi tamasagilar arasinda
boyiik maraq dogurmus, sonraki onilliklards dafslarle sehnays qay-
tarilmisdir. Operettanin qirgiz dilina torclimasi, yerli ifagilarin istira-
ki asorin xalq arasinda genis yayilmasina sebab olmusdur. Bu tama-
salarda M.Mustafayeva, A.Moldibayev kimi gorkemli qirgiz senat-
karlarinin ifalar1 xtisusi shamiyyat kasb edir.

“Koroglu” operasi isa 2009-cu ildes TURKSOY layihasi corcive-
sinda Biskekda toqdim olunmus ve qisa zamanda tiirk diinyasinin
miixtalif paytaxtlarinda niimayis etdirilmisdir. 9sards klassik Avro-
pa operasinin prinsiplari ilo Azarbaycan mugam tislubunun va goh-
romanliq eposu ananalorinin sintezi Qirgiz tamasacilarinda boyiik
maraq oyatmisdir. Qirgizistan opera sonatinin gorkemli niimayen-
dalarinin bu layihada istiraki asarin beynoalxalq saviyyads taninma-
sina xidmaot etmisdir.

Magqalads bu tamasalarin yalniz musiqi ve teatr sonati {i¢iin
deyil, hom da Azarbaycan-Qirgiz madani alagalarinin méhkemlan-
moasi baximindan shamiyyati vurgulanir. Hacibaylinin asarleri tiirk
xalqlar1 arasinda ortaq madeni yaddasin formalasmasina, ganc nas-
lin badii-estetik zovqiiniin inkisafina, imumtiirk hamrayliyinin giic-
lanmasine tohfs vermisdir.

Acar sdzlar: Uzeyir Hacibayli, Arsin mal alan, Koroglu, opera,
operetta, Qirg1zistan, tiirk diinyasi, madani slagaler
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UZEYIR HAJIBEYLI'S OPERETTA “ARSHIN MAL ALAN”
AND OPERA “KOROGLU” ON THE STAGES OF
KYRGYZSTAN

This article explores the productions of Uzeyir Hajibeyli's
operetta “Arshin Mal Alan” and opera “Koroglu” on the Kyrgyz
stage, examining their historical context, artistic features and cul-
tural significance. Uzeyir Hajibeyli (1885-1948), the founder of
Azerbaijani professional music and the author of the first opera in
the Islamic world, is presented not only as a national composer, but
also as a cultural figure whose works contributed greatly to the
integration of Turkic musical traditions. The staging of his mas-
terpieces in Kyrgyzstan is viewed as an important manifestation of
cultural dialogue among fraternal peoples.

The operetta “Arshin Mal Alan” was first staged in
Kyrgyzstan in 1933 in Jalal-Abad by the Uzbek section of the theatre.
Translated into Kyrgyz, it became one of the earliest and most
influential productions in the development of Kyrgyz musical
theatre. The operetta quickly entered the repertoire and remained
popular for decades. Performances by renowned artists such as
Mainur Mustaeva (Gulchohra) and Abdylas Maldybaev (Asker)
contributed to the success and wide recognition of the piece. Its
melodic richness and humorous yet socially relevant plot made it
attractive both to audiences and to new generations of performers.

The opera “Koroglu” was introduced in Bishkek in 2009
within a major project organized by TURKSQOY, involving perfor-
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mers from Kyrgyzstan, Azerbaijan, Kazakhstan and Turkey. This
large-scale  international collaboration = demonstrated how
Azerbaijani classical music, rooted in mugham traditions and heroic
epic narratives, could be successfully integrated with broader Turkic
and European operatic traditions. The performance received strong
public acclaim and marked an important step in bringing Azerbai-
jani opera to the Central Asian audience.

In the article it is mentioned that these productions in
Kyrgyzstan played a significant role not only in shaping the local
musical-theatrical landscape, but also in strengthening cultural
relations between Azerbaijan and Kyrgyzstan. Both plays “Arshin
Mal Alan” and “Koroglu” have become part of the shared Turkic
cultural heritage, fostering artistic exchange, mutual understanding
and a deeper sense of unity among Turkic peoples.

Keywords: Uzeyir Hajibeyli, Arshin Mal Alan, Koroglu, opera,
operetta, musical theatre, Kyrgyzstan, Turkic world, cultural relations
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FOLKLORUN SOHNOYO ESTETIK TRANSFERI:
UZEYIR HACIBOYLININ LIBRETTOLARI

Azarbaycan xalq yaradiciligr uzun asrler boyu milli stiurun,
kollektiv yaddasin ve badii-estetik diinyagoriisiin dasiyicist kimi
formalagmisdir. Folklor yalniz ananavi moiset vo madeni davranis
kodlar1 sistemi deyil, hom do milli senatin miixtalif sahalorine -
adabiyyata, musiqiy9, teatr sanatine — mithiim tasir gostormisdir. Bu
baximdan Uzeyir Hacibaylinin yaratdigi libretto matnlari Azarbay-
can folklorunun sshna sanatina estetik transferinin parlaq niimunasi
hesab oluna bilar.

Bu moaruzanin yazilmasinda asas magsad Uzeyir Hacibaylinin
librettolarinda yer alan folklor qaynaqlarini askara ¢ixarmag, onlarin
badii strukturdak: funksional rolunu miisyyenlasdirmak va folklor
elementlarinin sahno senatine ke¢id mexanizmlorini izah etmokdir.
Tohlil zaman1 hoam epik folklor, dastan ve nagil yaradiciligi, hom
moaisat va inanclarla bagli s6z yaradicilig1 formalari, ham do musiqi
folklorunun tozahiirlarine diqqpat yetirilir.

Uzeyir Hacibaylinin libretto matnlarinds folklor dilinin badii
yiikii ¢ox giicliidiir. O, xalq danisiq dilini qoruyaraq onu sshns {igiin
uygunlasdirir. Dialoglar asiq iislubunda, qafiysli ve ritmik qurulur,
bu iso hoam musiqiys, hom do sshne ritmine uygun gslir. Bundan
alave, folklor melodiyalarindan istifads, mugam parcalarimin dra-
matik maqamlarla sintezi sshne dramaturgiyasinin estetik derinliyi-
ni artirir. Agiq senetinin improvizasiya imkanlar librettoda agiq ge-
kilds goriiniir — bastekar sozle musiqi arasinda tabii bir kegid yara-
dir. Maruzads asas ii¢ operamin — “Koroglu”, “Osli ve Karam” va
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“Sah Abbas ve Xursidbanu” operalarinin librettolar1 tohlil miistovi-
sino gotirilmisdir.

Belslikls, Uzeyir Hacibaylinin librettolar1 Azarbaycan folklo-
runun sahna sanatine ugurlu estetik transferinin klassik niimunasi-
dir. O, yalmz musiqi deyil, folklorun mazmun, forma va iislub qatla-
rin1 da sshnays gotirerek milli teatrin dilini yaratmisdir. Librettola-
rinda dastan, asiq poeziyasi, maigat folkloru, xalq tiplari ve deyimles-
ri badii sistem halinda toqdim edan Hacibayli, folklorun funksional
estetik imkanlarini teatr sanatine ustaliqla kogtirmiisdiir.

Acar sozlar: folklor, estetik transfer, Uzeyir Haciboayli, libretto,
asiq senati, dastan, opera
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AESTHETIC TRANSFER OF FOLKLORE TO THE STAGE:
LIBRETTO BY UZEYIR HAJIBEYLI

Azerbaijani folk art has been formed for many centuries as a
carrier of national consciousness, collective memory and artistic and
aesthetic worldview. Folklore is not only a system of traditional
codes of everyday life and cultural behavior, but also had a
significant impact on various areas of national art — literature, music,
theatrical art. From this point of view, the libretto texts created by
Uzeyir Hajibeyli can be considered a vivid example of the aesthetic
transfer of Azerbaijani folklore to the performing arts.

The main purpose of writing this report is to reveal the
folklore sources contained in Uzeyir Hajibeyli’s libretto, to
determine their functional role in the artistic structure and to explain
the mechanisms of transition of folklore elements to the performing
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arts. In the course of the analysis, attention is paid to both epic
folklore, epic and fairy-tale creativity, forms of word formation
related to everyday life and beliefs and manifestations of musical
folklore.The artistic load of the folklore language in the libretto texts
by Uzeyir Hajibeyli is very strong. He adapts it for the stage,
preserving the folk spoken language. The dialogues are arranged in
the ashiq style, rhymed and rhythmic, which corresponds to both
the music and the rhythm of the stage. In addition, the use of
folklore melodies, the synthesis of mugham pieces with dramatic
moments increase the aesthetic depth of the stage drama. The
possibilities of improvisation of ashiq art are clearly visible in the
libretto, the composer creates a natural transition among words and
music. The librettos of the main three operas such as “Koroglu”,
“Asli and Karam” and “Shah Abbas and Khurshidbanu” were
brought to the analysis.

Thus, the liberetto by Uzeyir Hajibeyli is a classic example of a
successful aesthetic transfer of Azerbaijani folklore to the per-
forming arts. He created the language of the national theater, brin-
ging to the stage not only music, but also the content, form and style
layers of folklore. Hajibeyli, who presented the epic, ashiq poetry,
household folklore, folk types and idioms in the form of an artistic
system in his libretto, transferred skillfully the functional aesthetic
possibilities of folklore to theatrical art.

Keywords: folklore, aesthetic transfer, Uzeyir Hajibeyli,
libretto, ashiq art, epic, opera
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ASIQ SUMMANI HAQQINDA BiR XATIRO-ROVAYOT

Asiq Stimmani haqqinda xatire-revayetlor onun miiasirlarinin,
soyahat etdiyi yerlorin, milli-etnik ananslorin, eloce do digar asiq
miihitlarinin dyrenilmesinds miisyyen maqamlarin iizarins isiq ol-
maga yardimgi ola biler. Asigin haqgqindaki xatirs-revaystlar, asa-
son, Stimmaninin navesi Hiiseyn Stimmanioglundan toplamb yazi-
ya alinmisdir. Bu yoniimda bir xatira-rovayatin Asiq Slasgorle bagh
dastan-rovayatlo seslosmasi, miiayyen maqamlarin iist-iisto diigsmasi
maraq dogurmagla yanasi, hom da bazi suallarin ortaya ¢ixmasini
da sortlondirir. Asagida nazardean kegirocayimiz xatire-rovayat GOy-
¢d asiq miihitindonmi Orzurum asighgina daxil olmusdur? Asiq
Olasgarla Asiq Simmani bir-birilarini soxsen taniyirdilarmi? Har iki
sonatkarin basina goalon shvalatlarin ruh vo mazmun oxsarlig1 hansi
manbadan qaynaqlanir?

Serti olaraq adlandirdigimiz "Asiq Stimmani ve xasis aga" xati-
ra-rovayatin siijeti simic bir kand agasinin asiga lageyd miinasibati,
sonra onun ¢atin vaziyyate diisiib Stimannidan {izr istomasi iizarin-
da qurulmusdur. Giilmali vaziyyats diigon aga Siimmanini 6z evina
cagirmaga macbur olur. Avam va cahil bir insan olan aga 6ziiniin
psixoloji veziyyatini basa diisiib deyir: "Stimmani, man etdim, sen
etma. Qabagina saksen qoyun qatim, bunu heg¢ yerds sdyloms!"
Stimmani ona bela cavab verir: "Sen qoyunlari gotiir qat, toylardan
basqa yerda sdylamearam".

Bu xatire-revayet "Asiq 9lasgerin Xmnna deresi shvalati” ils ya-
xindan seslesir. Bu dastan-ravaystds tesvir olunan Qayim aga da
as181 nozakatsizlikle qarsilayib qonaq etmoak istemadiyina gore Oles-
gorin sazimn-soziiniin tasiri gec ds olsa, onu ayildir. Pesman olan
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Qayim aga ona deyir: "Asiq, sene ns istesan versrom. Ancaq bunu
he¢ yerds dema. Agiq Olesgor: “Bas iists, bir toyda, bir do vayda
sOyleram. Basqa he¢ yerds danigmaram”. Giiman ki, bu stijet Goyce
asiq mithitinden Orzurum asighigina, hom do Stimmaninin 6zii tors-
finden dasmmuisdir. Nozare alsaq ki, Asiq Stimmani diger 6lkaler ki-
mi Qafqaza, o climladan Qoarbi Azarbaycana da davamli sofarlor et-
misdir, onda sdyladiyimiz ehtimal bir gedar ds 6ziini dogruldur.

Bu epik matnlards har iki senatkarmn hassas miinasibatini icti-
mai belalara faal miidaxilesinden qaynaqlandigini gosteran amiller
kimi dayerlondirmak dogru olar.

Acar sozlor: Asiq Siimmani, rovayet, xatirs, Asiq Olasgar,
GoOygo asiq miihiti

Avtandil AGHBABA

Doctor of Sciences in Philology, Professor
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ORCID: 0000-0003-2630-008X

A MEMORY-LEGEND ABOUT ASHIQ SUMMANI

The memory-legends about Ashiq Summani shed light on
certain aspects of his contemporaries, the places he traveled,
national-ethnic traditions, as well as other ashiq environments.
These narratives about the ashiq were mainly collected and
recorded from his grandson, Huseyn Summanioglu. In this context,
the resonance of one such memory-legend with the epic-legend
about Ashiq Alasgar, and the overlap of certain motifs, not only
arouses interest but also raises a number of questions. Did the
memory-legend we will examine below pass from the Goycha ashiq
environment into the Erzurum tradition? Did Ashiq Alasgar and
Ashiq Summani personally know each other? From what source
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does the similarity in spirit and content of the stories about both
masters originate?

The memory-legend we conventionally call "Ashiq Summani
and the greedy owner" is built around the indifferent attitude of a
greedy village lord toward the ashiq, followed by his own
misfortune, which forced him to apologize to Summani. Finding
himself in a ridiculous situation, the owner had to invite Summani
to his place. Realizing his own psychological state, the ignorant and
narrow-minded lord says: "Summani, I did wrong to you, but don’t
do wrong to me. Take eighty sheep, never speak about it anywhere!"
However, Summani replied: "You may keep your sheep; I will not
tell about it except at weddings".

This memory-legend closely echoes "Ashiq Alasgar’s Khinna
Valley episode". In that epic-legend, Gayim agha, who had initially
treated the ashiq rudely and refused to host him, eventually repents
under the influence of Alasgar’s music and words. Ashamed, he
says: “Ashiq, I will give you whatever you ask, only do not reveal
it". Ashiq Alasgar replies: "Agreed. I will tell about it only at a wed-
ding or a funeral, nowhere else". It is likely that this plot was
transmitted from the Goycha ashiq environment into the Erzurum
ashiq art, perhaps even by Summani himself. Considering that As-
hiq Summani, like in other countries, also traveled frequently to the
Caucasus, including the Western Azerbaijan, this hypothesis
becomes more plausible.

These epic texts can be regarded as evidence of the sensitive
attitude of both masters, reflecting their active intervention in social
hardships and their role as moral guides within society.

Keywords: Ashiq Summani, legend, memory, Ashiq Alasgar,
Goycha ashiq environment
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KOROGLU ASIGI - ASIQ CUNUN

Koroglu-Goroglu silsilo dastanlar1 iimumtiirk folkloru tigiin
saciyyoavi adabi hadisadir. Dastanin tiirk, qazax, tiirkman, 6zbak, al-
tay variant ve versiyalarinda Koroglu yalniz kor kisinin oglu yox,
torpagin, dagn, isigin, odun, atasin ogludur. Koroglu-Goroglu goh-
romanliq dastani oldugu goadar do , mahabbat dastarudir ve bu das-
tanda Koroglunun Misri qilincinin badii estetik cazibasi, onun sazi-
nin badii-estetik cazibasindan az deyil. Misri qilinc va saz har zaman
Koroglu ils bir yerdadir. Koroglu, albatto ki, gehremandir, conga-
vardir, asiqdir vo asiqdir. Asiq ve saz epos poetikasinin strukturun-
da aparici vahido ve simvola gevrilib. ”Kitabi-Dads Qorqud”dan
Korogluya goadar bir yolda tiirk — oguz ozaninin Koroglu asigina —
Asiq Ciinuna transformasiyasini goriiriik. Eposdaki Asiq Ciinun ko-
loritli obrazlardandir. Asiq Clinunun Canlibels golisi yeni forma va
mazmuna malikdir. Koroglu ilo Asiq Ciinun arasindaki status bol-
glisii maraqlidir. Koroglunun slinds qilinc oldugu maqgamlarda asiq
Ciinunun alinda saz olur. Koroglu Misri qilinc ¢ekanda Ciinun s6za
giic verir vo bayati ¢okir. Hatta dastanin bazi qollarinda Asiq Cii-
nun Koroglu ils eyni saviyyaye qaldirilir. Asiq Ciinun olan yerda
saz va sO0z sahibi Asiq Clinundur. Koroglu eposunda Asiq Ciinun
obrazinin mahiyyasti vo mezmununda asiqliq senatinin iilviliyi, sa-
za-s0zd miinasibat, halal ve haramin bir-biri ils ayrilmasi kimi mase-
lalar durur. Asiq Ciiniin “Koroglu” eposunda son darace zaruri fun-
ksiyalarin dagiyicisidir. Eposda igidlarin - dslilerin yaninda bir dali
as1gin da olmasi Koroglunun miikemmsl ve madeni comiyyst quru-
culugu istayinin bir daha stibutudur.
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Epos poetikasinin elo miithiim elementlori ds var ki, asas goh-
romanla deyil, diger obrazlar ve digar struktur vahidlari ilo tomsil
olunur. Bels obraz gesidini asiq ve ozan suratlorinds, saz ve qopuz
simvollarinda kifayat goder aydin gormak vo tesavviir etmak miim-
kiindiir. Bu masele yalmz ona gore deyildir ki, dastanlar asiglar
torofinden sOylenilir, yeni asrlora vo yeni nosillore otiiriiliir, mahz
ona goradir ki, dastan ritmi birbasa asiqdan ve sazdan asili olur. Be-
lalikls, asiq vo saz epos poetikasinin 6ziinds - strukturunda aparici
vahida ve simvola gevrilir. Asiq Ciiniin biitiin taraflari ilo Koroglu
miihitinds, korogluxanhqda asigligin funksiya dasiyicisina gevrilir.

Acar sozlar: Koroglu, Asiq Ciinun, saz, sdz, dastan
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KOROGHLU’S ASHIQ - ASHIQ JUNUN

The series of epics Koroglu-Goroglu is a typical literary event
for the all-Turkic folklore. In the Turkish, Kazakh, Turkmen, Uzbek,
Altai variants and versions of the epic Koroglu is not only the son of
a blind man, but also the son of the Earth, mountain, light, wood
and fire. Koroglu-Goroglu is a love epic as much as it is a heroic epic
and the artistic aesthetic charm of Koroglu’s sword Misri in this epic
is no less than the artistic aesthetic charm of his instrument “saz”.
The sword Misri and his instrument “saz” are always together with
Koroglu. Of course, Koroglu is a hero, a knight, a lover and an ashiq.
Ashiq and “saz” have become the leading unit and symbol in the
structure of epic poetics. On the way from “The Book of Dede
Gorgud” till the epos “Koroglu” one can see the transformation of
the Turk — Oghuz Ozan to the Koroglu ashiq — Ashiq Junun. In the
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epic Ashiq Junun is one of the colorful characters. Ashiq Junun’s
arrival in Chanlibel has a new form and content. The status division
between Koroglu and Ashiq Junun is interesting. When Koroglu has
a sword in his hand, Ashiq Junun has a saz in his hand. When
Koroglu takes the sword Misri, Junun gives strength to the word
and retells quatrains. Even in some parts of the epic Ashiq Junun is
shown in the same level as Koroglu. Where Ashiq Junun is, he is the
owner of music and words. In the epic Koroglu on the base of the
essence and content of the image of Ashiq Junun the issues such as
the sublimity of the art of falling in love, the relationship between
music and words, the separation of permissible and forbidden
things from each other. Ashiq Junun is the bearer of extremely
necessary functions in the epic “Koroglu”. The fact that there is a
brave ashiq next to the heroes in the epic is another proof of
Koroglu’s desire to build a perfect and cultured society.

Keywords: Koroglu, Ashiq Junun, saz, word, epic
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REGIONAL ARASDIRMALARDA TARIiXi-
MUQAYIiSOLI METODUN ROLU
(AGBABA ASIQ MUHITININ NUMUNOSINDO)

Misllif maruzede Agbaba etno-madeni miihitine maxsus asiq
havalarimin tedgiqi {iglin tarixi-miiqayisali metodun tetbiqini toklif
edir. Bu metod 6z ndvbasinde kompleks vo ¢oxsaxali yanasmani,
bolgenin musiqi irsinin regional arasdirmalar kontekstinde darin-
don Gyranilmasini taleb edir.

Todgiqatin asas magsadi Agbaba asiq miihitine daxil olan nii-
munolarin musiqi qatinin vahid badii prosesden tocrid olunmus hal-
da deyil, biitov etnik-madani sistemin bir hissesi kimi Oyrenilmasi-
dir. Xiisusilo Asiq Iskendar Agbabalinin ifasinda yaziya alinmis
“Otalt qiz1”,”Sariyayliq”, “Diyarbakiri” kimi asiq havalarimin struk-
tur-tipoloji tohlili bu havalarin semantik mazmununun doark edil-
masi li¢lin zomin yaratmisdir. Miiallifin fikrinco Agbaba asiq miihiti
ananalari XX asrin sonuna qadar mahz vahid prosesin torkibinds in-
kisaf etmis vo tarixi-ictimai kontekstds digar miihitlorlo miibadila
vaziyyetinds fealiyyat gostarmisdir.

Aparilan miiqayiseli tohlillorin sonucunda “Karemi”, “Das-
tan1”, “Cangi Koroglu” havalarmin tahlil olunan havalar ils sintagma-
tik banzerliklari iiza ¢ixarilmug, ortaq morfoloji qanunauygunluqlar
agkar olunmugdur. Bu faktorlar ssasinda miiallif belo qenaste galir
ki, Agbaba asiq miihitine xas olan havalar azer tiirklsrinin etnogene-
zisi il bagl olan miihiim tarixi menbalerden biri kimi ¢ix1s eds biler.

Acar sozlar: Agbaba asiq havalari, semantik tahlil, sintagmatik
banzarlik, asiq qaydalar, regional arasdirmalar
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THE ROLE OF THE HISTORICAL-COMPARATIVE
METHOD IN REGIONAL STUDIES
(BASED ON THE EXAMPLE OF THE
AGBABA ASHIQ ENVIRONMENT)

In this study the author proposes the application of the
historical-comparative method for the study of ashiq melodies
specific to the ethnocultural environment of Agbaba. This method,
in turn, requires a complex and multidimensional approach,
implying an in-depth examination of the region’s musical heritage
within the context of regional studies.

The main objective of the research is to study the musical layer
of the samples belonging to the Agbaba ashiq environment not as
isolated phenomena, but as integral components of a broader ethno-
cultural system. In particular, the structural-typological analysis of
the melodies “Otal1 gizi”, “Diyarbekiri”, “Sariyaylig,” recorded from
the performance of Ashiq Iskender Agbabali, provides a basis for
understanding the semantic content embedded in these pieces.
According to the author, the traditions of the Agbaba ashiq
environment developed within a unified artistic process up to the
late 20" century and operated in a state of mutual exchange with
other regional environments within a historical and social context.

As a result of comparative analyses, syntagmatic similarities
and common morphological patterns have been identified among
the studied melodies and those based on the melodic structures of
“Keremi”, “Dastani”, “Jangi Koroglu”. Based on these findings, the
author concludes that the melodies characteristic of the Agbaba
ashiq environment may serve as valuable historical sources related
to the ethnogenesis of the Azerbaijani Turks.

Keywords: Agbaba ashiq melodies, semantic analysis,
syntagmatic similarity, ashiq patterns, regional studies
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V3EUP I'A AKUBEVAU U CTAHOBAEHUE
INPOPECCNMOHAAbHBIX KOMITIO3UTOPCKUX ITPAKTUK B
TIOPKCKUX KYAbBTYPAX

Muposoe 3HadeHme gesiTeabHOCTU Y3empa l'agxmberian 3ak-
AI09aeTcsl B TOM, OTKPBIB HOBO€E XyAO>KeCTBEHHOe ITPOCTPAHCTBO A5
CBOEJI POAHON KyABTYPBI, OH T€M CaMbIM IIPOCBETIA AydaMU CBOeN
reHMaAbHON MY3BIKaAbHOV MHTYUIIMI IIePCIIeKTUBY aKajeMIJecKo-
ro passutusa B XX Beke caMbIX pa3HBIX TIOPKCKMX Hapoaos. baaro-
Aapsa emy baky B mepBoii 110A0BMHe BeKa CTaa LIEHTPOM IIpUTsIKe-
HIUS AAs KOMIIO3UTOPOB-IIEPBOIIPOXOAIIEB MHOTMX HallMOHAABHBIX
My3bIKaAbHBIX KyAbTyp. CTaBmmii yHMKaAbHBIM onbIT Y.lagxu-
Oelian IO eCTeCTBEHHOMY BXKMBAEHMIO TpasuLIMil aKaAeMUJecKO
MY3BIKM B TOHYAMIINIT MUP (POABKAOPHOTO MBIIIAEHNs OKas3aAcs
0aarogaTHOI 0a3011 A5l pelleHNs TBOPYeCKUX Ipo0.1eM BO MHOTUX
TIOPKCKMX MY3BIKaAbHBIX IIpaKTUKaX B II€pMOJ CTaHOBAEHMUS WX
rpo¢eccroHaAbHOIO HallYIOHAaABHOTO MCKYCCTBA.

Mecto n poan Yseupa l'agxubeiian B CTaHOBAEHUM KOMIIO3M-
TOPCKOTO IIpodeccroHaan3Ma B TIOPKCKOM MIpPe MOKeT OBITh CpaBHM-
Ma C YHMKaAbHBIM TyMaHUTapHBIM IOABVKHIYECTBOM BbIAAIOIIETOCs
AesTes oO1IeTIOpKcKoro Mupa Vicmanaa Gern I'acripuHckoro.

Teopueckas cyanba l'agxubeiian B II0AHON Mepe OTpasuaa
MeTaMOpQO3bl COBETCKOIO «HAIJMOHAABHOTO KYABTYPHOIO CTPOU-
TeabcTBa» 1920-1930-x ro408B, r4e rogaM (peHOMEHaABHOTO rocyAap-
CTBEHHOTO ITPOTeKIIMOHM3Ma, IT0CAe40BaBIINM IocAe peepudecKoin
MOCKOBCKOJI IIpeMbepbl «Keporabl», ImpeAliecTBoBaau IIOATOpa JAe-
cATUAETUS OPUIINAABHOTO He3acAy>KeHHOTO MPUHMKEHISI OCHOBO-
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IIOAOKHIYECKOTO BKJaJa KOMIIO3UTOpa B 004acTy CIIeHMYeCKMX
>KaHPOB, a IMEHHO, eTO «OIIepHEIX IIepBeHIIeB». PaKT HeKOTOPHIX Oa-
KMHCKIX AeKAapanuii cepeauHbl 1920-x roa0B, oTpa’kaBIInii UALIO
O IIpUOpUTETe «BHEIITHErO» yJ4acTUs B pelleHNN IpoOAeMbl co3Aa-
HILST azepOaria>KaHCKOI OIlephl, BIpaykad OCKOpOUTeAbHOEe TBOpUec-
KOe HeoBepluie B XyA0KeCTBeHHBIN TaAaHT U1 KOMIIO3UTOPCKYIO KOM-
HeTeHTHOCTh ['aaxxubernan.

baectamum oTrBeToM KOMIIO3MTOpa Ha COMHUTeAbHBIE 4M-
HOBHIYBY IIOCTaHOBJAeHM:A cTala onepa «Keporael», Bo3BecTUBIIIAs
CBOMM IOsIBAeHMeM (PaKT PO>KAEHNs HOBOTO (peHOMeHa He TOABKO B
azepOaliA>KaHCKOM MY3BIKe, HO U BO BCeM TIOPKCKOM KyAbTYPHOM
npocrpaHcTse. CBIAETEABCTBOM BBICOKOI XyAOKeCTBEHHOM dPPeK-
TUBHOCTU TBOpYeckoro meroda l'agxmbeiianm crasa mocaeayroniast
cyap0a ®TOTo MpOM3BeAeHNs, Korda 04ecTsas ero IpeMbepa BbI3-
BaJa He MMeIOIell aHaA0IoB IIeIHYIO peaKIUIO IlepeBoja OIlephl Ha
MHOTUe TIOPKCKMe SI3BIKI C IOCAeAYIOIIell MX SI0XaAbHON IIOCTa-
HOBKOJI B HallMIOHA/ABHBIX pecIryOAnKax.

Kaiouesnie caosa: ¥Yseup 'agxnbeiian, TIOpKCKIe KyAbTyPHI,
CTaHOB/eHIe HallMIOHaABHOI KOMIIO3UTOPCKON My3bIkM, Vcmana
lacpunckmnii, «Keporaer», poAbKAOP 1 KOMIIO3UTOP.
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UZEYIR HAJIBEYLI AND THE FORMATION OF
PROFESSIONAL COMPOSITIONAL PRACTICES IN TURKIC
CULTURES

The global significance of Uzeyir Hajibeyli's work lies in the
fact that by opening a new artistic space for his native culture, he
enlightened the perspective of academic development in the
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twentieth century of various Turkic peoples with the rays of his
brilliant musical intuition. Thanks to him, Baku became a center of
attraction for pioneer composers of many national musical cultures
in the first half of the century. The unique experience of U.Hajibeyli
in naturally implanting the traditions of academic music into the
most subtle world of folklore thinking proved to be a fertile base for
solving creative problems in many Turkic musical practices during
the formation of their professional national art. The place and role of
Uzeyir Hajibeyli in the formation of compositional professionalism
in the Turkic world can be compared with the unique humanitarian
asceticism of the outstanding figure of the common Turkic world,
Ismail bey Gasprinsky.

Hajibeyli's creative fate fully reflected the metamorphoses of the
Soviet "national cultural construction” of the 1920s and 1930s, where
the years of phenomenal state protectionism that followed the
enchanting Moscow premiere of «Koroglu» were preceded by a decade
and a half of official undeserved belittling of the composer's
fundamental contribution to the field of stage genres, namely, his
"opera firstborn". The fact of some Baku declarations of the mid-1920s,
reflecting the idea of prioritizing "external” participation in solving the
problem of creating Azerbaijani opera, expressed insulting creative
distrust in Hajibeyli's artistic talent and compositional competence.

The composer's brilliant response to dubious bureaucratic
innovations was the opera "Koroglu", which heralded the birth of a
new phenomenon not only in Azerbaijani music, but also in the entire
Turkic cultural space. The subsequent fate of this work became
evidence of the high artistic effectiveness of Hajibeyli's creative
method, when its brilliant premiere caused a chain reaction of the
opera's translation into many Turkic languages, which had no
analogues, followed by their epochal staging in the national republics.

Keywords: Uzeyir Hajibeyli, Turkic cultures, formation of
national compositional music, Ismail Gasprinsky, "Koroglu", folklore
and composer
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Aszatrya TAIIIMATOBA

JOKTOP MCKYCCTBOBeAeHIs, ITpodpeccop
l'ocyaapcrBenHas KoHCepBaTOpusl ¥Y30eKucTaHa
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V3EUP I'A ASKUBEVIAV Y1 OPKECTP Y3BEKCKIX
HAPOAHBIX MHCTPYMEHTOB

B aoxaage paccmarpuBarorca mpoumsseAeHMsT OCHOBOIIOAOMK-
HIKa a3epOaria>KaHCKON KOMIIO3UTOPCKOI IIIKOABI, aBTOpa IepBOil
MyraMHOI omnepsl «/leiian nu MeaxnyHn», opraHmnsaTopa opkecrpa
asepOailA>KaHCKMX HAPOAHBIX MHCTPYMEHTOB, BCEMUPHO M3BECTHOTO
y4eHOTo, ®THorpadpa, OOIIecCTBEHHOIO JAesTeAs Ysempa lasxmberi-
AU. ABTOp CTaTby, BeAylLIuii CrleljaAucT B 0041acTyi HAPOAHON UH-
CTPYMEHTaAbHOM KyAbTYpbI Y30eKucTaHa, AOKTOp MCKyCCTBOBeAe-
Hus, npodeccop l'ocysapcTBeHHON KOHCepBaTOpuUM Y30eKucTaHa
KOHLIEHTpMPYeT BHUMaHUe Ha OpKecTpe y30eKCKMX HapOAHBIX MH-
CTPYMEHTOB, KaK MHTepIperatope npoussedenun Yseupa lagxu-
6e1141, COCTaBASIONINX HEOTheMAEMYIO 4acTh periepTyapa mpodec-
CHOHAABHBIX M y4eDOHBIX KOAAEKTMBOB. B crarbe packpbiBaeTcs Xy-
AO>KeCTBeHHO-DCTeTHYecKasl CyIJHOCTh MY3BIKM a3epOaiilKaHCKOIo
KJacClKa, Ha OCHOBe pacCMOTpPeHMs YBepTIOpPEI K onepe «Keporasr»,
pomanca «CeHcms», «AITyrcKou IecHm», Apum Ackepa U3 My3bl-
Ka/AbHOI KOMeAun «ApIINH Maa adaH» Y3eupa l'agxubeiian, moa-
YePKUBAETCS MX 3HAYMMOCTDh B YKPEILAeHMI VICTOPUYECKM CAOJKMB-
IINXCsSl TBOPYECKUX B3aMMOCBs3ell Y30ekucraHa u AsepOaligkaHa,
Ba’>KHBIX 4451 AaAbHENIIIETO I11040TBOPHOTO COTPYAHIYECTBA.

Karouesble caoBa: Yseup lagxubeiran, KomMmosurop, op-
KeCTp y30eKCKMX HapOAHBIX MHCTPYMEHTOB, MHCTPYMEHTOBKa, AM-
pyoKep, yBepTIOpa, apyis, allyrckas IIecHs, pOMaHC
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UZEYIR HACIBOYLI VO OZBOK XALQ CALGI
ALOTLORI ORKESTRI

Todgiqatda Azarbaycan bastokarliq maktabinin banisi, ilk mu-
gam operasi “Leyli vo Macnun”un miiallifi, Azerbaycan xalq ¢alg:
alatlori orkestrinin togkilatgisi, diinya sohratli alim, etnoqraf va icti-
mai xadim Uzeyir Hacibaylinin asarlari nazarden kegirilir. Maqala-
nin miiallifi — Ozbakistan xalq instrumental madaniyyati sahasinin
aparic1 miitoxassisi, Ozbakistan Dovlat Konservatoriyasinin incasa-
not {izre elmlor doktoru, professor — diqqeti Uzeyir Hacibaylinin
asarlarinin ifagis1 kimi Ozboak xalq ¢alg1 alatlori orkestrina yonaldir.
Bu asarlor pesokar vo todris kollektivlarinin repertuarinin ayrilmaz
hissasini togkil edir. Maruzada klassik Azarbaycan bastokarinin mu-
sigisinin badii-estetik mahiyyati “Koroglu” operasmnin uvertiirasi,
“Sonsiz” romansi, “Asiq mahnist”, “Arsin mal alan” musiqili kome-
diyasindan Osgarin ariyasi asasinda agiglanir, onlarin Ozboakistanla
Azarbaycanin adabi-yaradiciliq olagelerinin mohkemlanmasinds,
golacok samarali amakdasliq ti¢iin shamiyyat kasb etdiyi vurgulanir.

Acar sbzlar: Uzeyir Hacibayli, bastokar, Ozbak xalq calg1 alot-
lori orkestri, orkestrovka, dirijor, uvertiira, ariya, asiq mahnuisi, ro-
mans
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UZEYIR HAJIBEYLI AND THE ORCHESTRA OF UZBEK
FOLK INSTRUMENTS

The article examines the works of Uzeyir Hajibeyli — the
founder of the Azerbaijani school of composition, the author of the
first mugham opera “Leyli and Majnun,” organizer of the orchestra
of Azerbaijani folk instruments, world-renowned scholar,
ethnographer and public figure. The author of the article, a leading
specialist in the field of Uzbekistan’s folk instrumental culture, Doc-
tor of Sciences in Arts and Professor at the State Conservatory of
Uzbekistan, focuses on the Orchestra of Uzbek Folk Instruments as
an interpreter of Hajibeyli’s works, which constitute an integral part
of the repertoire of professional and educational ensembles. The
article reveals the artistic and aesthetic essence of the Azerbaijani
classical music through the analysis of the Overture to the opera
“Koroglu”, the romance “Sensiz”, the “Ashiq Song,” and Asgar’s
aria from the musical comedy “Arshin Mal Alan,” emphasizing their
significance in strengthening the historically established creative ties
between Uzbekistan and Azerbaijan, which are crucial for further
fruitful cooperation.

Keywords: Uzeyir Hajibeyli, composer, Orchestra of Uzbek
Folk Instruments, instrumentation, conductor, overture, aria, ashiq
song, romance
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UZEYIR HACIBOYLININ MiLLi CALGI ALOTLORINO
DAIR KONSEPSIYASI VO BU iSLAHATIN MILLI MUSiQi
TARIXINDS TOZAHURU

Tadgigatin asas maqgsadi U.Hacibaylinin milli calg1 alatlarine
dair movqgeyini aragdirmaq, milli tembr axtarislarina gotirib ¢ixaran
tarixi inkisaf yolunu izlomakdir. Xalq ¢alg: alatlori ve milli bastokar-
liq maktabinin qovusmasi tarixi biitiin Azarbaycan bastokarliq mak-
tobi ti¢iin vacib tekanverici amillordan biridir. Aragdirmada Uzeyir
bayin yanasmasinda bir neg¢s istiqamatin inkisafin1 nazards tutan el-
mi movqge isiglandirilir. Bura xalq ¢alg1 alatlorinin (hemginin unu-
dulmus ve unudulmaqda olan alatlarin do) tam moanimsanilmasi va
onlara sahib ¢ixmagq; milli alatlords notla ifagiliq masalalori; darslik-
lorin yaradilmas: va tadrisi; ti¢ pillali musiqi tohsili sistemi hamg¢inin
xalq calg1 alatlorine do aid edilmosi; alatlorin qurulusunda rekon-
struksiya va tokmillasdirmo islari ve bununla slaqadar ortaya ¢ixan
temperasiya masalalari; notla ifa edon ansambl ve orkestrlarin yara-
dilmasi; bununla bagli repertuar yaratmaq labtidliiyii; milli alatlarin
simfonik orkestro daxil edilmasi kimi masalalor do nazards tutulur.
Uzeyir bayin galg1 alatlorimizin simfonik orkestrs daxil olmasina
dair konsepsiyasi notla ifa edan xalq ¢alg1 alatleri orkestrinin yaran-
ma prosesinda hall edilmsli masalalari (repertuar probleminin halli
yollari, alatlarin temperasiyasi, milli aletlorin Avropa alstleri ile
uyarliq deracesi va s.) aktuallagdirir. Milli orqanologiya tariximiz ve
mugamin notasiyast da musiqi alstlorimizin besstekar musiqisinin
togokkiiliinds shamiyyatli rol dagiyir. Qeyd edsk ki, sadaladigimiz
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miiddealar ham de milli alstlarin tekamdilii prosesinde ¢ox vacib
moarhalaler funksiyasmi dasiyir ve prosesler tadqgiqatda xronoloji
qaydada izlanilir. Demak lazimdir ki, milli musiqimizin inkisafin
dayarlendiran bu proses hoalo do davam etmoakdadir. Notico etibarile
sos ixtiragiligl, tembr yenilonmasi yolu ile farqli seslonmalars nail ol-
mus bastokarlar Uzeyir bay snanslerinin bilavasite davamgisi kimi
¢ixis edirlor. Milli alatlarin tetbigi bestokarlar qarsisinda duran sa-
daca vacib moasala deyil, hamginin hoar kasin havesle ¢alismaq is-
todiyi bir cozbedici sahadir.

Acar sozlar: Uzeyir Haciboyli, milli calg1 alatlori, tembr dra-
maturgiyasl, temperasiya, orqanologiya, xalq ¢alg: alotlari orkestri

Chinara HEYDAROVA
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UZEYIR HAJIBEYLI'S CONCEPT ABOUT NATIONAL
INSTRUMENTS AND THE MANIFESTATION OF THIS
REFORM IN THE HISTORY OF NATIONAL MUSIC

The main purpose of the article is to trace the historical path of
the development of national instruments and their merger with the
composer school on the concept of U. Hajibeyli, the merge history of
folk performing with the national compositional school is the main
creative factor also for the entire Azerbaijani compositional school.
The study highlights the scientific position of Uzeyir bey, which
involves the development of several directions. Uzeyir Hajibeyli's
scientific approach implies the development of folk instruments
(including forgotten ones); issues of performance on national
instruments according to notes; creation of textbooks; inclusion of a
three-stage system of musical education also for folk instruments;
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work on the reconstruction and improvement of the structure of
instruments and the solution of temperament issues; the creation of
ensembles and orchestras playing according to notes; the need to
create a repertoire in this regard; and such issues as the inclusion of
national instruments in the symphony orchestra. The study reveals
the Hajibeyli concept — principles of the use of national instruments
in the composition of the symphony orchestra, some questions are
traced which will be solved in the process of creating an orchestra of
folk instruments, such as the creation of a repertoire, problems of
temperament and the solution of problems arising in the process of
combination of national instruments along with European
instruments, as well as the history of national organology and
mugham notation is traced in chronological order. During the
research it was discovered that composers inclined to timbre
rethinking of already familiar consonances are direct followers of
the ideas of the founder of the Azerbaijani National School.
Keywords: Uzeyir Hajibeyli, national instruments, timbre
dramaturgy, temperance, organology, orchestra of folk instruments
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ASIQ SONOTININ AZORBAYCAN MUSIQIiSININ DIGOR
JANRLARINA TOSIRI

Azarbaycan musiqi madaniyyati asiq senetini, poeziyani, mu-
siqini, ifaciliq ve pedaqogikani 6ziinda birlagdiran ¢oxsaxali yaradici
ananadir. Asiq Olasgar xalq seirinin ve musiqisinin melodik, ritmik
va poetik zanginliyini formalasdiraraq milli kimliyin qorunmasina
boyiik tohfe vermisdir. Onun irsi xalqin musiqi yaddasini méhkem-
londirmis, milli poetik dilin imkanlarini genislondirmisdir. Uzeyir
Hacibayli isa bu zengin irsi professional musiqiye gotirmis, “Leyli vo
Macnun” operasinda lirizm, “Koroglu”da gehromanliq intonasiyalar1
ilo asiq musiqisinin motivlarini klassik formaya ytiiksaltmisdir.

Asiq sanatinin tesiri mugam {islublarinda da aydin goriiniir.
Dilgomi, Karam ko¢dii, Mommoadhiiseyni, Mansir1 vo diger asiq ha-
valart miixtalif mugam ladlar1 asasinda formalagmis, naticada asig-
mugam qarsiliql zenginlasmasi bas vermisdir. 1930-cu illords yara-
dilan Xalq Calg1 Alatlari Orkestri vo sazin professional sshnaya gati-
rilmasi bu anonanin inkisafinda mithitm marhoalo olmusdur. Haci-
baylinin “Opera Karami” aranjemani vo Said Riistomovun “Olmasa
Olmaz” asari bu inteqrasiyanin bariz niimunslaridir.

XX esrdan etibaran estrada, caz ve pop musiqgida ds asiq into-
nasiyalarindan istifade olunmus, Rasid Behbudovun ifalar1 ve Vaqif
Mustafazadsnin caz improvizasiyalar1 bunun siibutu olmusdur.
Miiasir harmoniyada isladilon akkord komplekslarinin bazilari
gadimdan sazin kdklanma sisteminds movcud idi ki, bu da agiq mu-
sigisinin Azarbaycan musiqisinin harmoniya prinsiplerine verdiyi
tosiri gostorir.
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Dovlat seviyyasinds de asiq irsine diqqget yetirilmis, xiisusila
Asiq Olesgorin 200 illiyi miinasibatilo genis todbirler kegirilmisdir.
Biitiin bunlar gostarir ki, asiq senati milli musiqimizin ayrilmaz sii-
tunu olmagla yanasi, hem anenavi, hem ds miiasir janrlarda yasayir,
pedaqoji ve estetik shamiyyati ilo gonc nasillorin tarbiyesinde mii-
hiim rol oynayir.

Noticoe olaraq geyd etmok lazimdir ki, asiq senati milli musiqi
moadaniyyatinin ayrilmaz siitunu olaraq hem ananeavi, ham ds mii-
asir janrlarda yasamaqda ve inkisaf etmakdadir. Onun nota yazisi
vasitasile tadrisi vo beynalxalq seviyyade yayilmas1 galocok nasillor
tclin 6namli vasitadir.

Acar sbzler: Asiq Olasgar, Uzeyir Hacibayli, musiqi, mugam, opera
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THE INFLUENCE OF THE ASHIQ ART ON OTHER
GENRES OF AZERBAIJANI MUSIC

In Azerbaijani musical culture, Ashiq art constitutes a
multifaceted creative tradition uniting poetry, music, performance,
and pedagogy. Ashiq Alasgar contributed significantly to
preserving national identity by shaping the melodic, rhythmic, and
poetic richness of folk poetry and music. His legacy reinforced the
nation’s musical memory and broadened the expressive capacity of
the national poetic language. Uzeyir Hajibeyli integrated this
heritage into professional composition, elevating Ashiq motifs into
classical form — most notably in the lyricism of “Leyli and Majnun”
and the heroic intonations of “Koroglu”.

The influence of Ashiq art is evident in mugham as well:
melodies such as “Dilgemi”, “Kerem Kochdu”, “Mammadhuseyni”
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and “Mansiri” were shaped on the basis of different mugham
modes, leading to reciprocal enrichment between Ashiq music and
mugham. The establishment of the Folk Instruments Orchestra
during the 1930s and the introduction of the saz onto the
professional stage marked a crucial step in this development. The
arrangement “Opera Keremi” by Hajibeyli and “Olmasa Olmaz” by
Said Rustamov are striking examples of this integration.

Since the twentieth century the ashiq intonations have ap-
peared in popular stage music, jazz, and pop — evident in the per-
formances by Rashid Behbudov and the jazz improvisations by
Vagif Mustafazade. Certain chordal complexes found in modern
harmony had long existed in the saz tuning system, demonstrating
ashiq music’s impact on the harmonic principles of Azerbaijani
music.

Ashiq heritage has also received state-level recognition, most
notably through large-scale events marking Ashiq Alasgar’s 200t
anniversary. These examples demonstrate that ashiq art, as an
inseparable pillar of Azerbaijani music, continues to thrive in both
traditional and contemporary forms, playing a vital role in edu-
cating younger generations through its pedagogical and aesthetic
significance.

In conclusion, ashiq art, as an inseparable pillar of national
musical culture, continues to develop in both traditional and con-
temporary genres. Its notation-based teaching and international dis-
semination remain essential for preserving it for future generations.

Keywords: Ashiq Alasgar, Uzeyir Hajibeyli, music, mugham, opera
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MUASIRLIK VO ARXAIKA ARASINDA:
AZBRBAYCAN MUSIQIiSi XX OSRDO TRANSREGIONAL
TOSIR SAHOSINDO

Moaruzada XIX asrin 2-ci yaris1 vo XX asrin avvallorinds Azar-
baycanda tarixi-ictimai seboblorden dogan cografi determinizmin
naticasi kimi musiqi madaniyyatimizds forqli geokiiltiiral vektorla-
rin buraxdig1 tesirlorden bahs edilir. Arasdirmada XX asr boyu
Azarbaycan musiqi madeniyyatinds vo bastokarliq maktabinds mii-
sahida olunan, sarti olaraq “modernist” vo “arxaik” vektorlarin qar-
siligh tosiri vo onlarin forqli regional vo transregional amillarls olan
alagasinin tohliline cohd olunur. Bu qarsiligh tesir Azarbaycan musi-
gi madaniyyatinda sadaco estetik deyil, eyni zamanda tarixi, ictimai,
siyasi, ideoloji va sosial-madani kontekstlords ifada olunur. Maruzs-
nin baslica maqsadi Azarbaycan bastokarliq maktobinde modernloas-
msa cohdlarinin ananavi musiqi madaniyyati ilo sintezinin tezahiirle-
rinin todgiqidir. Siibhasiz ki, Uzeyir Hacibaylinin naheng ve coxsa-
xali irsi bu kontekstds moarkazi fiqur kimi 6n plana ¢ixar.

Acar sozlar: modernizm, arxaika, geokiiltiir vektor, transregi-
onal amil, Uzeyir Hacibayli
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BETWEEN MODERNITY AND ARCHAIC: AZERBAIJANI
MUSIC IN THE TRANSREGIONAL SPHERE OF INFLUENCE IN
THE 20* CENTURY

In the study it is said about the impact of different geo-cultural
vectors on Azerbaijani musical culture, shaped by geographic
determinism that emerged due to historical and social conditions in
the late 19% and early 20" centuries. The research attempts to
analyze the interplay between what can be conventionally termed
“modernist” and “archaic” vectors within Azerbaijani music culture
and the school of composition throughout the 20t century, as well as
their connections to various regional and transregional factors. This
interaction is reflected not only in aesthetic terms, but also within
historical, social, political, ideological, and socio-cultural contexts.
The main objective of the presentation is to explore how the efforts
toward modernization in the Azerbaijani school of composition
manifested in synthesis with traditional musical culture. Undo-
ubtedly, Uzeyir Hajibeyli’s vast and multifaceted legacy emerges as
a central figure in this context.

Keywords: modernism, archaic, geo-cultural vector, transregi-
onal factor, Uzeyir Hajibeyli
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ASIK ALESKER ve UZEYIR HACIBEYOV
DONEMLERINDE OSMANLI MUSIKI POLITIKASINA DAIR
BIR INCELEME

Osmanl imparatorlugu’nun son iki yiizyillinda goriilen
Avrupai yenilesme hareketleri daha ¢ok askeri ve egitim alanlarinda
etkili olmustur. Klasik medrese egitiminden modern okul sistemine
gecis, Cumhuriyet doneminde de stirmiistiir. Ozellikle Tanzimat
sonrast agilan okullar, modern egitimin uygulandig: ilk kurumlar
olmalar agisindan onem tasir. Koklii bir medrese gelenegine sahip
tilkede 6grencilerin yeni okullara, miifredata ve gretmen profiline
uyum saglamast zaman almistir. Bu nedenle Maarif yetkilileri ise
sibyan mekteplerini modernize ederek baslamistir. Bu doniisiimde
Mehterhaneler, Mevlevihaneler ve Enderun da egitimin farkh
boyutlarinda 6nemli roller iistlenmistir.

Egitim kurumlari; sibyan mektebi, riisdiye, idadi, dariilmaarif,
dariilftinun ve askeri mektepler olarak yapilandirilmistir. Bu
okullara bagh inas (kiz) mektepleri ve iptidai siniflar da agilmistir.
Maarif tegkilatinin gelismesinde, okullarin bulundugu yerlesimlerin
sosyo-ekonomik kosullar da etkili olmustur.

1845’te kurulan Maarif Meclisi ile okullar merkezi denetime
alinmus; ders adlar, icerikler, sinav ve degerlendirmeler kurallara
baglanmistir. Bu yenilesme msiki egitimine de yansimis, miizik
dersleri miifredata dahil edilmistir. Baglangicta “gina” olarak anilan
bu dersler zamanla “mfsiki” adiyla okutulmustur. Megk sistemi
esas alinmus, icerik cogunlukla 6gretmenin inisiyatifine birakilmistir.
Riisdiyelerde dersler once farkli brans 6gretmenlerince verilmis,
zamanla uzman misiki hocalari gorevi devralmustir.
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Osmanli’'min son doneminde baslayan ve Cumhuriyet’e tagi-
nan egitimdeki yenilesme siireci, kurumsal yapilar, miifredat ve 6g-
retmen profili bakimindan koklii degisimleri beraberinde getirmis-
tir. Bu baglamda msiki egitimi de doniisiimden etkilenmis, mesk
gelenegiyle modern okul sistemi arasinda bir koprii kurulmustur.
Asik Alesker ve Uzeyir Hacibeyov'un faaliyetleri ile Osmanl’daki
miizik egitimi politikalarinin sekillenisi, ayni zaman diliminde
gerceklesmis ve modernlesme siiregleriyle paralellik gostermistir.

Anahtar kelimeler: Osmanli Devleti, A§1k Alesker, Uzeyir
Hacibeyov, miisiki, egitim
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AN ANALYSIS OF OTTOMAN MUSIC POLICY IN THE
ERA OF ASHIQ ALASGAR AND UZEYIR HAJIBEYOV

The Westernization movements observed during the last two
centuries of the Ottoman Empire were mostly influential in the
military and educational fields. The transition from classical
madrasa education to a modern school system continued during the
Republican era as well. Schools established particularly after the
Tanzimat period were significant as the first institutions where
modern education was implemented. In a country with a deep-
rooted madrasa tradition, students needed time to adapt to new
schools, curricula, and teacher profiles. For this reason, the
education authorities began by modernizing the elementary schools.
In this transformation some religious schools also played important
roles in different aspects of education.

The educational institutions were structured as middle school,
high school, university and military schools. In addition, girls’
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schools and preparatory classes were also established. The socio-
economic conditions of the towns and cities where these schools
were located played a role in the development of the education
system.

With the establishment of the Ottoman Education Council in
1845, schools came under central supervision; course titles, content,
exams, and assessments were standardized. These reforms also
extended to music education, and music classes were incorporated
into the curriculum. Initially referred to as “gina”, those courses
were later named “music”. Based on the traditional training system,
course content was largely left to the discretion of the instructor. In
the schools music was first taught by teachers of other subjects, but
later by trained music educators.

The modernization of education, which began in the late
Ottoman period and continued into the Republican era, brought
about profound changes in institutional structures, curricula, and
teacher profiles. In this context, music education was also influenced
by this transformation, establishing a bridge between the traditional
megk system and the modern school model. The activities of Ashiq
Alasgar and Uzeyir Hajibeyov took place within the same time
frame as the shaping of music education policies in the Ottoman
Empire and they showed parallels with broader processes of
modernization.

Keywords: Ottoman Empire, Ashiq Alasgar, Uzeyir Hajibe-
yov, music, education
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MUSIQi VO SAMANIzZM

Tiirk diinyasinin madeniyyatini ve menavi dayarlerini on yax-
s1 sokildo oks etdiran sahalorden biri, stibhosiz ki, musiqidir. Tiirk
diinyasinda, xiisusile do Orta Asiya ve Anadolu madaniyyaetlerinda
musiqi, ham dini, hem da diinyavi funksiyalar1 yerina yetirib. Qa-
dim dovrlarden bari miixtalif madeniyyatlords, xiisusils, Asiya, Si-
bir bolgalorinds ve diger arealda hayatin ruhani toraflori ilo slage
qurmaga ¢alisan soxslar samanlar olmusdur. Onlar ¢ox vaxt ruhlarla
alage yaratmagq, sofa vermak, qorumaq ve qovma magqsadile miiay-
yon ayinlar icra ediblar ki, bunlardan asas1 da musiqi olmusdur.

Samanizm, tlirk va diger Orta Asiya xalglarinin qadim inanc-
larinda mithiim yer tutan, musiqi ve ritmlar vasitasiloe ruhani diinya-
ya daxil olan bir inanc sistemidir. Samanin ¢alg1 alati, xiisusen daf-
dir (davul). Saman {i¢iin daf insamin ruhunu temizlayen, onu kegid
(trans) vaziyyatina kegiran vasitodir. Bu alat vasitesilo saman tebiat-
1o alagasini ve tabiatin giiclorinin insanin ruhuna neca yaydigini nii-
mayis etdirir. Musiqgi samanin hayatinda miihiim rol oynayir. M.EIi-
ade “davul samanin simvolik olaraq Goys ¢ixmaqda istifade etdiyi
¢ox funksiyali, ¢ox morhalsli “saman agacina” banzadir. Samanlar
musiqiden ham xeyir (ag samanlar), hom do sor (qara samanlar) me-
ramlarini hayata kegirmok tigiin istifads ediblor.

Samanizm, ozan senati, agiq musiqisi Tiirk diinyasinda bir-bi-
rini tamamlayan, madeni kodlar ve ruhani dayerleri yasadan mii-
hiim ananoslordir. Bu snonslar, hom sosial, hom do monoavi baximdan
bir comiyyastin formalagsmasina ve inkisafina boyiik tesir gostermisdir.
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Azarbaycan epik matnlarinds tez-tez tasadiif etdiyimiz, xiisu-
silo dastanlarda gehromanlarin deyismosi, saz ve sozlo diismans ca-
vab vermosini professor S.Rzasoy saman/qahreman md&vqgeyinden
tohlil ederok, bildirmisdir ki, kosmoloji siijetdo onun bir sa-
man/gahreman kimi xaotik qiivvelare qarst magik-mistik ritual icra
etmosi, bu qlivvelarle magik s6z ve musigqi ilo doytismasi demakdir.

Musiqi, yalniz bir senat novii deyil, eyni zamanda manavi va
sosial hayatin ayrilmaz bir hissesidir. Bu ananolar, bir terafden xal-
qn menavi ve axlaqi dayarlerini qoruyarken, diger terafden, made-
niyyatin galacak nasillors ¢atdirilmasinda miihiim rol oynayir. Mu-
siginin 6ziinds ehtiva etdiyi simvolik va ritmik giic, insanin daxili
alomi ils tobiat arasinda harmoniyan: yaratmaga komak edir.

Acar sozlar: samanizm, musiqji, tiirklar, ozan, asiq senati
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MUSIC AND SHAMANISM

One of the areas that best reflects the culture and spiritual
values of the Turkic world is undoubtedly music. In the Turkic
world, especially in Central Asia and Anatolian cultures, music has
served both religious and secular functions. Since ancient times,
individuals who sought to establish a connection with the spiritual
aspects of life, particularly in regions such as Asia, Siberia, and other
areas, have been shamans. They often performed certain rituals to
communicate with spirits, heal, protect, and expel, among which
music played a fundamental role.

Shamanism is a belief system that holds significant impor-
tance in the ancient traditions of the Turkic and other Central Asian
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peoples, where the shaman enters the spiritual realm through music
and rhythms. The shaman’s musical instrument, particularly the
drum, is essential in this process. For the shaman, the drum serves
as a tool that purifies the soul and induces a trance state. Through
this instrument, the shaman demonstrates their connection with
nature and how the forces of nature influence the human spirit.
Music plays a crucial role in the life of a shaman. M. Eliade com-
pares the drum to the "shaman tree," a multi-functional, multi-stage
symbolic tool that the shaman uses to ascend to the heavens.
Shamans have used music to fulfill both benevolent (white shamans)
and malevolent (black shamans) purposes.

Shamanism, the art of the bard, and ashik music are integral
traditions in the Turkic world that complement one another and
preserve the cultural codes and spiritual values. These traditions
have greatly influenced the formation and development of society
from both social and spiritual perspectives.

In Azerbaijani epic texts, particularly in the epic tales, we
frequently encounter the themes of heroes engaging in verbal duels
and responding to their enemies with music and words. Professor S.
Rzasoy, analyzing this from the perspective of the shaman/hero,
states that in the cosmological narrative, the hero, as a shaman or
hero, performs magical-mystical rituals against chaotic forces,
battling these forces with magical words and music.

Music is not only an art form but also an inseparable part of
spiritual and social life. These traditions, on the one hand, preserve
the moral and spiritual values of the people, while on the other hand,
play a crucial role in transmitting culture to future generations. The
symbolic and rhythmic power embedded in music helps create
harmony between the inner world of individuals and nature.

Key words: shamanism, music, Turkic, ozan, ashiq
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ASIQ OLOSGOR POEZIYASI VO
TURK XALQ TOSOVVUFU

Tirk diinyas: boyiik arif, Xorasan sufi moktobinin gorkemli
niimayandasi Xoca Ohmad Yasaviden baslayaraq, 6ziinoxas milli te-
sovviif folsefasini formalasdirmaga basladi. Bu proses asas etibarile
sifahi ananoli ozan-asiq senatinda gercoklasirdi. Orta Asiyadan Ana-
doluya, Qafqgazlardan Serqi-Avropaya qodar uzanan genis bir cogra-
fiyada sufi-lirfani xalq diinyagoriisii moahz toriget¢i ozanlar vasite-
silo yayllmaga baslad1. Xiisusilo do Slavi-Qizilbas Sefavi ozanligr bu
moenada liderlik keyfiyyatlarinin dastyicist idi. Yunus Imrs, Dada-
loglu, Kayqusuz Abdal, Pir Sultan Abdal, Miskin Abdal, Sah Xotai,
Dirili Qurban, Tufarqanli Abbas, Xasto Qasim, Asiq Ali vo nohayat
Asiq Olesgorle oziiniin kamillik zirvesina ¢atan Tiirk xalq tesavviif
poeziyasi bazi dlkalards, xiisusilo do Anadolu Tiirkiyesinds hom bir
sonat hadisasi, ham da iirfani corayan silsilasi olaraq, bu giin da da-
vam etmokdadir. Lakin Azarbaycan xalq tesevviif adebiyyati mahz
ustad asiq Dadoe Olasgarle bitdi desak, yaqin ki, yanilmariq. Asiq
Olesgar 6zlinden avvalki sufi poeziyasin 6z saloeflari kimi sadas xalq
dilinds nafis manzumsolorls yaratmis, bu falsafi tomayiillors yeni
can, yeni nafas baxs etmisdir. Biz onun seirlarindoaki torigat simvoli-
kasinin daha 6nceki miislliflords aciq sekilde bayan edilmayen ela
qatlairna rast golirik ki, 19-cu asrin sonu, 20-ci asrin avvallorinde
GOy¢o mahalinda bu bilgilarin, bu gizli informasiyalarin necs alda
olundugu haqda hals dos tam ve elmi gonastlare galib ¢ixa bilmami-
sik. Ancaq cesaratle deys bilerik ki, Dads Slssgar do 6z selaflari
olan Miskin Abdal, Dirili Qurban, Tufarqanli Abbas vo Xasto Qasim
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kimi tam bir Safavi ozanidir. Onun xiisusile de ©hli-Haq ve Slavi-
Quzilbas sufi ideologiyasim terenniim edsn qosma va tacnislari, els-
cd da, bizim diisiincomize gore, sirf tokys marasimlari {igiin deyil-
mis olan divani ve ustadnamalari bu iddiali fikirlari destoklomoakda-
dir. Asiq ©lasgar bu manada balli bir silsilonin davamgisi idi. Homin
silsilonin konkert adi isa Tiirk xalq tesevviiftidiir.

Acar sozlar: Sufi, tesovviif, ozan, asiq, qizilbas, alovi, poeziya,
gosma, divani, ustadnams, tocnis
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THE POETRY OF ASHIQ ALASGAR AND TURKIC FOLK
SUFISM

Starting from Khoja Ahmad Yasawi, the great mystic of the
Turkic world and a prominent representative of the Khorasan Sufi
school, a distinctive national philosophy of Sufism began to take
shape. This process was realized mainly through the oral tradition
of the ozan-ashiq art. Across a vast geography stretching from
Central Asia to Anatolia, from the Caucasus to Eastern Europe, the
mystical worldview of the people spread through dervish-like
ozans. In this respect, the Alevi-Qizilbash Safavid ozan tradition
carried leading qualities.

Figures such as Yunus Emre, Dadaloglu, Kaygusuz Abdal, Pir
Sultan Abdal, Miskin Abdal, Shah Khatai, Dirili Gurban, Tufarganli
Abbas, Khasta Gasim, Ashiq Ali, and finally Ashiq Alasgar brought
Turkic folk Sufi poetry to its peak of maturity. In some countries,
especially in Anatolian Turkey, this poetic-spiritual tradition
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continues today both as an artistic phenomenon and as a mystical
movement. However, it would not be mistaken to say that
Azerbaijani folk Sufi literature reached its conclusion with the
master ashiq Dede Alasgar.

Ashiq Alasgar, like his predecessors, composed refined verses
in the simple language of the people, giving new life and new breath
to Sufi philosophy. In his poetry, we encounter layers of religious
symbolism that had not been explicitly expressed by earlier authors,
raising questions about how such knowledge and hidden
information were transmitted and preserved in the Goycha region at
the end of the 19th and beginning of the 20th centuries. Yet we may
assert with confidence that Dede Alasgar, like his predecessors
Miskin Abdal, Dirili Gurban, Tufarganli Abbas and Khasta Gasim,
was a true Safavid ashiq.

His poems — especially the goshma and tajnis extolling the
ideology of the Ahl-i Hag and the Alevi-Gizilbash, as well as his
divani and ustadname verses, which we believe were intended not
only for lodge ceremonies — confirm this view. In this sense, Ashiq
Alasgar was a direct successor to a certain spiritual chain, the
specific name of which is Turkic Folk Sufism.

Keywords: Sufi, Sufism, ozan, ashiq, Gizilbash, Alevi, poetry,
goshma, divani, ustadname, tajnis
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“ZABUL” MOQAMI OSASINDA UZEYIiR HACIBOYLININ
ELMI-NOZORI IRSININ TOZAHUR ASPEKTLORI

Tadgiqatda U.Hacibaylinin elmi-nazari konsepsiyasindan bahs
olunur, onun yazdigi “Azerbaycan xalq musiqgisinin osaslar1”
kitabimin Azarbaycan musiqisiinasliginin inkisafinda miistesna she-
miyyote malik oldugu vurgulanmir. Bu aserin XX osrde musiqi
elminin inkisafinda yeni marhslonin baslangici oldugu diqgate
catdiriir. U.Hacibaylinin hemin kitaba dair slyazmalari zengin
informasiya manbayi kimi saciyyslondirilir. Onlarda Azarbaycan
musiqi elmi tig¢lin bu giin do 6z aktualligin1 qoruyan ¢ox maragqlt vo
doyerli fikirlorin oksini tapdigr geyd edilir. Homin moasalalorden
baglicasinin ~ maqam nazariyyesi ile bagh oldugu bildirilir.
U.Hacibaylinin adi ¢okilon asarinin ¢oxsayli ve miixtalif slyazmala-
rinda alimin elmi axtarislari, golacok yaradiciliq planlari, magam
konsepsiyasinin yaranma prosesi vo inkisafi 0ziinii aydin sokilda
oks etdirdiyine gora tadgiqatcilarin diqgeti bu qiymatli isin arxiv
manbalarinds qorunan variantlarina yonaldilir. Hazirki arasdirma-
da Uzeyir bayin kitabinin 1945-ci il nagrine qoder “Rast”, “Sur”,
“Segah”, “Siister”, “Bayati-siraz” ve “Hiimayun” kimi asas maqam-
lar ila barabar, “Zabul”un da sakkizinci maqam kimi bdyiik alimin
nazari konsepsiyasinda 6z oksini tapdig1 gosterilir. Buna onun yu-
xarida ad1 ¢akilon kitabinin AMEA-nin Olyazmalar Institutunun ar-
xiv fondlarinda, ev muzeyinin arxivinds qorunan slyazmalarinda,
cap olunmus “Azarbaycan Tiirk xalq musigisi haqqinda” adli maqa-
lasinds, habels rus musigisiinaslarinin aserlarinds da rast gslmayin
miimkiin oldugu bildirilir. Lakin elmi yaradiciliq axtariglar1 natice-
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sinde kitabin nasr variantinda U.Hacibaylinin zabulu asas magamlar
sirasina daxil etmaye ehtiyac duymadig1 hazirki aragsdirmada oxu-
cularin nazarins gatdirilir. “Zabul” magamina sonraki illards U.Ha-
cibaylinin talabasi olmus M.Ismayilovun arasdirmalarinda rast go-
lindiyi bildirilir.

Acar sozlor: U.Haciboayli, magam nazeriyyesi, “Azarbaycan
xalq musiqisinin asaslar1” kitabi, Zabul magqamu, slyazma variantla-
r1, arxiv moanbalori
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ASPECTS OF THE MANIFESTATIONS OF UZEIR
HAJIBEYLI'S SCIENTIFIC AND THEORETICAL LEGACY
THROUGH THE LENS OF THE “ZABUL” MODE

In the article it is said about U.Hajibeyli’s scientific and
theoretical concept. The book “Fundamentals of Azerbaijani Folk
Music” is said to be of exceptional importance in the development of
Azerbaijani musicology. Notably, this work signaled the start of a
new era in the development of musicology in the 20 century. The
manuscripts of this book by U. Hajibeyli are characterized as a rich
source of information, which makes them a valuable addition to the
field. It is important to acknowledge that these works encapsulated
some of the most interesting and significant ideas, which continue to
be relevant in the context of Azerbaijani musical science even today.
The most fundamental of these issues are reportedly related to the
theory of modes. As the numerous and diverse manuscripts of
Hajibeyli 's work clearly reflect the scholar's scientific research and
creative plans, as well as the emergence and development of the
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concept of modes, researchers' attention is turned to the versions of
this valuable work stored in archival sources. This article suggests
that, prior to the publication of Uzeyir Bey’s book in 1945, the great
scholar's theoretical concept included the eighth mode, “Zabul”,
along with such basic modes as “Rast”, “Shur”, “Segah”,
“Shushtar”, “Bayati-Shiraz” and “Humayun”. It is reported that this
can be found in the archival funds of the Institute of Manuscripts of
ANAS, in manuscripts stored in the archive of the house-museum,
in the published article "On Azerbaijani-Turkic folk music," as well
as in the works of Russian musicologists. However, as a result of
scientific and creative research in this study, the fact is brought to
the attention of readers that U.Hajibeyli did not consider it ne-
cessary to include Zabul among the main modes in the published
version of the book. It has been stated that the Zabul mode was
subsequently discovered in the research of M. Ismailov, a student of
U.Hajibeyli.

Keywords: U.Hajibeyli, Theory of Modes, book ”Funda-
mentals of Azerbaijani Folk Music”, Zabul mode, handwritten
versions, archival sources
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MUGAMDA ORUZUN QOLIB VO TOFILOLORININ
TOCOSSUMUNO DAIR

Sirr deyil ki, mugam senatinds an vacib maqamlardan biri de
s0z, seir, gozaldir. Mugam ifagilifinda improvizs, sobs, guse kimi
anlayislar, onlarin saciyyavi xiisusiyyatlori ve dyranilmasi hansi yer-
do dayamirsa, zennimizcs, s6z do, mugamin poetik matni do bir o
godar 6nam kasb edir. Maqalode mugamin poetik asaslari, soziin
dasidig1 mena yiikii, seirin saciyyovi vo xarakterik xiisusiyyatlorina
diqgat yetirilir. Mugamin poetik matninin — aruz vezninds yazilan
gozallarin, gosidalarin aruzdan gelon ritmik qanunuygunluglari, bu
xtisusiyyatlorin improviza ilo qarsiligh slagelari arasdirilir.

Bu vo digar masalalar tarafimizden bir sira ustad xanandalarin
ifasindan nota kogiiriilon niimunalor asasinda tahlil edilir. Onu da
geyd edak ki, movcud not yazilarinin aksariyyeti instrumental ifalar
asasinda yazilmigdir. Lakin xanands ifasindan yazilan niimunsler
coxluq toskil etmir. Bu manada Fikrot Omirov vo Nariman Mamma-
dovun not niimunalari xiisusile geyd olunmalidir. Har iki not yazisi-
na baxdiqgda goriiriik ki, mugamin not satrinin alt hissasinds goze-
lin misralar1 gosterilss da, saruzun qanunauygunluglarina ssaslanan
formada teqdim edilmoayib. Lakin terafimizden notlagdirilan niimu-
nalarda ise ilk dafe olaraq vokal partiyalarda qazslin sruzdan gslen
ganunauygunluglari, beyt, gelib, misra anlayislarin1 nazare alaraq
toqdim etmisik.

Not niimunslari ils tahlil zamam mugam destgahlarinda mu-
siqi, improvizasiya ne gader onemlidirss, mugamin poetik matninin
da bir o gadar xiisusi ¢ekiye malik olmasi bir daha aydin olur. Bu
tamliq da mehz mugamin poetik moatnls paralel arasdirilmas: zama-
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n1 Oziinii gostarir. Mugamin matni ils musiqi arasinda vehdstin oy-
ronilmasi bir sira masalalarin hallins isiq salir: musiginin mazmunu
vo matnin mezmunu arasindaki korpii; poetik matnin ritmik xiisu-
siyyatlari; musiqinin ritmi ils seirin ritmi arasindaki slage; mugamin
not yazisinda aruzun talablarinden irsli galarak diizgiin ifads olun-
masi. Maqalada hamginin gozallorin hansi bahrds yazilmasi, tofilalor
va s. bu kimi moesalalars diqgat yetirilir.

Acar sozlar: mugam, aruz, ritm, qozal, improvizs, not yazisi,
xananda
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ON THE EMBODIMENT OF ARUZ METRICAL PATTERN AND
FEETS IN MUGHAM

It is no secret that one of the most essential aspects of the art of
mugham is the word —poetry and the ghazal. Just as improvisation,
shobe (sections), and gushe (subsections) and their characteristic
features occupy a fundamental place in mugham performance and
study, we believe that the word —the poetic text of mugham—holds
equal significance. This article focuses on the poetic foundations of
mugham, the semantic weight of the word, and the distinctive
features of poetry employed in performance. Special attention is
given to the poetic texts of mugham —ghazals, qasidas written in the
aruz prosodic system—the rhythmic patterns derived from aruz,
and the interplay of these features with improvisation.

These and other issues are analyzed on the basis of samples
transcribed from the performances of master khanandas (singers). It
should be noted that the majority of existing notations are based on
instrumental renditions, while examples transcribed from vocal
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performance are relatively scarce. In this regard, the notations by
Fikrat Amirov and Nariman Mammadov deserve particular men-
tion. Although their scores include ghazal verses beneath the musi-
cal lines, they are not presented in accordance with the rules of aruz.
In contrast, in the transcriptions carried out by us, for the first time
the vocal parts of the ghazal have been notated with due con-
sideration of aruz principles —taking into account the couplet (beyt),
metrical pattern (qalib), and line (misra).

The analysis of notated examples demonstrates once again
that within mugham dastgahs, poetry carries as much weight as
music and improvisation. This integrity is revealed precisely when
mugham is studied in parallel with its poetic text. Exploring the
unity between text and music sheds light on a number of questions:
the bridge between the meaning of the music and that of the text; the
rhythmic properties of the poetic text; the relationship between
musical rhythm and poetic rhythm; and the correct representation of
mugham notation in accordance with the requirements of aruz. The
article also examines such issues as the poetic meters (bahr) in which
ghazals are composed, the use of metrical feet (tafilah), and related
aspects.

Keywords: mugham, aruz, rhythm, ghazal, improvisation,
notation, khananda
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IDEOLOJi-SiYASi FOLKLOR DONOMIND®O ASIQ
SONOTI: ONONOVIi MIiRASDAN iDEOLOJi TOBLIGAT
VASITOSINO TRANSFORMASIYA

Bu moaruzs, XX yiizilin avvellorinden baslayaraq Azerbaycan
asiq senatinin Sovet ideoloji-siyasi aparatinin tesiri altinda neca
transformasiyaya ugradigini sistemli sokilde arasdirir. Azerbaycan
Xalq Climhuriyyetinin siiqutundan ve Sovet hakimiyyatinin qurul-
masindan sonra asiq senatinin ananavi madani funksiyalarim itire-
rok dovlet terafinden idars olunan ideoloji tobligat vasitasine gevril-
ma prosesi tohlil edilir. Maruzads, Sovet rejiminin asiqlar foxri ad-
lar, miikafatlar vo maddi giizastler vasitasiloe 6z ideoloji masinina in-
teqrasiya etma strategiyalari, eloco do yaradiciligin asas hadafinin
estetik dayarlorden sosialist doktrinasimin telablarina tabe edilmasi
geyd olunur.

Folklorun siyasallagdirilmas: hadisesi, onun orqanik sokilda
xalqin meanavi ehtiyaclarindan yaranmasi avezine dovlst terafinden
stiurlu sakilde planlasdirilan ve idare olunan bir proses kimi qiy-
moatlandirilir. “Kitabi-Dads Qorqud” dastanlarina qarsi aparilan ide-
oloji kampaniyalar ve “Koroglu”, “Ferhad-Sirin”, “Osli-Keram” ki-
mi klassik epik asarlorden dini-milli elementlarin sistemli sokilda to-
mizlenarak sinfi miibarize nazeriyyesine uygunlasdirilmas: niimu-
nalari vasitasile Sovet senzura sisteminin genismiqyasl tasiri niima-
yis etdirilir.

Moaruzads hamginin asiq senatinin tedqiqins filoloji (sdabiy-
yatsiinasliq) yanasmanin tatbiqinin yaratdig1 epistemoloji problem-
lars xiisusi diqqet yetirilir. Bu reduksionist metodologiyanin folk-
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loru adebiyyatin “primitiv qolu” kimi giymatlondirmasi, onun so-
sial-antropoloji manasini, kommunikativ funksiyalarini ve ictimai-
siyasi etiraz rolunu kenara atmasi keskin tanqid obyektinas cevrilir.
Asiglarin Tkinci (1938) ve Ucgiincii (1961) Qurultaylar1 kontekstinda
hayata kegirilon repressiv todbirlar, “ideoloji safliq” ve “kegmisdan
qurtulma” adi altinda aparilan temizlemsler ve yaradiciliq azadli-
ginin institusional sokildo mehdudlasdirilmas1 detalli sokilds tohlil
edilir. Xiisusi vurgu olaraq, 1937-ci il Q1zil Terror dovriindas ziyalila-
ra qarst hoyata kegirilon repressiyalarin asiq senatindes yaratdig: da-
g1dic1 toesirlor geyd olunur.

Bununla bels, maruza Sovet sisteminin “xrussov yumsalmas1”
dovriindan sonra Asiq ©lasgarin yubileyinin tontensli sokilda qeyd
edilmosi vo digar gorkemli asiqlarin irsine elmi maragin artmasini
madani siyasatde miisbat doyisiklik kimi giymotlondirir. H.Arash-
nin “Asiq yaradiciligl” monoqrafiyas: kimi fundamental asarlorin
nagsri vo 1970-ci illordan etibaran asiq adebiyyati sahasindo disserta-
siya va monogqrafiyalarin sayinin kaskin artimi, asiq senatine akade-
mik maragin barpasinin obyektiv gostaricilori kimi taqdim olunur.
Natico etibarilo, maruza Sovet ideoloji masininin giiclii assimilyasi-
ya tozyiqlorine baxmayaraq, asiq senatinin 6zlinamaxsus milli me-
dani kodlarin1 qoruyub saxlamaq qabiliyyatini elmi postulatlarla or-
taya qoyur.

Acar sozlar: Asiq senati, Sovet ideologiyasi, folklorun transfor-
masiyas, siyasi tobligat, senzura, madani repressiya

57



Fuzuli BAYAT

Doctor of Sciences in Philology, Professor
ANAS Institute of Folklore

E-mail: fuzulibavat58@gmail.com
ORCID: 0000-0002-0811-5852

ASHIQ ART IN THE IDEOLOGICAL-POLITICAL
FOLKLORE PERIOD: TRANSFORMATION FROM
TRADITIONAL HERITAGE TO A TOOL OF IDEOLOGICAL
PROPAGANDA

This article systematically examines the transformation of
Azerbaijani ashiq (folk bard) art under the influence of the Soviet
ideological-political apparatus beginning in the early 20" century.
Following the collapse of the Azerbaijan Democratic Republic and
the establishment of Soviet rule, ashigart gradually lost its
traditional cultural functions and was repurposed as a state-
controlled tool for ideological propaganda. The study analyzes the
Soviet regime's strategies for integrating ashigs into its ideological
machine through honorary titles, awards, and material incentives, as
well as the shift in creative focus from aesthetic values to complian-
ce with socialist doctrine.

The politicization of folklore is presented as a deliberate, state-
planned process rather than an organic expression of the people's
spiritual needs. The article highlights the extensive impact of Soviet
censorship through ideological campaigns against the Book of Dede
Gorgud epics and the systematic removal of religious-national
elements from classical works such as Koroglu, Farhad-Shirin,
and Asli-Kerem, reshaping them to align with class struggle theory.

Special attention is given to the epistemological problems
arising from the philological (literary) approach to ashig studies. This
reductionist methodology, which treats folklore as a "primitive

branch of literature," is sharply criticized for neglecting its socio-
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anthropological significance, communicative functions, and role in
socio-political dissent. The article details repressive measures
implemented during the Second (1938) and Third (1961) Congresses
of Ashigs, including purges under the guise of "ideological purity"
and "breaking with the past," as well as institutional restrictions on
creative freedom. Particular emphasis is placed on the devastating
effects of the 1937 Great Purge on the ashiq tradition, as intellectuals
were targeted.

However, the article also acknowledges positive shifts in
cultural policy following the "Khrushchev Thaw" such as the
celebration of Ashiq Alasgar's jubilee and renewed scholarly interest
in prominent ashigs. The publication of foundational works like H.
Arasli’'s monograph Ashiq Creativity and the surge in dissertations
and monographs on ashiq literature from the 1970s onward are
presented as evidence of academic revival. Ultimately, the article
argues that, despite the Soviet ideological machine's assimilationist
pressures, ashiq art retained its unique national cultural codes.

Keywords: Ashiq art, Soviet ideology, folklore transformation,
political propaganda, censorship, cultural repression
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MILLI-MODONI KOD SISTEMi AZORBAYCAN
BOSTOKARLARININ YARADICILIGINDA SEMANTIK VO
KOQNITiV KONTEKSTDO

Hal-hazirda diinya madaniyyetinde milli kimliyin inkisaf mo-
dellorinin ve milli-tarixi kodlarin tedqiq olunmasi baximindan
movcud ananalerin dinamik xarakterinin Oyrenilmasi ve ideoloji
konstantlarin miiayyen edilmasi aktualliq kesb edir. Madani kod -
semiotikanin fundamental anlayislarindan biri kimi har bir xalqin
tarixi-madani inkisafi ila bagli olan adat-enanalara xas xiisusiyyotle-
rin tozahiirtidiir. Yoni metal modellar kimi isars vo dayarlar macmu-
su olan milli madoani kod sistemi de insanlarin stiurunda formalasa-
raq asrlarls cilalanan, madaniyyat vo sosial tacriibanin nasilden-nas-
lo otiirtildiiyii, xalq psixologiyasin1i miiayyenlasdiron sabit ideyalar
sistemidir.

Milli madoani kodun asasini togkil eden asas semiotik mexa-
nizmlor kimi: a) madaniyyetin yaddas ve onanalarle baghligin
miiayyanlosdiran isaralarin ve matnlarin saxlanmasi, b) madaniyyet-
daxili vo madaniyyatlorarast dovriyye ve transformasiya prosesi, c)
yaradiciliq fealiyyetinde innovasiyalarin miimkiinliiytinii temin
edan yeni isaralarin ve yeni malumatlarin yaranmasi ils bagli olmasi
todqgiqatin asasini toskil edir.

Milli madeni kod sistemi xalqin baza doayorlori ilo for-
malasaraq insanin diinyagoriisiiniin asasi, onun tafokkiiriinde mo-
deniyyatin izi kimi xarici miihitls qarsiligh slagads olan har seydo -
dilds, matnds, davranisda, incasenatds va s. 6z oksini tapir. Yoni
hansisa formada kodlanmis malumatlar har bir xalqin madeniyyat
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anlayisinin agar1 hesab olunan madeni kodlar1 miiayyan edir. Maqa-
lode milli-madani kod sistemi Azarbaycan bastekarliq maktebinin
{i¢ siitunu kimi xarakteriza edilon Uzeyir Hacibayli, Qara Qarayev
vo Fikrot ©Omirovun yaradicilig1 timsalinda semantik ve koqnitiv
kontekstdo aragdirilir. C.S.Pirs, C.U.Morris, F.de Sossiir, C.Lévi-
Strauss, U.Eko, R.Bart, Y.M.Lotman, ].J.Nattiez, T.Xolopova,
N.Meckovskaya, C.Lakoff, M.Conson vo s. todgiqat¢ilarin semiotik
sistem, koqgnitiv psixologiya va lingivistika ilo bagli yanasmalar: tod-
giqatda yer alir.

Acar sozlar: madoani kod, bastokar, semiotik sistem, semantika,
kognitiv psixologiya, kognitiv lingivistika va s.
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THE NATIONAL-CULTURAL CODE SYSTEM IN THE
SEMANTIC AND COGNITIVE CONTEXT OF AZERBAIJANI
COMPOSERS’ ACTIVITY

In contemporary global culture, the study of national identity
development models and national-historical codes has gained
increasing importance. This includes examining the dynamic nature
of cultural traditions and identifying ideological constants. As a
fundamental concept within semiotics, the cultural code reflects the
unique characteristics of customs and traditions associated with the
historical and cultural development of a nation. The national-
cultural code system, understood as a collection of signs and values
functioning as mental models, emerges through long-standing social
and cultural experience. It represents a system of stable ideas
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transmitted across generations, shaping national psychology and
consciousness.

The primary semiotic mechanisms underpinning the national-
cultural code include: a) the preservation of signs and texts that
sustain the connection between culture, memory, and tradition; b)
the processes of intra-cultural and intercultural circulation and
transformation; c) the emergence of new signs and information
associated with innovation in creative activity. The national-cultural
code system, formed through the core values of a nation, constitutes
the foundation of an individual's worldview. It manifests in all
cultural expressions that engage with external reality - including
language, text, behaviour, and the arts. Encoded cultural data thus
serve as keys to understanding a people’s conception of culture.
This study investigates the national-cultural code system within the
semantic and cognitive framework through the works of Uzeyir
Hajibeyli, Gara Garayev, and Fikrat Amirov - three foundational
figures of the Azerbaijani school of composition. The research draws
upon theoretical perspectives from scholars such as C.S. Peirce, C.W.
Morris, F. de Saussure, C. Lévi-Strauss, U. Eco, R. Barthes, Y.M.
Lotman, J.J. Nattiez, T. Kholopova, N. Mechkovskaya, G. Lakoff,
and M. Johnson, incorporating insights from semiotics, cognitive
psychology, and cognitive linguistics.

Keywords: cultural code, composer, semiotic system,
semantics, cognitive psychology, cognitive linguistics, etc.
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MHTOHAIIVIOHHBIE APXETUIIBI KA3AXCKOI
IIECHI: OT OBPSIAOBEIX ®OPM K ABTOPCKOM
ITECEHHOM AVPUKE XX-XXI BEKOB

J0OKAa TIOCBAIeH KOMILAeKCHOMY M3Y4eHIO MHTOHAIIMOHHBIX
apXeTUIIOB Ka3axcKOM IIeCHM, KOTOpble pacCMaTpUBAIOTCS KaK YCTOM-
4yBble MeAOAUKO-pUTMIYecKre (popMyAbl, BOSHMKIINE U 3aKpeIln-
BIIIIECS] B paMKax YCTHOM MY3BIKaABHOM TpasuIUN. DT (POPMYAbI
He TOABKO COXPaHAIOT CeMaHTUYeCKyIO 3HaulIMOCTh B COBPEMEHHOM
KyABTYPHOM IIPOCTpaHCTBe, HO I BBHICTYIAIOT B KadecTse (yH-
AaMeHTa/AbHBIX DA€MEeHTOB MY3bIKaAbHOIO MBIILAeHNs, ODecriedn-
BaIOIIUX ITpeeMCTBeHHOCTDh Tpaaunyy. Ocoboe BHMMaHUE YAeAseTCs
MexaHn3MaM (PYHKIIMOHUPOBAHUSA apXeTUIIOB B aBTOPCKOM  Iiec-
HeTBOpYecTBe XX—XXI BeKoB, IpeAcTaBA€HHOM KaK KOMIIO3UTOPCKI-
MM IIPOM3BeJeHIsIMMY, TaK ¥ caMO/JesITe AbHBIMI OOpasIiaMIA.

B nentpe aHaam3a — BbIsIBA€HHbIe Ka3aXCTaHCKMMM MCCAe0Ba-
TeAsSMM MHTOHAlIMIOHHBIE apXeTUIIbl, TaKie KaK aKbIHCKas MeAOAN-
geckas ¢popmyaa (AM®P) 1 IIeHTaTOHHBIN «OOPSIAOBBIN KOMILAEKC».
OHM TpakTyIOTCs KaK 3HaKU KyAbTYPHOM IaMsATH, KOTOpble HecyT
CUMBOANYECKYIO Harpys3ky u (opMMUPYIOT 0Opas3bl KOAAeKTHBHOM
UAEHTUYHOCTU. Marepuaa mccaeaoBaHMsI OXBaThIBaeT IITMPOKUIA
CIIEKTP IIeceH: OT TPaAMUIIMOHHBIX YCTHO-TIPO(deCccnOHaABHBIX 00pas-
110B 40 COBPeMeHHO HCTPajHO IeCHI.

PackpbiBaeTcsi poab MOHOAMYECKOTO THUIIAa MBIIIIAEHMNS, OIIpe-
AeASIOIIero AMHeapHOCTh MeA0AMYeCKOIO CTPOsl, pPUTMMKY, CBSI3aH-
HYIO C Peyblo, U AaJ0BYIO OpraHM3allMIO, KOTOpble AeXKUT B OCHOBE
TPaAUIIMOHHBIX apXeTurios. OAHOBpeMeHHO ITPOCAeKMBaIOTCs HpOo-
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11eCChl TpaHcpopMaIUy MHTOHAIIVIOHHBIX aPXETUIIOB B YCAOBIX TO-
MO(]OHHO-TAPMOHIYECKOTO MBIIIAEHNS, XapaKTepPHOIO AAs Macco-
BOJI KyABTYpPBL B KadecTBe MAAIOCTpanMii pacCMaTpUBaIOTCS IIPYIMe-
po1 u3 tBOopuectBa J.Paxuiesa, A.Ceitanmbexkosa, A.Kopasbaesa, a
TaK>Ke APYIUX MPOQeCcCHOHAABHBIX U CAMOAESITeABHBIX aBTOPOB.

CaeaaH BBIBOJ O TOM, UYTO HECMOTPsSI Ha >KaHPOBOE VM CTUAU-
CTMUYEeCKOe MHOTrooOpasye COBPeMEHHON Ka3axCKOV IeCHY, MHTOHa-
LIJIOHHBIE apPXEeTUIIBI COXPAHSIOT CBOIO YCTOMUMBOCTH OAarogapst COX-
PaHEeHUIO TAaBHOV (PYHKIUM — OBITh HOCUTEASIMU KOAAEKTUBHOI
IaMATY, KyABTYPHOTO KOAa U TPAAUIIMOHHO CMBOAUKIL.

KaroueBble ca0Ba: MHTOHAIIMOHHBIV apXeTUII, Ka3axcKasl Iiec-
Hsl, MY3BIKaAbHOE MBIIILAE€HIE, MOHOAVS, AVPVIKA, KyABTYpHas IIa-
MATb, TPaAUIUs, ABTOPCKOE IIeCHETBOPYECTBO, CTUAMCTIYECKAs
TpaHcpopMaryLl
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QAZAX MAHNISININ INTONASIiYA ARXETIPLORI:
MORASIM FORMALARINDAN XX-XXI OSRLORIN MUOLLIF
MAHNI LIRIKASINA

Toadqiqat qazax mahnisinin intonasiya arxetiplorinin kompleks
sokilda dyranilmasine hasr olunmusdur. Bu arxetiplar sifahi musiqi
ananosi ¢argivasinds yaranmis vo mohkemlanmis davamli melodik-
ritmik formullar kimi nazarden kegirilir. Homin formullar miiasir
moadani miihitds yalniz semantik shamiyystini qoruyub saxlamur,
hom do enenenin davamliligini temin edoan musiqi tefokkiirtiniin
fundamental elementloari kimi ¢ixis edir. Xiisusi diqgat XX-XXI osr-
lords miiallif mahni yaradiciliginda arxetiplorin faaliyyst mexa-
nizmlarine yoneldilir; bu yaradiciliq ham bastokar asarlerinds, ham
da haveskar niimunalarindas tomsil olunur.
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Tohlilin moarkezinde qazaxistanli tadgiqatgilar terafinden
miiayyanlosdirilmis intonasiya arxetiplori — asiq melodik formulu
(AMF) vo pentatonik “marasim kompleksi” dayanir. Onlar madani
yaddasin nisanslori kimi izah olunur, simvolik mana dasiyir ve
kollektiv identiklik obrazlarim1 formalasdirir. Arasdirma material
ananavi sifahi-pesokar niimunalorden tutmus miiasir estrada mah-
nisma goadar genis spektri shats edir.

Arasdirmada monodik tefakkiir tipinin rolu agilir; bu tip melo-
diyanin xatli qurulusunu, nitqls bagh ritmikliyi ve lad teskilini mii-
ayyonlagsdirarak ananavi arxetiplarin asasini toskil edir. Eyni zaman-
da, kiitlovi madaniyyats xas olan homofon-harmonik tofokkiir sorai-
tindo intonasiya arxetiplorinin transformasiya proseslari izlonilir.
Niimuns olaraq D.Rakisev, A.Seydimbekov, A.Korazbayev vo digor
pesokar vo havaskar miisalliflorin yaradiciligr arasdirilir.

Noatico olaraq gostarilir ki, miiasir qazax mahnisinin janr va iislub
miixtalifliyine baxmayaraq, intonasiya arxetiplori 6z davamliligini asas
funksiyanin — kollektiv yaddasin, madeni kodun ve enenavi sim-
volikanin dastyicist olmaq funksiyasinin qorunmasi hesabina saxlayir.

Acar sozlar: intonasiya arxetipi, qazax mahmnisi, musiqi tofok-
kiirii, monodiya, lirika, madani yaddas, anans, miiallif mahm yara-
diciligy, iislubi transformasiya
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INTONATIONAL ARCHETYPES OF KAZAKH SONG:
FROM RITUAL FORMS TO THE AUTHOR’S SONG LYRICS OF
THE 20%-21s*t CENTURIES

The article is devoted to a comprehensive study of the
intonational archetypes of the Kazakh song, which are regarded as
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stable melodic-rhythmic formulas that emerged and became
established within the framework of the oral musical tradition.
These formulas not only preserve their semantic significance in the
modern cultural space but also function as fundamental elements of
musical thinking, ensuring the continuity of tradition. Special
attention is given to the mechanisms of archetype functioning in
authorial song creation of the 20th—21st centuries, represented both
by works of professional composers and by amateur examples.

At the center of the analysis are the intonational archetypes
identified by Kazakhstani researchers, such as the akyn melodic
formula (AMF) and the pentatonic “ritual complex.” They are
interpreted as signs of cultural memory that carry symbolic meaning
and shape images of collective identity. The research material covers
a wide range of songs — from traditional orally-professional
samples to contemporary popular songs.

The study highlights the role of the monodic type of thinking,
which determines the linearity of melodic structure, speech-related
rhythm, and modal organization underlying traditional archetypes.
At the same time, processes of transformation of intonational
archetypes are traced within the framework of homophonic-
harmonic thinking, characteristic of mass culture. As illustrations,
examples are drawn from the works of D. Rakishev, A.
Seidimbekov, A. Korazbayev, as well as other professional and
amateur authors.

It is concluded that, despite the genre and stylistic diversity of
contemporary Kazakh song, intonational archetypes maintain their
stability primarily due to the preservation of their core function —
serving as carriers of collective memory, cultural code, and tra-
ditional symbolism.

Keywords: intonational archetype, Kazakh song, musical
thinking, monody, lyricism, cultural memory, tradition, authorial
songwriting, stylistic transformation
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CAVANSIR QULIYEVIN “ASIQ QORiB” KINOFILMINDO
ASIQ ONONOLORININ TOZAHUR ASPEKTLORI

Todqiqat Azarbaycan bastekar1 Cavansir Quliyevin “Asiq Qoe-
rib” filmina basteladiyi musiqide asiq enanslerinin tazahiir aspektls-
rini agkara ¢ixarmaq maqsadi dasiyir. Filmin dastan teki mazmun
bloklarindan qurulmasi (Asigin dardi, Goy mascidde and, asigin ox-
sama moarasimi, xeyirxahliq ve s.) dinlayicide dastan dinlayirmis ki-
mi bir teassiirat yaradir. Burada ozancgiligla bagh kifayat qodar sim-
vollar movcuddur. Filmdaki daveler, karvan yollari, yolun ritmik
simvolu, qizil gofosde oxumayan, miiharibalorden qagan asiq obra-
zin1 biz sonralar C.Quliyev yaradiciliginda miixtslif transformasiya
formalarinda izlayacayik. Filmde ham goriintii, hom da seslonmada
asas rol albatto ki, saza tapsirilib. Bastokar mahz sazin aparici oldu-
gu sohnolords, hamginin, dramaturgiyamin diiyiin noqtalarinds mo-
daniyystlorin qovusmas: ideyasim reallagdirir. Kilse sshnesinde
“Qatar” mugaminin zangulalari, Subertin “Ave Mariya”s1 tarda sas-
londirilir, Sen-Sansin violin ti¢lin Rondo kapri¢ciozosu Bayati-Siraz
tisttinda vokalizle toqqusdurulur. Bu ilk tocriibe idi ki, C.Quliyev
sitat prinsipini tatbiq edib. Galacekda bastakar sitat prinsipindan ta-
mam imtina edacekdi ve bu faktor xalq musiqisinin ananavi profes-
sional janrlarimin yeni, bastokar versiyalarmin yaranmasma bir te-
kan olacaqdi. Yeni yaranan mugam ve asiq musiqisi versiyalari
hamginin xalq yaradiciligini zenginlasdiron amillarden birine gevri-
lacakdi. Film boyu biitiin sehnalards saz partiyasini bastekar 6zii ifa
edib. Mugam ifacis1 olan Alim Qasimovu asiq kimi saslondirmak do
C.Quliyevin ideyasidir. Ciinki filmin rejissoru asiq obrazini mahz
Alim Qasimovun sas tembrinde goriirdii. Bununla bels filmds au-
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tentik musiqi seslonmali idi. Bastokar filmds asil asiq havalarini, saz
improvizalarini, mugam epizodlarini o qader ustaligla timumi fona
par¢imlayir ki, onlardan hansinin bastelonmis oldugunu duymaq
miimkiinsiiz goriiniir. Film boyu klassik asiq havalar1 ve saz impro-
vizalerini bir-birinden ayirib real prototipini miiayyeonlasdirmak
todgiqatgilar casqinliga sala biler. Bu filmde miisahide etdiyimiz
tisul, vasite, madaniyystlari ¢arpazlasdirma ideyasi, xalq yaradicili-
gindan istifade gaydalar1 bastokarin yaradiciliq diisiincalarinin te-
moalinds duran miistavinin reallagsmasi idi vo milli musiqinin tedqiqi
sahoasinda alave material olaraq dayerlidir.

Agar sozlar: Cavansir Quliyev, Sergey Paracanov, “Asiq Qoe-
rib”, kino musiqisi, asiq havalari, Alim Qasimov, saz, dastan
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MANIFESTATION OF ASHIQ TRADITIONS IN MUSIC
FOR THE FILM "ASHIQ GARIB" BY JAVANSHIR GULIYEV

The purpose of this article is to reveal aspects of the ma-
nifestation of national ashig traditions in the film music “Ashiq
Garib” by the Azerbaijani composer Javanshir Guliyev. The
construction of the film from content blocks reminiscent of an epic
(“The Sorrow of the Ashig”, “The Oath in the Blue Mosque”, “The
Funeral Lamentations of the Ashig”, “Kindness”, etc.) creates the
impression in the listener that he is listening to a dastan. There are
quite a few symbols associated with the art of ozan. We will observe
the unique visual and musical images of camels, caravan routes, the
rhythmic symbol of the road, as well as the image of an ashigh who
does not sing in a golden cage and avoids wars, in various forms of
transformation in the late works of J. Guliyev. Saz, of course, plays a

68


mailto:gulnarerefiq@gmail.com

key role in both the visual and audio aspects of the film. The
composer implements the idea of bringing cultures together
precisely at the key points of the dramaturgy, as well as in scenes
where the leading role is immediately assigned. In the church scene,
the zengule of the Gatar mugham is heard against the background
of choral singing, Schubert’s Ave Maria is played on the tar, and
Saint-Saéns” Rondo Capriccioso for violin is combined with the
vocalise Bayaty-Shiraz. This was the first experience of J. Guliyev's
application of the quotation principle. Later, the composer would
completely abandon the quotation principle, and this factor would
become the impetus for the creation of new, composer's versions of
traditional professional genres of folk music. The emerging new
versions of mugham and ashig music will also become one of the
factors enriching the genres of folk art. Throughout the film, the
composer himself performed the saz part. The idea of making the
mugham performer, khanende Alim Gasimov, sound like an ashig
with unique sound production methods also belonged to J. Guliyev.
Because the director of the film saw the image of an ashig in the
timbre of Alim Gasimov's voice. However, the film had to feature
authentic music. In the film, the composer so skillfully weaves ashig
melodies, improvisations on the saz and episodes of mugham into the
general background that it is impossible to determine which of them
were composed and which were borrowed. Therefore, distinguishing
between classical ashig melodies and saz improvisations heard in the
film and identifying their real prototypes may prove to be a difficult
task for researchers. The idea of intercultural interaction, methods,
means, and ways of using musical material of folk art, which we
observed in this film, were the realization of that layer, which lies at
the basis of the composer’s creative approach, and are valuable as
additional material in the field of research of national music.

Keywords: Javanshir Guliyev, Sergey Parajanov, “Ashiq
Garib”, film music, Ashiq melodies, Alim Gasimov, saz, epic
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SAZ ALOTINDO PORDOLORIN TARIXi
TOKAMULUNO DAIR

Arasdirmalardan malum olur ki, ilk avvel dord pille tizerinda
qurulan sazin sas qatarina zaman kegdikco yeni pardalor slave edil-
mis vo funksional baximdan asas, yaxud komek¢i olmasindan asili
olmayaraq onlarin har birine ustad asiqglar terafindon miixtalif adlar
verilmisdir. Zamanla va tadricon saz alatinde pards say1 artirilaraq
yeddiya ¢atdirilmisdir. Miisahibe apardigimiz bir sira asiglarin bil-
dirdiyine gore daha sonra bir miiddat sazda asiglarin, qabirgalarin,
simlorin vo pardalerin say1 doqquz olmusdur. Ehtimal edirik ki,
doqquz pardadan sonra Azarbaycan asiq sazlar1 miiayyen bir dévr
ti¢lin on {i¢-on dord pardaden ibarat olub.

XX asrdoe Borgali sanatkart Asiq Omrah Giilmemmoadov ilk dafa
0z sazina yeni pardalar artirib va ustadin sazinda on alti parde méov-
cud olub. Asiglarin ifagiliq meharati vo saz havalarimin inkisafi ila
alagadar olaraq pardalerin say1 get-gedo artmaqda davam etmisdir.
Mashur virtuoz senatkarlardan Asiq Omrah Giilmemmoadov on alt,
Asiq Odalat Nasibov on saokkiz pardsli sazda galib-cagirmuslar. XXI
asrda ise iyirmi pardali sazlardan daha ¢ox istifads olunur. Bu, klassik
aslq sazlarinin parde baximdan on tokmillosmis noviidiir. Bundan
basqa, diapazonu 2,5 oktava hacmli, tam xromatik sas sirasina malik
iyirmi alti pardsli miiasir Azarbaycan sazlar1 da mévcuddur.

Qeyd olundugu kimi, sazin pardslerinin har biri spesifik ad-
lara malikdir. Bir sira pardsler ses qatarindaki yerins gore, bir sira
pordalar hamin pardslere meyilli olan asiq havalarina gors, bir sira
pordalar diger pardslarls interval miinasibatine gore, bir sira parde-
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lor melizmatik funksiyasma gore va s. sebeblorden dolay1 an miix-
tolif adlarla obrazlagdirilmisdir. Ayri-ayr asiq bolgelarinds pardale-
rin variant adlart meydana ¢ixmisdir.

Saz alstinds pardalarin tarixi tekamiiliiniin xronoloji ardicilliq-
la izlonilmasi, marhalsler iizrs say ve ad masalalorinin elmi baxim-
dan aragdirilmasi miihiim shamiyyat kasb edir.

Acar sozlar: Asiq sanati, saz alati, sazin pardslari, pards adlari,
Borgali asiglari, miihit variantt
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ON THE HISTORICAL EVOLUTION OF FRETS IN THE
SAZ MUSICAL INSTRUMENT

Research shows that over time, new frets were added to the
sound of the saz, which was originally built on four frets, and each
of them was given different names by master ashiqs, regardless of
whether they were primary or auxiliary in terms of function. Over
time and gradually, the number of frets on the instrument was
increased to seven. According to a number of ashigs we inter-
viewed, for a while later the number of strings and frets on the saz
was nine. We assume that after nine frets, Azerbaijani ashiq sazs
consisted of thirteen to fourteen frets for a certain period.

In the 20th century, Borchali artist Ashiq Amrah
Gulmammadov was the first person to add new frets to his saz, and
the master's saz has sixteen frets. The number of frets continued to
increase gradually due to the development of the ashiqgs' performing
skills and musical styles. Famous masters Ashiq Amrah
Gulmammadov played the sixteen-fret saz, while Ashiq Adalat
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Nasibov played the eighteen-fret saz. In the 21st century, twenty-fret
sazs are more commonly used. This is the most advanced type of
classical ashiq saz in terms of frets. In addition, there are twenty-six-
fret modern Azerbaijani sazs with a range of 2.5 octaves and a full
chromatic tone range.

As mentioned, each of the frets of the saz has specific names.
Some chords are depicted with various names due to their position
in the vocal train, some due to the ashiq melodies that tend towards
those chords, some due to their interval relationship with other
chords, some due to their melismatic function, and so on. Variant
names for the frets of the saz musical instrument have emerged in
different ashiq regions. It is of great importance to follow the
historical evolution of frets in the saz instrument in chronological
order and to scientifically investigate the issues of number and name
in stages.

Keywords: Ashiq art, saz instrument, saz's frets, chord names,
Borchali ashigs, environmental variant
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HALK SiiRINDE ELIFNAME GELENEGI VE
ASIK ELESGER’IN ELIFNAMESI

Arap alfabesindeki harf sirasina uygun diisecek tarzda, genel-
likle misra baslarina ilgili harfleri ve bu harflerle baslayan kelimeleri
getirmek suretiyle degisik bigimlerde olusturulan siirlere “Elifna-
me” denir.

Elifnameler degisik bicimlerde yazilmakla birlikte misra basla-
rindaki harflerin alt alta siralanmasi esasina dayanir. A@lklar, elifna-
meleri hece Ol¢iistiyle yazarlar.

Her konuda elifname yazilabilir. Elifnameleri (a) din dis1 ko-
nular, (b) dini konular, (c) tasavvufi konular olmak tiizere ii¢ gruba
ayirabiliriz.

Genellikle misra basindaki kelimelerin ilk harflerinin alt alta
elif'ten ye’ye kadar alfabetik bir tarzda devam etmesiyle ortaya ¢ika-
rilan siir diizenlemesi, elifnameyi olusturur.

Edebiyatimizda ilk elifname Ornegi, XI ytizyilda, 24 dortliik
olarak ortaya konmus ama yazari belli olmayan bir siirdir. Elifname-
lere divan siirinde de rastlanir. Gazellerde elifname tarzi goriildiigii
gibi; kosma, destan, divani, gerayli vb. bi¢im ve tiirlerde de elifname
tarz1 goriilmektedir.

19. ytlizyiin ¢ok 6nemli as1g1 olan Elesger, halk siirinin biitiin
janrlarinu (tiirlerini) bildigi gibi, biitiin clirlerini (bigimlerini) bilen
ustad asiktir.

Onun 9 dortliikten olugsan “Allah’in Ad1 ile” baghklh geraylist
bir elifnamedir.

Iptidada “Elif” Allah
“Be” birliye delaletdi
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“Te” tekdi vahid-i yekta
Arif bu elma beleddi

- dortligiiyle baglayan “Elifname”sinin biitiin dortliiklerinin
aciklamasi bu bildirimde, yapilacaktir.

[stanbul’da bulunan Millet Genel Kiitiiphanesi Ali Emri Efen-
di-Manzum No: 131'de kayitli 33 varakli (yaprakli) 66 sayfali Talik
yazi ile yazilmis olan “Divan-1 Hatayi”deki 51. siir beyitlerle yazil-
mis, Sah Ismail Hatayi’ye ait bir gazel bulunmaktadir. Bu gazel bir
“Elif-name”dir ve ayrica bir “Duvazimam”dir. “Ld feta illd Ali” do-
nerayakl (redifli) bu siirden de s6z edilecek, Asik Elesger’in “Elifna-
mesi” ile kisa mukayesesi yapilacaktir.

Anahtar Kelimeler: Asik Elesger, Elifname gelenegi, Elif'in anla-
mi, Arap elifbasi, Sah Ismail Hatayi, gerayli gazel, duvazdeh elifname
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THE ELIFNAME TRADITION IN FOLK POETRY
AND ASHIQ ALASGAR’S ELIFNAME

Poems composed in various forms by placing letters of the
Arabic alphabet at the beginning of lines, usually starting with the
corresponding letter and a word that begins with it, are called
“Elifname”.

Although Elifndmes can be written in different forms, they are
fundamentally based on the principle of aligning the initial letters of
the lines vertically in alphabetical order. Asiks (folk poets-minstrels)
write Elifndmes using syllabic meter.

Elifndmes can be written on any topic. They can be classified
into three groups: (a) non-religious topics, (b) religious topics, and
(c) Sufi (mystical) topics.
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The poetic structure, which typically continues alphabetically
from Elif to Ye with the first letters of words at the beginning of each
line, constitutes an Elifndme.

The first example of an Elifndme in our literature dates back to
the 11 century. It is a poem consisting of 24 quatrains by an
anonymous author. Elifndmes can also be found in Divan (classical
Ottoman) poetry. This style appears not only in ghazals but also in
forms and genres such as kosma, destan, divani, and gerayli.

Alasgar, a prominent 19%-century Asik, was a master who
knew all the genres (janrs) and forms (ciirs) of folk poetry.

His gerayli titled “In the Name of Allah,” composed of 9
quatrains, is an Elifndme.

The poem begins with the following quatrain:

“Elif” is God at the start (Iptidada “ELif” Allah)
“Be” signifies unity (“Be” birliye delaletdi)
“Te” is the unique One (“Te” tekdi vahid-i yekta)

The wise know this fruit (Arif bu elma beleddi)

In this paper, each quatrain of his “Elifndme” will be analyzed
in detail.

Additionally, in the "Divan-1 Hatayi," located in the Ali Emri
Efendi Manuscript Collection (Poetry No: 131) at the Millet General
Library in Istanbul —a 33-folio (66-page) manuscript written in Talik
script—there is a 51% poem written in couplets attributed to Shah
Ismail Hatayi. This ghazal is an Elifndme and also a Duvazimam
(poem praising the Twelve Imams). This poem, which features the
recurring refrain “La feta illa Ali,” will also be discussed, along with
a brief comparison to Ashiq Alasgar’s “Elifndme”.

Keywords: Ashiq Alasgar, Elifname tradition, meaning of Elif,
Arabic alphabet, Shah Ismail Hatayi, gerayli, ghazal, duvazdeh
Elifname.
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UZEYIR HACIBOYLININ “SEYX SONAN” OPERASINDA
SORQ VO QORB MODONIYYOTININ TOZAHURU

Gorkemli Azarbaycan bastokari, ictimai xadim, musigisiinas-
alim Uzeyir Hacibaylinin hayat ve yaradiciligi Azerbaycan, eloco do
rus musiqisiinaslari terafinden miixtelif saciyyali tedgiqat asarlarin-
ds aragdirilmisdir. Lakin U.Hacibaylinin yaradiciliginda iistiiortiilii
moaqamlar, aragdirilmamais asarlari do az deyil.

Bu siraya Uzeyir Hacibaylinin “Seyx Senan” operasini xiisu-
silo samil etmoak lazimdir. “Seyx Sanan” operas1 Uzeyir Hacibaylinin
“Leyli voa Macnun” operasindan sonra sayca 2-ci boyiik asardir. Bu
opera Uzeyir Hacibaylinin Sarq ve Qarbin iimumi ve ortaq mada-
niyyetina dair garsiliqli miinasibatinin tozahtiriidiir. Lakin opera 6z
gohromani Seyx Senan kimi ugursuz, garibe vo nakam bir tale ya-
sayaraq bastokar torafinden moahv edilir, musiqi tarixinden izi sili-
nir. Ancaq illor sonra “Seyx Senan” operasit musiqisiinas Farah Oli-
yeva vo bastokar Serdar Foracov torafinden tadqiq edilorak 6z aci
taleyinden (karmasindan) qurtularaq musiqi tarixine yeniden do-
nis edir.

Uzeyir Hacibaylinin uzun illar musiqisi va librettosu namalum
qalan “Seyx Senan” operas1 XXI asrin avvellarinde gismen da olsa
0z sirli tarix¢asini agmus olur. Dogrudur, bu operanin yaranma va
sohnalosmo tarixi haqqinda Qulam Mammadlinin sslnamasinda
miiayyan gader moalumatlar artiq var idi. Lakin timumilikde daha
otrafli melumatlart musiqisiinas Fareh Sliyeva “Musiqi Diinyas1”
jurnalmin 2010, 3-4-cii sayinda nesr etdirdiyi «Acilmamuis sehifalar:
“Seyx Senan” operasi», bestokar Serdar Feracovun “Musiqi Diin-
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yas1” jurnalinin heminki buraxilisinda «“Seyx Senan” operasinin lib-
rettosu» maqalesi, «“Seyx Senan” operast moktublar isiginda» mo-
qalasi (“Odabiyyat gazeti”. Baki, 23.07.2010, sah 5), elaco do askar
etdiyi, aragdirdigl, berpa ve orkestrlosmo etdiyi 3 musiqi niimunasi
(2010) sanki “Seyx Senan” operasinin gizli va sirli tarix¢asini agir.

Bu opera necs yararnib va niye uzun illar asrin girdabinda giz-
lanarak namalum qalib? Operanin asas gehraman sayilan Seyx Senan
Serq diinyasinin, islamiyyetin niimuneavi gehromanidirmi, yoxsa esq
yolunda dini qaydalara zidd duraraq Qarb diinyasma yuvarlanmis
miskin cavandir? Olbette ki, bu suallara Uzeyir Hacibayli 6z
todgiqatcilarinin aragdirmasinda daha daqiq ve atrafli cavab verir!

Acar sozler: Uzeyir Hacibayli, Seyx Senan, Serq ve Qarb,
opera, islam, tiirkgtiliik, aqids, tarix
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THE MANIFESTATION OF EASTERN AND WESTERN
CULTURE IN UZEYIR HAJIBEYLI'S OPERA “SHEYKH SENAN”"

The life and work of the outstanding Azerbaijani composer,
public figure, musicologist - scientist Uzeyir Hajibeyli have been
studied by Azerbaijani and Russian musicologists in various re-
search works. However, there are many hidden moments and
unexplored works in Uzeyir Hajibeyli's work.

Uzeyir Hajibeyli's opera "Sheikh Sanan" should be especially
included in this list. The opera "Sheikh Sanan" is the second largest
work by Uzeyir Hajibeyli after the opera "Leyli and Majnun". This
opera is a manifestation of Uzeyir Hajibeyli's mutual attitude
towards the common and common culture of the East and the West.
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However, the opera, like its hero Sheikh Sanan, has an unfortunate,
strange and unfortunate fate and is destroyed by the composer, its
trace is erased from the history of music. However, years later, the
opera "Sheikh Sanan" was studied by musicologist Farah Aliyeva
and composer Sardar Farajov, freed from its bitter fate (karma) and
re-entered the history of music.

Uzeyir Hajibeyli's opera "Sheikh Sanan", whose music and
libretto remained unknown for many years, partially revealed its
mysterious history at the beginning of the 21st century. It is true that
there was already some information about the history of the creation
and staging of this opera in Gulam Mammadli's chronicle. However,
in general, more detailed information is provided by musicologist
Farah Aliyeva in the 2010, 3-4th issue of the “World of Music”
magazine, “Unopened Pages: The “Sheikh Sanan” Opera”, the
article “The Libretto of the “Sheikh Sanan” Opera” by composer
Sardar Farajov in the same issue of the “World of Music” magazine,
the article “The “Sheikh Sanan” Opera in the Light of Letters”
(“Literature Newspaper”. Baku, 23.07.2010, p. 5), as well as 3
musical samples (2010) that she discovered, researched, restored and
orchestrated, as if revealing the secret and mysterious history of the
“Sheikh Sanan” opera.

How did this opera come into being and why did it remain
unknown for so many years, hidden in the whirlpool of the century?
Is Sheikh Sanan, the main hero of the opera, an exemplary hero of
the Eastern world and Islam, or is he a poor young man who, in the
pursuit of love, went against religious rules and ended up in the
Western world? Of course, Uzeyir Hajibeyli answers these questions
more precisely and in detail in his research!

Keywords: Uzeyir Hajibeyli, Sheikh Sanan, East and West,
opera, Islam, Turkism, creed, history
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ASIQ OLOSGOR YARADICILIGININ QAZAX ASIQ
MUHITININ FORMALASMASINDA ROLU

Qazax va GOyg¢oe bolgasinin saz-s6z senati daim vahdatds ol-
musdur. Qazax asiglarinin yaradiciliq baximindan inkisafinda XIX
asr xiisusi bir marhals tagkil edir. Bu dovr yeni-yeni ustad senatkar-
larin meydana ¢ixmasi va yeni saz havalarinin yaranmasi ilo xarak-
terizo olunur. Bu dovrde Qazax asiqlar1 Goyga, Tovuz, Borgali va
Goadaboay asiq miihitinin asiqlar: ile daha six tomas qurmusdur. Asiq
Olasgarin Qazax mahalinda tez-tez maclislor aparmas1 da danilmaz
faktdir. Qazax asiglarinin Goygoe asiq miihiti ile tamasi, 6zelliklo da
Asiq Olasger yaradiciligini dyranmasi ¢ox ugur qazanmisdir.

Asiq yaradicliginda “daglar” movzusu mithiim yer tutur.
Miiasir Qazax asiqlar1 da Asiq Slaesgar yolu ilo daglar movzusuna
miiraciat etmis, daglar1 veton gozalliyinin simvolu kimi teqdim
etmiglor. Klassik asiq poeziyasinin, moahabbat dastanlarimizin
ayrilmaz movzusu olan durna hasratin simvolu, gozalliyin romzidir.
Sair Hovaskar “Goygays” qosmasinda durna movzusuna bels ya-
nagir: “Ay yonii Goy¢ays ugan durnalar, Polat libasin1 geymamis ol-
ma. A1 xatirins, Iman esqina Olasgar gobrine deymamis olma”.

Dastangiliq Qazax asiglarinin repertuarinda miithiim yer tut-
musdur. Bu dastanlar igorisinde Asiq Slesgorin dastanlari, sefarlori
va Asiq Olasgarle bagli yaranmig revayatler, elaco do nagil-dastanlar
mithiim yer tutmusdur. Qazax mahalinin asiqlarindan “Koroglu”,
“Abbas ve Giilgaz”, “Asiq Qarib", "Osli-Kerem", "Dilgem", "Al1 xan-
Poari xanim", "Qagaq Keram" dastanlari ile yanasi, Asiq Olasgarin se-

forlarindan bahs edan dastanlarin séylanilmasi istonilormis.
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XX osr Qazax asiglarmin yaradiciliginda dini diinyagoriisiin
movcudlugu o dovriin sosialist, kommunist ictimai qurulusu ils
getiyyen uygun gelmadiyini nazare alanda dinls bagl seirlor ¢ox az
yer tutmusdur. XX asr Qazax asiq adsbiyyatinda dini mévzulu seir-
lorin az da olsa qorunmasi yena do Asiq Olasgar, Novres Iman,
Asiq Nacof va basqa asiqlarin seirlorinin tosiri ilo olmusdur. Qazax
asiglarinin rosmi ideologiyaya asasen sovetlosdirmays macbur edil-
diyi bir dovrdas bu ideyalarin tenazziils ugramasmin qgarsisimin alin-
masinda xiisusi xidmatlari vardir.

XX yiizili Qazax asiq yaradiciliginin kamillosma dovrii adlan-
dirmaq daha dogru olar. Osrler boyu Qazax bolgesi sazin-soziin, se-
irin sanatkarliq qtidratini 6ziinds qoruyub saxlaya bilib. M.P.Vagif-
doan, M.V.Vidadiden sonra Semad Vurgun poeziyas1 adobiyyata ye-
nilik gatirdiyi kimi asiq yaradiciligina vo el sairlorinin asarlarine do
miisbat tosir gostarmisdir. Qazax asiglar1 asason mohobbat, tobiati
toronniim edon seirlor, ustadnamalor, vaton sevgisi movzularinda
seirlor qosmuslar.

As1q sanatinin yasadilmasi ve sonraki nasillors otiiriilmasi us-
tad-soyird olaqgosi ilo gergokloasir. Qazax asiq miihitinds asigdan si-
naq meydaninda ¢ox sey tolob olunur. Talablorden biri do “Asiq
Olasgarin yaradiciligini tomiz bilmasi”dir. Qazax asiqlart ke¢misda
daha ¢ox Asiq ©lasgerin yaradicilig: ilo sinaga ¢okilormis. Burada
ham Asiq Slasgarin yaradiciligina xalqin sevgisi boyiik oldugu, hoam
do Goygco asiq miihitinin senat alagesi 6ziinli gosterirdi. Ustaddan
dars alsin v ya ustad yaninda yetigsin sorti do ¢ox 6namlidir.

Azarbaycan asiq senstinin biitlin ideya zonginliyini vo sanat
meyarlarini, Asiq Olssgar yaradiciligmi Qazax asiglann 6z ya-
radiciliglarinda dolgun sakilds aks etdirmislar.

Acar sozlar: Asiq Slasgor, Qazax, miihit, onanoe, ustad-soyird
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THE ROLE OF ASHIQ ALASGAR’S ACTIVITY IN THE
FORMATION OF GAZAKH ASHIQ ENVIRONMENT

The ashiq art of Gazakh and Goycha region has always been in
unity. The 19 century is a special stage in the development of
Gazakh ashigs in terms of creativity. This period is characterized by
the emergence of new master artists and the emergence of new
melodies. During this period, Gazakh ashiqgs had closer contact with
ashigs of Goycha, Tovuz, Borchali and Gadabay of ashiq
environment. It is also undeniable that Ashiq Alasgar often holds
meetings in Gazakh district. The contact of Gazakh ashigs with
Goycha ashiq environment was especially successful in learning
Ashiq Alasgar’s activity. The theme of “mountains” occupies an
important place in ashiq activity. Modern Gazakh ashigs also
appealed to the theme of mountains through Ashiq Alasgar,
presenting mountains as a symbol of the beauty of the motherland.
The crane, which is an integral subject of classical ashiq poetry and
our love epics, is a symbol of longing and beauty.

Narration occupied an important place in the repertoire of
Gazakh ashigs. Among these epics, the epics of Ashiq Alasgar, his
travels and legends about Ashiq Alasgar, as well as fairy tales-epics
occupied an important place. The ashiqs from Gazakh district were
asked to tell about the epics “Koroglu”, “Abbas and Gulgaz”,
“Ashiq Garib”, “Asli Karam”, “Dilgam”, “Ali Khan, Pari Khanim”,
“Gachag Karam”, as well as epics about Ashig Alasgar’s trips.

In the activity of Gazakh ashigs of the 20™ century, poems
about religion took up very little space, given the fact that the
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presence of a religious worldview was absolutely incompatible with
the socialist, communist social structure of that time. At least a little
protection in the Gazakh ashiq literature of the 20" century was
again influenced by the poems of Ashiq Alasgar, Novras Iman,
Ashiq Najaf and other ashigs. At a time when Gazakh ashigs were
forced to Sovietize according to official ideology, they had special
services in preventing the decline of these ideas. It would be more
correct to name the 20" century the period of perfection of Gazakh
ashiq creativity. For centuries, the Gazakh region has managed to
preserve the artistic power of the poetry. After M.P.Vagif and
M.V.Vidadi, Samad Vurgun’s poetry brought innovation to
literature and had a positive impact on ashiq creativity and the
works of folk poets. The ashigs from Gazakh mainly composed
poems on the themes of love, nature, poetry and patriotism. The
survival and transmission of ashiq art to subsequent generations is
realized through the connection of master-apprentice. In the Gazakh
ashiq environment a lot is required from ashiq at the test square.
One of the requirements is “to know Ashiq Alasgar’s activity well”.
In the past, the ashiqgs from Gazakh were more likely to experiment
with the work of Ashiq Alasgar. Here, both the great love of the
people for Ashiq Alasgar’s activity and the artistic connection of the
Goycha ashiq environment were evident. The condition of taking
lessons from a master or growing up under a master is also very
important.

The ashiqgs from Gazakh fully reflected all the richness of ideas
and artistic criteria of Azerbaijani ashiq art, Ashiq Alasgar’s activity
in their creations.

Keywords: Ashiq Alasgar, Gazakh, environment, tradition,
master-apprentice
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UC NOTDAN IBAROT MOTIVIN UZEYIiR
HACIBOYLININ OSORLORINDO VO XALQ MUSIQIMiZDO
TOCOSSUMU

Azarbaycan xalq musiqisi zengin melodiyalari, farqli ahangi,
cesidli templori vo goxgalarl: ritmlari ilo xarakterikdir. Biitiin bunlar
Azarbaycan milli musiqgisinin xasiyyatini, xarakterini tizo ¢ixardan
alamatlordir. Cilinki bu zanginlik xalqumizin ruhunu, moenavi
diinyasini an gozal sokilda ifads edir.

Azarbaycan xalq musiqimizda farqli motivler vardir ki, ham
asiq havalarinda, hom klassik mugamlarda, xalq mahnilarinda rang-
lorda va ragslards ortaya ¢ixmagqla bu musiqimizin gizli alagalarinin
olmasini tesdiq edir. Bunlardan biri do 3 saslorin bir araya gol-
moasinden yaranan orijinal motifdir. Uzun illor miisahidomiza
dayanaraq bu xarakterik motifi bazen anenavi asiq havalarinda bazi
xalq musiqimizds, bazen milli ragslerimizds, ronglorimizds bels
miisahide edirik. Tasbit etdiyimiz bir motif haqda fikirlorimizi
paylasmagq istordik.

1 ton + 1 ton miinasibatinda qurulan va 3 sasi tomsil edon motif
“Mi bemol”, “Fa”, “Sol” notundan ibaratdir. 0,5 ton + 1 ton araliqda
qurulan 3 saslar iss “Lya”, “Si Bemol”, “Do” notudur. Bu {i¢ sasden
yaranan motifin Azarbaycan xalq musiqimizin ve Asiq musiqimizin
miixtslif magamlarinda tacassiim etdiyine sahid olurug.

Adaten 1 ton + 1 ton miinasibatinds qurulan ve 3 sasi tomsil
edon “Mi bemol”, “Fa”, “Sol”dan uzlasan motif, musiqinin bazi
moaqamlarinda giris funkisiyasinda, bezi maqamlarinda ise orta
gismindo yer alir.
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Xiilasa halinda dayarlendirmis olsaq deye bilarik ki 0,5 ton + 1
ton araligda qurulan ve I oktavanin “Lya”, “Si Bemol” veo II
oktavanin “Do” saslarinden ibarat motif adsten musiginin yekunu
(kadans) funksiyasini dasiyur.

Dahi bastekarimiz Uzeyir Hacibaylinin “Leyli vo Macnun”
operasinin 3-cii poardesinds, “Bu golon yara benzer” adh hazin
melodiyanin bir maqaminda ti¢ not I oktavanun “Mi bemol”, “Fa” va
“Sol” saslarindan yaranmis motifls tomsil olunur.

Giiniimiizds xanandslarin musiqi repertuarini aragdirib tahlil
etdiyimizda bir ¢ox xalq mahmnilarinin aslinds asiq havalari oldugu
tosbit olunur. Hoatta bazi asiq havalarimin isa klassik beastokarlarin
yaradiciligina da sirayet etdiyini gormamak miimkiin deyildir. Bu
gobilden olan ¢ox sayda musiqi niimunsalarini tadqiq etmakls bu
masaloaya miiayyan goadar aydinhq gotirmisik.

Acar sozlar: Uzeyir Hacibayli, Asiq musiqisi, Xalq musigisi.
“Uc not”, “Motiv”.

Ilgar IMAMVERDIYEV
Doctor of Arts, Professor
Azerbaijan National Conservatory

e-mail: ilgar.imamverdiyev@gmail.com
ORCID: 0000-0003-2294-6705

THE EMBODIMENT OF THE THREE-NOTE MOTIF IN
UZEYIR HAJIBEYLI'S WORKS AND IN OUR FOLK MUSIC

Azerbaijani folk music is characterized by its rich melodies,
distinct harmonies, varied tempos, and multi-tonal rhythms. All
these are signs that reveal the character and nature of Azerbaijani
national music. Because this richness expresses the soul and
spiritual world of our people in the most beautiful way.

There are different motifs in our Azerbaijani folk music, which
appear in both ashug melodies, classical mughams, folk songs,
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colors and dances, confirming the existence of hidden connections in
our music. One of these is the original motif created by the
combination of 3 sounds. Based on our many years of observation,
we sometimes observe this characteristic motif in traditional ashug
melodies, in some of our folk music, sometimes in our national
dances, in our colors. We would like to share our thoughts on a
motif we have identified.

The motif, which is built in the ratio of 1 tone + 1 tone and
represents 3 sounds, consists of the notes “Mi flat”, “Fa”, “Gol”. The
3 sounds, which are built in the interval of 0.5 tone + 1 tone, are the
notes “Lya”, “Si flat”, “Do”. We witness that the motif formed by
these three sounds is embodied in various moments of our
Azerbaijani folk music and Ashiq music.

Usually, the motif, which is built in the ratio of 1 tone + 1 tone
and represents 3 sounds, “Mi flat”, “Fa”, “Gol”, takes place in the
introductory function in some moments of the music, and in the
middle in some moments.

If we evaluate it in summary, we can say that the motif, which
is built in the interval of 0.5 tone + 1 tone and consists of the sounds
“Lya”, “Si flat” of the first octave and “Do” of the second octave,
usually has the function of the conclusion (cadence) of the music.

In the 3rd act of our great composer Uzeyir Hajibeyli's opera
"Leyli and Majnun", at one point in the sad melody called "This
wound is like a wound", three notes are represented by a motif
formed by the sounds of "E flat", "Fa" and "G" of the first octave.

When we examine and analyze the musical repertoire of singers
today, it is determined that many folk songs are actually ashug airs. It
is impossible not to see that some ashug airs have even influenced the
creativity of classical composers. We have shed some light on this
issue by examining numerous examples of this type of music.

Keywords: Uzeyir Hajibeyli, Ashiq music, folk music. “Three
notes”, “Motif”.
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DEDE KORKUT'TA BAHSI iMAJININ SANATSAL
YORUMU

Bahsi - ozan, halk destanlarinda sanatsal agidan en miikemmel
imgelerden biri olarak kabul edilir. Tiirk halklarinin destaninda,
ozellikle “Dede Korkut Kitabi1’nda, bu tipin en yiiksek ornegiyle
karsilasiriz - Korkut Ota imgesi. “Dede Korkut Kitab1”nin her oykii-
siinde, Korkut Ota ana karakter olarak somutlastirilir: Toplumin
basy, lider ve dolayisiyla ayni zamanda destanin yaraticisi, Korkut
Ota'nin mitolojik imgeleri bir seyi kanitliyor: Bahsi ve saman aslinda
farkli donemlerde ayni senkretik imgenin farkl tezahtirleridir.

Bu tipin Dede Korkut kitabindaki yerini ve onemini belirle-
mek icin, Oncelikle Bahsi'nin diinya destanlerindaki tipi tizerinde
durmak gerekir.

Bahsi tipiyle iliskilendirilen imgeler antik ¢aglara kadar uza-
nir. Bu antik imgelerin izlerini bir¢ok efsane ve masalda, halk des-
tanlarinda, terim sarkilarinda ve atasozlerinde goriiriiz. Halk bilim-
ciler, koklerinin samanizm ve daha 6nceki tiplerin {irtinii oldugunu
vurgular. Gergekten de Bahsi ile saman arasinda bir¢ok uyumlu yon
vardir. Dahasi, destan metninin samanin performanslariyla uyumu,
bunlar1 farkli donemlerden ayni imgelerin farkli yorumlar: olarak
degerlendirme ihtiyacini da gosterir. Onceki yazimizda, Bahsi imge-
sinin mitolojik temelleri hakkindaki diistincelerimizi dile getirmistik
ve bu konu tizerinde durmay1 diistinmiiyoruz. Amacimiz, yaratici
Bahsi'nin imgesinin icra ettigi destanlarda ve metindeki sanatsal yo-
rumunda yansimasiyla ilgilidir.

“Odessia” miizik tanrigasina bir ¢agriyla baglar. Bu bize Bahsi-
lerimiz tarafindan s6ylenen terma veya dostan baslangiclarin hatir-
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latir. Eser boyunca, her iki icracinin isimleri de farkli yonleri vurgu-
lanarak anilir.

Hint destanuni inceleyen bilim insanlari, Mahabharata ve Ra-
mayana'nin destan yaraticilar1 Vyasu ve Valmiki tarafindan yaratil-
digini, Mahabharata'min Vyasu tarafindan, Ramayananin ise Val-
miki tarafindan bestelendigini vurgulamaktadr.

En Onemlisi, her iki icraci da destanin kahramanlarindan biri
olarak kabul edilir. Ancak, destana nadiren katilirlar.

Vyasu, destanda Kaurs ve Pandava'larin biiyiik biiyiikbabasi
olarak tasvir edilir. Ramayana'da Valmiki de destan olaylarina ka-
tilir. Brahma'nin istegi tizerine Ram'in hayatin1 anlatir ve bu destani
ogrencilerine 6gretir.

Mahabharata'daki bir hikayeye gore, Vyasu bilge Parishor ve
apsara Satyata'nin ogludur. Destan iki performansi anlatir.

Genel olarak, destan performansinda, yani halk destanlarimni
sOyleme siirecinde, icracilariin - Bahsilerin - imaji bu seviyede so-
mutlasir. Genellikle destanin baslangicinda, olaylarin gelisiminde ve
sonunda, destan icracisinin imgeleriyle mutlaka karsilasiriz.

Gilgamis destaninin Singlikyunnini ve Etana ile ilgili kisminin
Lunnini araciigiyla sozlii olarak aktarildigi ve daha sonra kil
tabletlere kaydedildigi soylenmektedir.

“Roland Sarkisi’nda, “Hikaye bitti, Turold sozlerini bitirdi”
dizeleri, bir Bahsi tarafindan soylendigini ve sozlii olarak icra
edildigini gosterir.

“Ramayana”da da iki tiir Bahsi buluyoruz, yaratici ve icraci.
Bu durum diger eserlerde de gozlemlenmektedir.

Destan metninde yaratici Bahsi imgesinin yorumlanmas: tize-
rine metinlerin analizine dayanarak, bunlar sarth olarak ii¢ gruba
ayrilabilir:

1. Destan icracismin onde gelen bir karakter seviyesine
ylkseltildigi 6rnekler;

2. Destan icracisinin eserin kahramanlarinin bir destekgisi
olarak tasvir edildigi 6rnekler;
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3. Destan icracisinin epizodik bir rolde goriindiigii 6rnekler.

“Odyssey”de Demidok ve Femia karakterleriyle karsilasiyo-
ruz. Hem 6nde gelen hem de epizodik rollerde yer aliyorlar. Phe-
mia, Ithaca'min bir tanrigasidir ve Odysseus'un yolculugu sirasinda
Penelope ile evlenmeye gelen taliplere sark: sdyler. Oyundaki katili-
mi epizodik bir gortiniim olarak diisiiniilebilir.

Demedok, Odysseianin kahramanlarindan biri olan kor bir
adamdir. Destanda sanatini {i¢ yerde sergiler ve bas karakterlerden
biri olarak gortiniir.

Onemli nokta, Odysseus'un kendisinin Demidok tarafindan
icra edilen bu destan1 duymasidir. Uziicii hikayesi veya daha
dogrusu performansi, cemberdeki herkesi aglatir.

Odysseia'daki bu tiir sahneler, Demodok'un bir icracidan ¢ok
yaratici bir dahi oldugunu kanitlar. Burada, bu pasaji Dada Korkut
Kitab1 ve diger kaynaklarla karsilastirmanin gerekliligini vurgula-
yan bir diger 6nemli gercek daha vardir.

Makalemizde, "Dede Korkut Kitab1" analizinin 6rnegini kulla-
narak Tiirk halklarinin destaninda Bahsi tipinin sanatsal yorumunu
kapsamli bir sekilde yorumlamaya ¢alistik. Dada Korkut Kitabi, epik
yaraticiligin nadir bir 6rnegi oldugundan, destan yaraticis1 Bahsinin
karahterini tam olarak anlatir. Bahsi - Korkut Ota tipini analiz etme-
den, destamin mitolojik temellerinden ve sanatkarligindan bahset-
mek imkansizdir. Korkut Ota tipinin bir destan yaraticis1 olarak yo-
rumlanmasi, yalnizca "Dada Korkut Kitabi"nin 6ziinti ortaya ¢ikar-
makla kalmaz, ayni zamanda diinya destaninda Bahsi tipini, destan
yaraticiliginin ortaya ¢ikis ve gelisim yasalarini da ortaya ¢ikarir.

Anahtar kelimeler: Dede Korkut, baksi (ozan) imgesi, edebi
yorum, Tiirk destan gelenegi, mitolojik temeller
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ARTISTIC INTERPRETATION OF THE IMAGE OF THE
BAKHSHI IN DEDE KORKUT

The Bakhshi/ozan — is regarded as one of the most perfect
artistic images in folk epics. In the epics of the Turkic peoples,
especially in the Book of Dede Korkut, we encounter the highest
embodiment of this type — the image of Korkut Ata. In every story of
the Book of Dede Korkut, Korkut Ata is embodied as the main
figure: the head of the community, a leader, and thus simul-
taneously the creator of the epic. The mythological images of Korkut
Ata prove one fact: the Bakhshi and the shaman are essentially
different manifestations of the same syncretic image in different
historical periods.

In order to determine the place and significance of this type in
the Book of Dede Korkut, it is necessary first to focus on the figure
of the Bakhshi in world epics. The images associated with the
Bakhshi date back to ancient times. Traces of these ancient images
can be found in many legends and tales, folk epics, ritual songs, and
proverbs. Folklorists emphasize that their roots lie in shamanism
and earlier cultural types. Indeed, there are many harmonious
aspects between the Bakhshi and the shaman. Moreover, the
correspondence between epic texts and shamanic performances also
demonstrates the necessity of interpreting them as different versions
of the same image across different eras. In our previous work, we
expressed our views on the mythological foundations of the Bakhshi
image, so we will not dwell on that here. Our aim is to address the
reflection of the image of the creative Bakhshi in epic performances
and its artistic interpretation in the text.
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The Odyssey begins with an invocation to the goddess of music.
This reminds us of the ritual openings of epics performed by our
Bakhshis. Throughout the work, the names of the performers are
mentioned, each with different emphases. Scholars who study Indian
epics highlight that the Mahabharata and Ramayana were composed
by the epic creators Vyasa and Valmiki. The Mahabharata was
attributed to Vyasa, while the Ramayana was composed by Valmiki.

Most importantly, both performers are regarded as characters
within the epics, though they rarely intervene in the narrative.
Vyasa is depicted as the great-grandfather of the Kauravas and
Pandavas. In the Ramayana, Valmiki also participates in the epic
events: at Brahma’s request, he narrates the life of Rama and teaches
the epic to his disciples. According to one story in the Mahabharata,
Vyasa was the son of the sage Parashara and the apsara Satyavati.
The epic records two of his performances.

In general, during epic performance — that is, the recitation of
folk epics — the image of the performer, the Bakhshi, is embodied in
this way. Typically, at the beginning, in the development of events,
and at the conclusion of the epic, we inevitably encounter the image
of the epic performer.

It is said that the Epic of Gilgamesh (particularly the section
concerning Singlikyunnini and Etana) was transmitted orally through
Lunnini and later inscribed on clay tablets. In The Song of Roland, the
line “The tale is finished, Turold has ended his words” shows that it
was performed and transmitted orally by a Bakhshi-like figure.

In the Ramayana, we also encounter two types of Bakhshi: the
creator and the performer. This situation is observed in other works
as well. Based on an analysis of the texts concerning the
interpretation of the creative Bakhshi, they can conditionally be
divided into three groups:

1. Examples where the epic performer is elevated to the level
of aleading character;
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2. Examples where the performer is depicted as a supporter of
the heroes;

3. Examples where the performer appears in an episodic role.

In the Odyssey, we encounter the figures of Demodocus and
Phemius. They appear both in leading and episodic roles. Phemius,
a singer of Ithaca, performs songs for the suitors of Penelope during
Odysseus’s absence. His presence may be considered episodic.
Demodocus, on the other hand, is portrayed as a blind bard, one of
the central figures of the Odyssey. He performs his art on three
occasions in the epic and is shown as one of the main characters.

An important point is that Odysseus himself listens to this epic
performed by Demodocus. His sad story — or rather, his performance —
moves everyone in the circle to tears. Such scenes in the Odyssey prove
that Demodocus was more than a performer, he was a creative genius.
Here, another significant fact emerges: the necessity of comparing this
passage with the Book of Dede Korkut and other sources.

In our article, using the example of the analysis of the Book of
Dede Korkut, we attempted to provide a comprehensive
interpretation of the artistic image of the Bakhshi in Turkic epic
tradition. Since the Book of Dede Korkut is a rare example of epic
creativity, it fully conveys the character of the Bakhshi as the creator
of the epic. Without analyzing the image of the Bakhshi — Korkut Ata,
it is impossible to discuss the mythological foundations and artistic
features of the epic. The interpretation of Korkut Ata as the creator of
the epic not only reveals the essence of the Book of Dede Korkut but
also discloses the universal laws governing the emergence and
development of the Bakhshi type in world epic tradition.

Keywords: Dede Korkut, Bakhshi (ozan) image, artistic
interpretation, Turkic epic tradition, mythological foundations
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TURK XALQLARININ KOLLEKTIV MAHNI VO ROQS
FORMASI KiMi HALAY: ETNOMUSIQiISUNASLIQ
ASPEKTINDO ARASDIRMA

Todgiqat tiirk xalglarinin ananavi kollektiv musiqi ve raqgs for-
mas1 olan halaym etnomusigisiinasliq baximindan arasdirilmasina
hasr edilmisdir. Halay tiirk diinyasinda minilliklar boyu formalas-
mis, hoam musiqi, ham da rags elementlarini 6ziindas birlegdiran mae-
doni irs niimunesidir. Maqalada halayin struktur xiisusiyyetlori,
musiqi ritmlari va rags formalar tahlil edilorak, onun sosial va ritual
funksiyalar1 genis sokilde aragdirilmigdir.

Arasdirmada halayin asasen dairavi, xatti ve sarma (qol-qola)
formalarda ifa olundugu, istirak¢ilarin al-alo tutaraq sinxron hare-
katlor etdiklari vo musiqinin ritm ve melodiyasina uygun addimlar
atdiglar1 gosterilmisdir. Halayin sosial funksiyasi icma birliyinin
mohkomlandirilmasi, morasimlorde istirak¢ilarin  mdvqeyinin
miiayyanlosdirilmasi vo manavi dayarlarin Otiiriilmasi kimi aspekt-
lords 6ziinii gostarir. Eyni zamanda, halay madani yaddasin ve kol-
lektiv identikliyin qorunmasinda miihiim rol oynayur.

Miiqayisoli tohlil naticasinde Azearbaycan halayi, Tiirkiys hala-
y1, Qurgizistanin kara jorgo kollektiv ragslari arasinda ham oxsarlig-
lar, hom ds farqliliklor agkar etmok isin asas magsad ve vezifelarin-
dandir. Bu ragslarin hamis: tiirk xalglarmin timumi madeni kodlarmi
paylasmaqla yanasgi, 6ziinemaxsus regional xiisusiyystlors malikdir.

Halayin qorunmasi va yenilonmasi istiqametinde aparilan el-
mi ve praktik iglar tiirk xalglarinin madaniyystlerinin davamliliginm
tomin edir. XX asrdan etibaran halaylarin sistemli gokilds toplanma-
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s1 ve nota salinmasi etnomusiqisiinasliqda yeni marhsle yaratmisdar.
Halay tiirk xalglarmin ortaq menavi-meadani yaddasini yasadan, et-
nososial identikliyi giiclondiron ve madani iinsiyyete xidmsat edan
dinamik folklor formas: kimi doayarlondirilir. Onun regional forg-
liliklori janrin adaptiv ve ¢oxqath tebistini tesdiglayir. Bu niimune-
lor etnomusiqisiinasliq aragdirmalrina calb edilorak tok xalq arasin-
da yasayan ananavi musiqi niimunoasi kimi deyil, hom ds elmi sha-
miyyete malik bir todqiqat obyekti kimi dayarlondirilir.

Notica olaraqg, halay tiirk diinyasinin zengin musiqi-moadani ir-
sinin canli v dinamik bir tezahiirii olaraq qalir ve miiasir elmi
aragdirmalar tigiin aktual ve shemiyyatli movzu kimi dayerlendirilir.

Acar so6zlar: Halay, mahni, rags, tiirk xalglari, tohlil, etnomusi-
qistinashq
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HALAY AS A COLLECTIVE SONG AND DANCE FORM OF
THE TURKIC PEOPLES: A STUDY IN THE
ETHNOMUSICOLOGICAL ASPECT

This article is dedicated to the study of the halay, a traditional
collective music and dance form of Turkic peoples, from the
perspective of ethnomusicology. The halay is a cultural heritage
example that has formed over millennia in the Turkic world,
combining both music and dance elements. The article analyzes the
structural characteristics, musical rhythms, and dance forms of the
halay, while extensively exploring its social and ritual functions.

The research shows that the halay is primarily performed in
circular, linear, and intertwined (arm-in-arm) forms, where parti-
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cipants hold hands, perform synchronized movements, and take
steps in accordance with the rhythm and melody of the music. The
social function of the halay manifests itself in aspects such as
strengthening community unity, determining the positions of
participants in ceremonies, and transmitting spiritual values. At the
same time, the halay plays an important role in preserving cultural
memory and collective identity.

The main aim and tasks of the study include identifying both
similarities and differences between the Azerbaijani halay, the
Turkish halay, and the collective dances of Kyrgyzstan known as ka-
ra jorgo. While all of these dances share the common cultural codes
of Turkic peoples, they also possess unique regional characteristics.

The scientific and practical work carried out towards the
preservation and renewal of the halay ensures the continuity of the
cultures of Turkic peoples. Since the 20th century, the systematic
collection and notation of halays have created a new phase in
ethnomusicology. The halay is regarded as a dynamic folklore form
that preserves the common spiritual and cultural memory of Turkic
peoples, strengthens ethno-social identity, and serves cultural
communication. Its regional differences confirm the adaptive and
multi-layered nature of the genre. These examples are evaluated not
only as traditional music samples living among the people but also
as research objects of scientific significance in ethnomusicology.

In conclusion, the halay remains a vibrant and dynamic
manifestation of the rich musical and cultural heritage of the Turkic
world and is considered a relevant and significant topic for contem-
porary scientific research.

Keywords: Halay, song, dance, Turkic peoples, analysis,
ethnomusicology
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SI1OC AAITAMBIC - TIOASIPHASI 3BE3AA
KYAbTYPHOT'O KOAA TIOPKCKOI'O MPA

B crarpe BcecTOpoHHe pacCMaTpMBAIOTCS MCTOPUYECKUe,
$poapKAOpHbIE U TUIIOAOTHYECKIe OCHOBBI OAHOIO U3 BBIAAIOIIVIXCSI
00pasIioB KAaCCUYeCKOTO TepOMJecKOro BIIoca TIOPKCKUX HapOAOB
— ®1oca «AarnaMsic OaTeIp». ABTOp, OIMpasCh Ha Hay4HbIe TI0AXO-
Abl, aHaAu3upyeT Mu¢oA0rnmdeckrie MCTOKM BI0ca U ero CBsA3b C UC-
TOPUYECKUMMN ITpeAaHIAMU, BIAeAsIs OCOOYIO pOAb BIOXM 30A0TOM
Opapl B popMmpoBaHUM SIINYECKON Tpasunuu. /JyaancTiaecKui
XapakTep KOMIO3ULNY, ajanTarus Mu¢OAOrMIecKMX MOTHUBOB K
JMCTOPMYECKOMY CO3HAHUIO, a TakXe CIOXKeTHasl YCTOYMBOCTH,
IIpoCAeXVBaeMas B Pa3sAMYHBIX BEpPCHUAX, pacCMaTpMBAIOTCA Kak
KAIOUeBble XyJ0>KeCTBeHHbIe OCOOEHHOCTH DIIOCaA.

B nccaeposannm mpocaesxxusaercs reorpadus pacpocTpaHe-
HIS TIODMBI OT aATalICKOI reponyecKoi cKasky «Aapin MaHam» 40
poabKAOPHBIX Bepcuii, 3aUKCHPOBAHHBIX Y Ka3axoB, Y30€eKOB,
TaTap, KapakaAlakoB M APYIUX TIOPKCKMX HapoJ0B. AHaAM3UpY-
I0TCs Bepcust obpasa, PpOAbKAOPHBIE TpaHCPOPMAIIUM M MX XPOHO-
aormdeckoe pasputne. Ocoboe BHMMaHMe yAeAsSeTCsl 3Ha4eHMIO DIT0-
ca B OTpakeHUM STHOKYABTYPHOM MAEHTUYHOCTHU, a TaKXe pOAN
IL1eMeHN KOHypaT B IIpollecce IIPUCBOEHMS U COXPaHeHIs KbIpa B
UCTOPUKO-KYABTYPHOM KOHTeKcTe. Kpome Toro, B craThe paccmat-
pUBaeTCA UCTOPUS U3YIeHMs IIMCbMEHHBIX BepCuUil, X TeKCTOAOTH-
gyeckye 0COO@HHOCTH M BOBAeJYeHe B HayJHbIl OOOpOT.
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Ha coBpeMeHHOM 9Talle Ba’KHOCTb ITOOMBI «AAIIaMBbIC OaTBIp»
KaK BEYHOTO KYALTYpHOIO (peHOMeHa IIOATBep>KAaeTcs eé coxpa-
HeHlEM B MCIIOAHEHUY TPasULII KbIpa, BKAIOYEHVEM B IIIKOAbHbIe
IIPOrpaMMBbl, IIMPOKOI IOITyASIPHOCTLIO CpeAr MOAOAEXKY, a TaKXKe
npusHanneM B pamkax IOHECKO. B crarbe mnoauépkubaercs
aKTyaAbHOCTb KOMIIA€KCHOIO W3y4YeHMs 3DI0ca C IpUMEHeHUeM
COBpeMEeHHBIX MeTOA0B (POABKAOPUCTUKI

KarodeBbie caoBa: AaraMbic, TeponyecKuii I0C, dIoxa 30-
aoto1t OpAbl, TIOPKCKUI MUP, KYABTYPHBIN KOA, POABKAOP
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AAITAMBIC DIT1OCBI - TYPKI AYHUECI MO AEHU
KOABbIHBIH, AATBIH KA3BIFbI

Makasaga TypKi XaAbIKTapbIHBIH KAacCUKaAblK, KahapMaHABIK
DITIOCBIHBIH KOPHEKTI yArici — «AarnaMpIc OaThIp» SKBIPBIHBIH TapUXM,
(POABKAOPABIK >KoHe TUIIOAOTHAABIK, HeTi3aepi >KaH-)KaKThl TallaHa-
Abl. ABTOD SIIOCTBIH TepeH MMU(OAOTUAABIK TaMBIPhl MEH OHBIH Ta-
puxmu aHbI3japMeH cabaKTacy YpPAicCiH FBLABIMM Heri3jge cuIIaTTai
OTBHIPBIII, BIMKAABIK ASCTYPAIH KaabnracybiHAarel AaTeiH Opga
AQYipiHiH peaiH ayiKbiHAAaNABL JKbBIpABIH KYPBLABIMBIHAAQFBI AyaAu-
CTiK cumat, MuQoOAOTUAABIK MOTUBTEPAIH TapUX! caHara OeitiMae-
Ayl XXoHe Typai HyCKaJapJa CaKTaAfaH CIOXKETTiK TYPaKTBLABIK
BITIOCTBIH KOPKEeMAIK epeKIIeAiKTepi peTiHge KapacThPhLAaAbl.

3eprreyae «AAnaMbIC» JKBIPBIHBIH aATalAbIK «Aapil Manan»
OaThIpABIK epTericineH Oacram, Kasak, ©30eK, TaTap, KapaKaaAlak
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>KoHe Dacka Ja TYpPKi XaABIKTapBIHBIH (POABKAOPBIHAAFBI HYCKAaJAa-
pbIHa AENiHII KeH TapaAy aliMarbl, BepCUAABIK TapMaKTaAybl >KoHe
(¢oabkaoparlK TpaHcPOpMaLUAAAPBl XPOHOAOIMAABIK TYPFBIAA Ca-
panTasaAbl. ABTOp SIIOCTBIH STHUKAABIK-MdAeHM OipereiaikTi Oeii-
HeJeyJeri MaHBI3BIH aTalrl, KoHbIpaT TalillachIHBIH >KBIPABI MeAeHy
y4epici MeH Tapuxu KOHTeKCTeTi peaiH Ae KapacTbipaabl. COHbIMEH
KaTap, BIOCTHIH >Ka30a HYCKaAapbIHBIH 3€pTTeAy TapVXbl, OHBIH TeK-
CTOAOTUAABIK epeKIlIeiKTepi MeH FBLABIMU alfHaAbIMFa €Hy OapbICHI
DastHaaAaAbI.

Kasipri keseHae «Aaramspic OAaTbIp» >KBIPBIHBIH >KBIPIIBLABIK
A9CTYpde cakTaalybl, MeKTeIl OardapAaMachblHa €Hyi, >Kac ypIak
apacbIHAa KeHiHeH HacuxarTaadysl >koHe IOHECKO asicpiHaa MOTIBIH-
AaAybl OYA KBIPABIH MOHIIAiK MdJeH! (peHOMEeH peTiHAeri MaHbI3bIH
Adaeageniai. Makasaga smocTel (POABKAOPTAHY FHLABIMBIHBIH 3a-
MaHayu dicTepiMeH KellleHAl 3epTTey Ka’KeTTiAiri Oaca KkepceTizeai.

Tyiian ce3aep: Aamamsic, KahapMaHABIK 5110C, AATBIH OpJa
Adyipi, Typki 94emi, MaAeHH K04, PoAbKAOp
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THE EPIC ALPAMYS - THE POLAR STAR OF THE
CULTURAL CODE OF THE TURKIC WORLD

The article comprehensively examines the historical, folkloric,
and typological foundations of one of the outstanding examples of
the classical heroic epic of the Turkic peoples — the epic “Alpamys
Batyr.” Relying on scholarly approaches, the author analyzes the
mythological origins of the epic and its connection with historical
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legends, emphasizing the special role of the Golden Horde era in the
formation of epic tradition. The dualistic nature of its composition,
the adaptation of mythological motifs to historical consciousness, as
well as the narrative stability traced in various versions, are
considered key artistic features of the epic.

The study outlines the geography of the poem’s dissemi-
nation, from the Altai heroic tale “Alyp Manash” to folkloric
versions recorded among Kazakhs, Uzbeks, Tatars, Karakalpaks,
and other Turkic peoples. Variants of the image, folkloric trans-
formations, and their chronological development are analyzed.
Special attention is paid to the significance of the epic in reflecting
ethnocultural identity, as well as to the role of the Konyrat tribe in
the process of adopting and preserving the zhyr within a historical
and cultural context. In addition, the article discusses the history of
studying written versions, their textological features, and their
incorporation into academic circulation.

At the present stage, the importance of the poem “Alpamys
Batyr” as an eternal cultural phenomenon is confirmed by its pre-
servation within the zhyr performance tradition, its inclusion in
school curricula, its broad popularity among youth, as well as its
recognition within the framework of UNESCO. The article highli -
ghts the relevance of a comprehensive study of the epic using mo-
dern methods of folklore studies.

Keywords: Alpamys, heroic epic, Golden Horde era, Turkic
world, cultural code, folklore
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ASIQ OLOSGOR POEZiYASINDA iSLAM
MOTIVLORININ POETIK TOSVIRI

Asiq Olasgoar poeziyasinda Islam motivleri hom dini inanclar,
ham ds axlaqi deyarlor Quran ve dini terminologiya vasitesile
tosvir edilmisdir. Onun yaradiciliginda Islam tekcs inanc sistemi ki-
mi deyil, ham da diinyagoriisiiniin, manaviyyatin ve axlaq normala-
rinin tomali kimi 0ziinii bliruze verir. Asigin poeziyasinda Allah
inanci, gozavii-qodar, haqg-adalat, halal-haram, axirote iman gotir-
moak kimi sori hokmlar mithiim yer tutur. Bels hallara onun ictimai-
falsafi mazmunlu serlorinds daha ¢ox rast galinir.

“Olifdan dars aldim, eyladim tamam,
Moagsadim Qurandir, yolum Islamdir”

- beytindo “Olif” harfi Quranin baslangici, hamg¢inin Quran
onun manavi yolunun asaslarinin gostaricisi kimi taqdim edilir. Da-
da Olasgar poetik tacriibesinda diinyarnin fani, axiratin abadiliyin-
dan bahs olunur. Onun seirlarinds diinya malinin 6tari olmasi, olii-
miin haqq olmasina va axirato inanmagi dona-dons tévsiys olunur.

“Fani diinyadir, na qador qalsam,
Sonunda torpaga tapsirilacagam”

— kimi misralarda insanin bu fani diinyadaki hayatinin kegici,
gebirle bitdiyi, axirate hazir olmaq lazim oldugu ideyas: var. Pey-
gombor, imam, Quran, oruc, namaz, zekat kimi islami anlayislara
Olasgarin bir gox seirlarinda rast galinir. Islami motivli seirlords ger-
¢ok islam1 ucaldan asiq fanatizmi, riyakarligi, din ad1 altinda edilan
xurafat: tonqid edir:
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“Molla libasinda gazar riyakar,

Dili Qurandadir, qalbi haramda”
- misralar1 dediyimizas bariz niimunadir.
Acar sozlar: Asiq Oloesgor, Islam, motiv, din
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RELIGIOUS- MYSTICAL MOTIEFS IN
ASHIQ ALASGAR’S POETRY

The poems with religious motifs occupy a special place in
ashiq literature and a number of ashiqs have taken religious-
mystical ideas as a priority direction in their activity. Religious
motifs also play an important role in Ashiq Alasgar’s poetry, one of
the great representatives of ashiq poetry. His poetry is loved and
valued among the people for its moral-didactic and mystical
meaning. In most of his poems, he described Allah, the transience of
the world and the day of judgment and encouraged humanity to be
honest and just. In his poems the poet reminds us the transience of
the world and describes the coming of the day of judgment, the day
when everyone will be resurrected. Ashiq Alasgar mentions that the
world is transitory. In his poetry the images such as “the world is
mortal” and “human life is like the wind” call on people to be
responsible for their actions. Its expression is taken from the verse in
the Holy Quran that “the world is a plaything”. Here, the poet
expresses an idea originating from religion in an effective and
simple way using the vernacular. It also gives information about the
height of Alasgar’s poetry.

Keywords: ashiq, Alasgar, religion, poetry, wisdom
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“KOROGLU” DASTANI TURKMANELINDO

fraq tiirkmanlari ilo Azarbaycan tiirklarinin ortaq adebi doyar-
lori 6ziinti daha ¢ox folklor saheasinde gosterir. Bu baximdan sifahi
xalq adabiyyatinin diger janrlar1 kimi dastan yaradicilig1 da Azar-
baycanla eynidir. Iraqli soydaglarimiz arasinda dastanlar coxdur.
“Leyli voa Macnun”, “Yusif ve Ziileyxa”, “Farhad ve Sirin”, “Arzu ve
Qoambar”, “Koroglu” va digarlari.

“Koroglu” gohramanliq dastani da Tiirkmanelide genis sokil-
do yayilmisdir. “Koroglu” eposunun an maraqli boylarindan biri
“Koroglunun Bagdad sofari”dir. Bagdad atrafinda, Dacls cay1 sahi-
linds “Koroglu” adli kendin olmas1 bu boyun real hayatla bagh ol-
masindan xabar verir. Bu barode XVI asro aid geydiyyat daftarinda
do malumata rast golinir. Belo bir faktin olmasi stibut edir ki, “Ko-
roglu” dastani iraqda yasayan tiirkmanlar arasinda uzun asrlar bun-
dan avval do mévcud olub.

Apardigimiz todqiqatlar naticasinda bels bir genaste galdik ki,
“Koroglu”nun Irag-tiirkman variant: bir neco maqamda Azarbaycan
arazisinde yayilmis dastandan bir qadar farqglanir. Bu forqlar 6ziinii
daha ¢ox “Koroglu” dastaninin avvalinds ve sonunda biiruze verir.
Dastanin fraq-tiirkman ve Azarbaycan varinatlari arasinda miisyyen
forglerin movcudlugu itimumilikds ciddi farqler hesab olunma-
malidir. Bunu iragh tadgiqatgilar Obdiillatif Bandaroglu, Ibrahim
Daqugqi veo basqalar da tesdiq edir. Bununla bels, irag-tiirkman
folklorunda “Koroglu” dastanu ila bagli hals usaqliqdan ad1 har bir
azarbaycanli {iciin dogma olan Qirat, Diirat, Canlibel sozlarinin
etimologiyasina dair yeni ve farqli fikir sdylomeak miimkiindiir.
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Moaqalads adlar ¢okilon sozlarin etimologiyasi haqqinda aras-
dirmalarimizin naticalari 6z aksini tapib. Biz bu arasdirmlarda takca
Azarbaycan koroglusiinashiginda movcud olan elmi fikirlori tadqiq
etmokla kifayatlonmamis, eyni zamanda Iraq-tiirkman folklorsiinas-
liginda “Koroglu” dastaninda islonan sozlarls bagh mévcud olan fi-
kirlari do nazare almisiq.

Todqigat zamani Iraq-tiirkman koroglusiinashginda mdvcud
olan bir sira elmi fikir vo nazariyyalorin dogru olmasi genastins gol-
dik. “Koroglu” eposundaki ¢oxsayl faktlar, tiifongin icad olunmasi,
Koroglunun tarixi sexsiyyat olmasi, dastanda yer alan, Azarbaycan
poeziyasmin ci¢oklondiyi dovrii oks etdiren qosmalar, geraylilar ve
digor bu kimi maqamlarla bagh tiirkmanlar alimlorinin bir-birinden
maraql vo realligla uzlasan fikirlori diqgetimizi daha gox calb etdi. Mo-
qalada sadaladigimiz faktlara miinasibatimiz da 6z oksini tapmusdar.

Acar sozlar: iraq-tﬁrkman, “Koroglu” eposu, Canlibel,
Korkiik, Qirat, dastan, Azarbaycan sifahi xalq adebiyyati

Gazanfar PASHAYEV

Honored Scientist, Doctor of Philology, Professor
Institute of Literature named after Nizami Ganjavi, ANAS
gezenfer_pasayev@mail.ru

THE EPIC "KOROGLU" IN TURKMANELI

The common literary values of the Iraqi Turkmens and the
Azerbaijan Turks are most evident in the field of folklore. In this
regard, as with other genres of oral folk literature, epic creativity is
identical to that of Azerbaijan. There are many epics among our com-
patriots in Iraqg, such as “Leyli and Majnun”, “Yusuf and Zuleikha”,
“Farhad and Shirin”, “Arzu and Gambar”, “Koroglu”, and others.

The heroic epic “Koroglu” is also widely spread in Turk-
meneli. One of the most interesting episodes of the “Koroglu” epic is
“Koroglu’s Journey to Baghdad”. The existence of a village called
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“Koroglu” near Baghdad, on the banks of the Tigris River, indicates
the connection of this episode with real life. References to this fact
are also found in a registration book dating back to the 16th century.
The existence of such evidence proves that the “Koroglu” epic had
been present among the Turkmens living in Iraq centuries ago.

Our research has led us to conclude that the Iraqi-Turkmen
version of “Koroglu” differs to some extent from the epic widespread
in Azerbaijan. These differences are most noticeable at the beginning
and end of the epic. However, the differences between the Iraqi-
Turkmen and Azerbaijani variants should not be considered
fundamental. Iraqi researchers such as Abdullatif Bandaroglu,
Ibrahim Dagugi, and others also confirm this. At the same time, it is
possible to offer new and distinct interpretations regarding the
etymology of words such as Girat, Durat, and Chanlibel - names that
are familiar to every Azerbaijani from childhood -within the context
of the Iragi-Turkmen folklore tradition of the “Koroglu” epic.

The article presents the results of our etymological research on
these terms. In this study, we not only examined the existing
scholarly perspectives of Azerbaijani Koroglu studies, but also took
into account the views found in Iraqgi-Turkmen folkloristics
regarding the words used in the “Koroglu” epic.

During the research, we came to the conclusion that a number
of scholarly views and theories existing in Iraqi-Turkmen Koroglu
studies are valid. The abundance of factual material in the “Koroglu”
epic, the mention of the invention of the rifle, the historical persona-
lity of Koroglu, the verses (goshma, gerayli, etc.) included in the epic
that reflect the flourishing period of Azerbaijani poetry, and many
other elements attracted our attention, as Iraqi Turkmen scholars have
expressed noteworthy and realistic insights about them. Our own
assessments of the facts listed in the article are also reflected here.

Keywords: Iraqi Turkmen, “Koroglu” epic, Chanlibel, Kirkuk,
Girat, epic, Azerbaijani oral folk literature
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AZORBAYCAN MUGAMINDA IMPROVIZASIYANIN
FUNKSIONAL OHOMIYYOTi

Todgiqatda Azarbaycan mugam senstinin ifagiliq masslalari
aragdirilir. Mugam senati tarixen improvizasiya yolu ilo meydana
golmis vo asrlor boyunca formalasmisdir. Miiasir marhaloda genis
ifa edilon klassik mugamlar1 ise homin prosesin naticesi kimi
giymotlondirs bilerik. Lakin klassik mugamlarin konkret qurulusa
asaslanan ifast mugamin improvizasiyal tebiatinds bir sira ifaciliq
problemlorini {izo ¢ixarir. Xiisusan do miiasir marhalade klassik
mugamlarin miixtalif ifa variantlarina diqqet ¢akilir ki, bu, bir ¢ox
musiqi¢i torofindon “improvizasiya” kimi izah olunur. Belo bir
anlayis var ki, har hansi bir mugamin (sobs, guse vo cilimlalarinin)
ifa olunaraq inkisaf etdirilmasi vo zanginlosdirilmasi, o climladen
mugam ciimlalorinin ardicilligini ve melodik xattini qorumagqla
onun asasinda edilon gazismolor, yoni miixtalif ifa variantlarinin
yaradilmas1 “mugam improvizasiyasi”dir. Bas mugam (soba vo
gusalorin) climlalori osasinda edilon gazismolor improvizasiyaya
yoxsa, interpretasiyaya daha yaxindir? Suala cavab tapmaq tigiin ilk
once musiqide improvizasiyanin funksiyasi tedqiq edilir. Bels ki,
miixtelif musiqi janrlarinda — caz musiqisinds, Hindistan raqasinda
va aslq senatinds, eloco do mugama qohum olan diger modal
janrlarda improvizasiyanin funksiyas: ve tezahiir sakline qisa bir
nazor yetirilir. Daha sonra ise Azsrbaycan mugam ifagiliginda
improvizasiyanin nece tezahiir etmosi aragdirilir. Bununla yanas:
mugama qohum olan Tiirk makam ifagilif1 enenslari ds paralel
sokilda Oyranilir. Bu menada Bayati-Siraz klassik mugamu ilo Niha-
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vend makamu ifaciliq tacriibasi esasinda miiqayissli gakilda tohlil
olunur. Agkar edilen ifaciliq problemlsrinin asas sebabloarini miisy-
yon etmak va hall yollarina nazar yetirmoak todqiqatimizin asas mag-
sodini dasiyur.

Agar sozlar: Azerbaycan mugam ifaciigl, mugam impro-
vizasiyasy, tofsir, ifagiliq tocriibasi, Bayati-Siraz klassik mugami
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THE FUNCTIONAL SIGNIFICANCE OF
IMPROVISATION IN AZERBAIJANI MUGHAM

The article investigates the performance issues in Azerbaijani
mugham art. Mugham art has historically developed and formed
through improvisation over the centuries. The Classical Mughames,
which are widely performed in the contemporary period, can be
seen as a result of this process. However, the performance of
Classical Mughams based on a specific structure reveals a series of
performance issues related to the improvisatory nature of mugham
art. There is a prevailing notion that the performance, development,
and enrichment of any mugham’s phrases (sobs, guss), as well as
the creation of variations on these themes while preserving the
sequence and melodic lines of the mugham phrases, constitues
“mugham improvisation”. The key question addressed in this study
is: are the performances based on the phrases of mugham (so6ba and
gusa) closer to improvisation or interpretation? To answer this
question, the study begins by examining the function of impro-
visation across different musical genres. This includes a brief
analysis of improvisation in genres such as jazz, Indian raga, and the
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art of Azerbaijani ashiqs (asiq sensti), as well as in other modal
traditions related to mugham. The subsequent analysis focuses on
how improvisation manifests in Azerbaijani mugham performance.
Additionally, the performance practices of Turk makam, which is
closely related to mugham, are studied in parallel. In this context, a
comparative analysis of the performance practices of the Classical
Mugham Bayati-Siraz and Nihavend makam is conducted. The
primary aim of the article is to identify the main causes of the
performance issues and to propose potential solutions.

Keywords: Azerbaijani mugham performance, mugham
improvisation, interpretation, performance practice, The Classical
Mugham Bayati-Shiraz
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V3EUP I'A ASKMBEKOB M EI'O OITEPA «KEPOI'1Y» KAK
CMBOA EAVVHCTBA TIOPKCKIX HAPOAOB

JoKaaa TIOCBAIIEH TIAYOOKOMY MCCA€AO0BAaHMIO KYABTYPHBIX
KOJOB TIOPKCKOIO MUpa CKBO3b IIPM3MY TBOPYECTBA BBIAAIOIIIVIXCS
IpeAcTaBUTeAel azepOaiii’KaHCKOM AYXOBHOM KyABTYpHI - Arryra
Asaackepa n xomnozutopa Yseupa l'agxubexosa. VIx Hacaeaue ae-
MOHCTPUPYET YHUKAABHYIO DBOAIOLMIO OT YCTHOM TPaAUILVIM, OCHO-
BAaHHOJ Ha MMIIPOBU3ALIMU U KMBOM ITOSTUYECKOM CAOBE, K BBICO-
KOITpO(pecCOHaAbHOMY MY3BIKaAbHOMY MCKYCCTBY, BOILAOTHUBIIIE-
Mycs B >KaHpe omnepbl. Ocoboe BHMMaHIE yAeAeHO pacCMOTPeHUIO
onepnl «Képoray», crapiieii He TOALKO IleAeBpOM asepOaliaskKaH-
CKOJI CIIeHBI, HO M CMMBO/OM OOIllell UCTOPUYECKON HaMATU U Ay-
XOBHOTO €AVIHCTBa TIOPKOS3BIYHBIX HapoAos. B pabGore anaamsn-
PYIOTCS KAIOUEBbIe acIeKTHl Iepexoda oT (poAbKAOpa K Impodeccuo-
Ha/AbHOV KOMIIO3UTOPCKON IPaKTUKe: COXpaHeHNe TpaAUIIMOHHBIX
00pa3oB M MeaoAMdecKMX (POPM, MCIIOAB30BaHME HAIMOHAABHBIX
MHCTPYMEHTOB, a TakKXe ajanTalys APEeBHMX CIOXKeTOB AAsl CLIeHBI.
IToauépxusaercs, uyto omepa l'agxubexosa «Képoray» He 1mmpocTo
XyAO>KeCTBEHHBIN TEeKCT, a IleAas CiCTeMa KyAbTYPHBIX KOAOB, 4epes
KOTOpBIe TPaHCAUPYIOTCS MAeN CBOOOABI, My>KeCTBa, CIIpaBelABOC-
TU ¥ COAMAAPHOCTU. DTN IIEHHOCTU SIBASIOTCS BaXKHBIMU A4 (op-
MMUPOBaHMU: KOAACKTUBHOV MACHTUYHOCTU U YKpeIlAeHMs Me>KHa-
LIMOHAABHBIX cBs3eil. Ocoboe MecTo B MCCAeAOBAHNM 3aHMMaeT OC-
MbICAeHIe poau (POABKAOPHBIX MOTHBOB. HapoaHble mecHmu, smm-
YecKre CIOKeTBhI M TpaAULIMM alllyICKOTO MCKYCCTBAa He TOABKO COX-
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PaHAIOT UCTOPUYECKYIO IIaMATh, HO U CO34aI0T MOCT MeXKAY ITOKOAe-
HIsIMY, oDecIiednBas IpeeMCTBeHHOCTh KyAbTYPHOTO OIIbITa. TBOp-
gecTBO Aaackepa 1 'agkmbOekoBa B 9TOM KOHTEKCTe BBICTyIIaeT Kak
CBOEOOPA3HBIN «KOA KYABTYPHOI AUILAOMATHI», IIO3BOASIIOINIA Ha-
poJam TIOPKCKOI'O MUpa TOBOPUTh Ha YHUBEPCAALHOM SI3bIKe MCKYC-
CTBa, COXpaH:s IPU DTOM YHMKAABHOCTh KaXKA0M Tpaaunun. B sak-
AIOUeHye oTMedaercs, 9To onepa «Képoray» crasa cuMBoAOM eAVH-
CTBa U B3aMMOIIOHMMaHNsA, UTIPas BakXHYIO POAb B YKpelAeHNU!U
KyABTYPHOTO AMajAora ¥ COBPEMEHHOIO Me>KIOCYyAapCTBeHHOIO COT-
pyAHudectsa. E€ crieHmyeckas K13Hb HOATBEP KAaeT aKTyaAbHOCTD
TpaguIMii B yCAOBUAX TrAoDaamsaiiny, a TakXke 3HAYMMOCTH VIC-
KycCcTBa B (pOPMUPOBAHMI YCTOMYIMBOM MCTOPUIECKON MaMATU U
Ppas3BUTII COBPEMEHHO TyMaHUTapHOM HOAUTUKIA.
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UZEYIR HAJIBEYLI AND HIS OPERA “KOROGLU” AS A
SYMBOL OF UNITY OF THE TURKIC PEOPLES

The paper is devoted to an in-depth study of the cultural
codes of the Turkic world through the prism of the works of
prominent representatives of Azerbaijani spiritual culture — Ashiq
Alasgar and composer Uzeyir Hajibeyli. Their legacy demonstrates a
unique evolution from the oral tradition, based on improvisation
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and living poetic expression, to highly professional musical art
embodied in the genre of opera. Special attention is paid to the
opera “Koroglu,” which became not only a masterpiece of the
Azerbaijani stage but also a symbol of the common historical
memory and spiritual unity of the Turkic-speaking peoples.

The study analyzes key aspects of the transition from folklore
to professional compositional practice: the preservation of
traditional images and melodic forms, the wuse of national
instruments, as well as the adaptation of ancient plots for the stage.
It is emphasized that Hajibeyli’s opera “Koroglu” is not merely an
artistic text but a whole system of cultural codes through which
ideas of freedom, courage, justice, and solidarity are transmitted.
These values are crucial for shaping collective identity and
strengthening interethnic ties.

A special place in the study is devoted to understanding the
role of folkloric motifs. Folk songs, epic plots, and traditions of ashiq
art not only preserve historical memory but also create a bridge
between generations, ensuring the continuity of cultural experience.
The works of Alasgar and Hajibeyli in this context act as a kind of
“code of cultural diplomacy,” allowing the peoples of the Turkic
world to speak the universal language of art while preserving the
uniqueness of each tradition.

In conclusion, it is noted that the opera “Koroglu” has become
a symbol of unity and mutual understanding, playing an important
role in strengthening cultural dialogue and contemporary interstate
cooperation. Its stage life confirms the relevance of traditions under
the conditions of globalization, as well as the significance of art in
shaping sustainable historical memory and advancing modern
humanitarian policy.

Keywords: Koroglu, Ashiq Alasgar, Uzeyir Hajibeyli, Turkic-
speaking peoples, unity, cultural diplomacy, choral art, opera, ballet,
solidarity, international cooperation
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UZEYIR HACIBOYLI VO ONUN «<KOROGLU» OPERASI
TURK XALQLARININ BiRLiYi SIMVOLU KiMi

MBaruzs tiirk diinyasinin madeniyyst kodlarmin derin tedqiqi-
nd hasr olunmusdur ve bu arasdirmada Azarbaycan meanavi made-
niyyatinin gérkamli niimayandolari — Asiq Olasgar ve bastokar Uze-
yir Hacibaylinin yaradicilig asas prizma kimi gotiiriiliir. Onlarin irsi
sifahi ananays, improvizasiya vo canli poetik s6zo asaslanan senat
formasindan bagslayaraq, professional musiqi senetinin, xiisusile
opera janrinin zirvasine qadar banzarsiz tokamiilii niimayis etdirir.
Xiisusi diggat Azarbaycan sehnosinin sah asarlarindan biri olmagqla
yanasg, tiirk dilli xalqlarin imumi tarixi yaddasinin veo menoavi birli-
yinin romzina gevrilmis “Koroglu” operasina yonaldilmisdir. Tadqi-
qatda folklordan professional bastokarliq tecriibasine kecidin asas
aspektlori arasdirilir: ananavi obraz ve melodik formalarin qorun-
mas1, milli musiqi alatlarinin istifadasi, qgoadim siijetlarin sahno {i¢iin
adaptasiyast. Qeyd olunur ki, Hacibaylinin “Koroglu” operas: sa-
dace badii matn deyil, hom do azadliq, gohromanliqg, adalst ve hom-
roylik ideyalarini tacessiim etdiran madeniyyst kodlarmin biitov bir
sistemidir. Bu dayarlar kollektiv kimliyin formalagsmas1 ve xalqlar
arasinda qarsiligl slagalerin mohkemlanmasi tigiin miithiim shamiy-
yat dasiyir. Folklor motivlarinin roluna xiisusi yer verilir. Xalq
mahnilari, epik siijetlar va asiq senati enansleri yalniz tarixi yaddas:
gorumagqla kifayetlonmir, ham da nasiller arasinda korpii yaradaraq
moadani tacriibenin davamhiligimi tomin edir. Olasgar ve Hacibay-
linin yaradiciigi bu menada “madani diplomatiyamin kodu” kimi
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¢xas edir, tiirk diinyasi xalglarna Oziinemexsuslugu itirmeden
incasanatin universal dili ilo danismaq imkani verir. Noatica etibarils,
“Koroglu” operasi birliyin ve qarsiigh anlasmanin simvoluna
¢evrilmis, madeni dialoqun mohkemlonmoasinds ve miiasir dov-
lotlorarast amakdashgin inkisafinda miihiim rol oynamisdir. Onun
sohno hayati onenoalorin globallasma seraitinde deo aktualligini
tosdiqloyir, incasonatin tarixi yaddasin formalasmasinda ve miiasir
humanitar siyasatin inkisafinda avezsiz rolunu bir daha vurgulayir.

Acar so6zlar: Koroglu, Asiq Olasgar, Uzeyir Hacibayli, tiirkdilli
xalglar, birlik, moadeni diplomatiya, xor sonati, opera, balet,
hamraylik, beynoalxalq emakdasliq
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HACIBOYLI OPERASI «<KOROGLU»:
MUSIQI DRAMATURGIYASI IDEYA KONSEPSIYASININ
O9KS OLUNMASI KIMI

Bu maqalonin moarkazinds «Koroglu» operasinin musiqi dra-
maturgiyasinin xiisusiyystlarinin dyranilmasi dayanir. Avropa ope-
ra ananalarinin konteksti asason «Koroglu» operasinin janr aidiyyoti
ilo baghdir. “Qahramanliq” ve “despotizms qarsi miibarize” tayinat-
lar1 ham moezmunun xarakteri ils, hom deo XVIII-XIX asrlar arzindes
Avropa musiqisinds formalasmis miibarize ve gehramanliq obrazla-
11 ilo assosiasiya doguran intonasiya arsenali ilo baghdir. Opera mu-
sigili dramaturgiyasinin noviine golinca, “Koroglu”’nu XVIII-XIX
asrlorin qovsaginda yaranmis vo klassisizmla romantizm arasinda
tislub sarhaddini miiayyan edan “bdyiik opera” janri baximindan
nazardon kecirmoak daha ganunauygundur. Buna asagidakilar uy-
gun golir: bes pardali operanin miqyasi, sevgi va ictimai xatlorin ay-
rilmaz gokilde birlogsmasina asaslanan dramaturgiya, xalq sehnalari-
nin mithiim dramaturji rolu ve divertismentlarin yiiksok payi1. Belo
asarlarin markoazinda shamiyyatli ictimai hadisalarin tosviri marag:
dayanir. Yoni avvallor “timumi plan” adlanan kiitlavi sehnalar mii-
hiim dramaturji rol qazanir, konfliktin harakatverici qiivvesi kimi ¢1-
x1s edir ki, bunu «Koroglu»nda da miisahide edirik. Eyni zamanda,
Hacibaylinin operasinda romantizmls bagl janrin vacib xiisusiyyat-
lari yoxdur. Masalen, daxili konflikt yoxdur: sevgi xatti 6zii dram
mazmunu dagimir ve bu, operanin konsepsiyast ila birbasa baghdir;
burada sevgi sosial partlayislara qars1 ziddiyyet kimi deyil, gahre-
manhigmn ilhamverici qiivvasi kimi taqdim olunur.

Romantizm anenealarindsn danigsaq, onlar mezmun néviinds
deyil, opera dramaturgiyasinda leit-intonasiya prinsipine riayat
olunmasinda 6ziinii gosterir. Operada yalmz iki leitmotif olsa da
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(9gar bunu dayismayan melodik fraza kimi basa diissek)—“sevgi”
va doytisken tigliik ¢agirisi—miibariza va lirika obrazlarinin nisbati
intonasion inkigsafin iki davamli xattinda aks olunub. Belslikls, lirik-
dramatik saheni minor intonasiya temsil edir: m.2-b.2-m.2, sevgi le-
itmotifinin vo operanin demoak olar ki, biitiin lirik mévzularinin asa-
sin1 togkil edir, faal sahani iso miiayyen ritm-formulalarin miixtelif
modifikasiyalar1 ifads edir ki, bunlar Avropa musigqisi tarixinde ak-
tiv, iradali xarakter obrazlar ilo méhkem baglidir. Onlar tesdiqedici
intonasiyalara, noqteli mars ritmins ve dérddabir nota yiiksalen mo-
tivlora (Abesqauz “qoloba heksaxordu”) asaslanir.

Ogor ilk iki motiv xarakterik ritmik asaslari ilo foal, horokatli
movzularin tomolini qoyursa, tgiincii motiv—kicik sekundanin
enan intonasiyasi—lirik uzadilmis movzularin bir név dramatik
markerina gevrilir (masalon, miiqayise etmok kifayotdir: «Garak bu
glin», «Galarsan burda, Nigarim», Koroglunun ariyasinin orta hisse-
si, Nigarin ariyasimnin giris hissasi vo s.).

«Koroglu» operasinin musiqi dramaturgiyasimin xtiisusiyyati
yalniz gostorilon iki obraz xattinin kontrastinda deyil, ham doa goh-
romanliq vo lirikanin qarsiliql alagasinin manali kontekstindadir ki,
bu da onlarin ayrilmaz bir vohdat kimi qavranmasia komok edir.
Yetorlidir ki, Nigarin ilk lirik ariyasin1 onun gahromanliq orta hisse-
si ila vo Koroglunun markazi ariyasini xatirlayaq, burada gehroman-
liq partlayisi—“Olsiin diisman” —sevgi leitmotifinin intonasiyasin-
da tacasstim olunur. Yoni ham sevgi, ham da adalat ugrunda gohre-
man miibarize hayat ti¢iin can vermaya dayer dayarlar kimi eyni sa-
viyyade teqdim olunur. Bu ideyamin parlaq niimunasi And igmae
movzusu ils Sevgi movzusu arasindaki intonasion gohumluqdur.
Bu kontekstds daha bir vacib konseptual magami geyd etmak lazim-
dur: liriko-dramatik intonasiya bu despotizma qars1 miibarizs opera-
sinda ham ds miibarizs ideyasinin 6ziiniin szabliliginin isarasi kimi
cixis edir; tosadiifi deyil ki, o yalniz gehremanlarin partiyalarinda
deyil, xalq xor sshnalarinds da rast gelinir. Bu, miisllif mévqeyinin
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xtisusi isarasi kimi ¢ixis edir ve xalq tisyanini hakimiyystin gad-
darligina qarsi reaksiyanin haql oldugunu asaslandirir.

«Koroglu»nu Avropa opera ananslerinin kontekstinds nazar-
dan kegirmak bastokarin xalq xor sshnelarini 6ziinamexsus sokilde
islomosi barade danigsmaga imkan verir. Masoalo burasindadir ki,
romantizm anenoasi xalq1 ilk dafs konfliktin vacib terafi kimi miiay-
yon ederken onun milli-janr xiisusiyystlarini 6n plana gixarmigdir,
bu da adaten rituallarla baghdir.

Opera harakeatinin dinamikasina boyiik sshnalerin musiqi-
kompozisiya halleri da tasir gostarir; bu sayads xalq ve gehramanlar
bir-birine qars1 aktiv dialoq aparan toraflor kimi qavranilir ve ne-
ticods miiayyon dramaturji hoallore gotirib ¢ixarir.

«Koroglu» operasinin musiqi dramaturgiyasimin tohlili ope-
ranin konsepsiyasina yeni bir baxis bucag1 toqdim edir. Sovet musi-
gistinashginda bu opera azadligsevor xalqin adaletli miibarizasi
movzusu ils izah olunurdu. Lakin intonasiyali dramaturgiya opera-
nin movzusunu «Xalq tisyani: ugurun formulu» kimi miisyyan et-
maya imkan verir. Musiqi inkisafinin gehromanliq ve lirik-dramatik
xotlari konseptual shomiyyat dasiyir. Qohromanliq xatti xalq ve ha-
kimiyyot arasindaki qarsidurmanin dinamikasini on plana ¢ixarir;
bastokar xalqin qolobasine aparan kritik marhalalara xiisusi diqqat
yetirir. Bu zaman o, biitiin zamanlarin ve xalglarin hakimiyyatlarina
tisyanlara sabab olan fatal sohvlari isars edir.

Lirik-dramatik xatt iso xalq miibarizesinin psixoloji tomalini
aqir: bastokar heyratamiz senatkarligla iisyangilarin gelacokds ada-
latli bir diinya qurulusuna olan miiqaddas inamini aks etdirir ve bu
ideallasdiric1 arzunu sevgi ilo ruhlandiric gilic ile bearabarlogdirir.

Acar sozlar: musiqi dramaturgiyasi; boyiik opera; davaml in-
tonasiya xatlori; klassisizm, romantizm, dinamik inkisaf tipi; xor
sehnalari
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HAJIBEYLI'S OPERA «KOROGLU»: MUSICAL DRAMATURGY
AS A REFLECTION OF THE CONCEPTUAL IDEA

This paper focuses on the study of the features of the musical
dramaturgy of the opera «Koroglu». The context of European operatic
traditions primarily concerns the genre classification of «Koroglu».
The terms “heroic” and “tyrant-fighting” are associated not only with
the nature of the content but also with a whole arsenal of intonations
that evoke associations with images of struggle and heroism,
developed in European music throughout the 18th and 19th centuries.

As for the type of opera’s musical dramaturgy, it is more
appropriate to consider «Koroglu» from the perspective of the genre
of “grand opera,” which emerged at the turn of the 18th-19th
centuries and marked a stylistic shift from Classicism to Ro-
manticism. This is reflected in the scale of the five-act opera, the
dramaturgy based on the inseparable intertwining of the love and
social lines, the significant dramaturgical role of folk scenes, and the
large proportion of divertissements. At the center of such works is
an interest in depicting significant social events. In other words,
crowd scenes, previously presented in the so-called general plan,
acquire an important dramaturgical role, acting as the driving force
of the conflict, which we observe in «Koroglu».

At the same time, Hajibeyli’s opera lacks certain key features
of this genre associated with Romanticism. For example, there is no
internal conflict: the love line, as such, contains no dramatic tension,
which is directly related to the concept of the opera, in which love is
treated not in opposition to social upheavals, but as an inspiring
force of heroism.
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Speaking of the traditions of Romanticism, they manifested
themselves not in the type of content, but in the use of the leit-
intonational principle of opera’s dramaturgy. Although the opera
contains only two leitmotifs (if understood as an unchanging
melodic turn) — the “love” motif and the militant triplet call — the
correlation of the images of struggle and lyricism is reflected in two
continuous lines of intonational development. Thus, the lyrical-
dramatic sphere is represented by the minor intonation: m.2-b.2—-
m.2, which underlies the love leitmotif and almost all lyrical themes
of the opera, while the active sphere is expressed through various
modifications of specific rhythmic formulas which, as already
mentioned, became firmly associated in the history of European
music with images of an active, strong-willed character. At their
core are declamatory intonations, dotted march rhythms, ascending
fourth motifs ( Abesgauz “hexachord of victory”).

If the first two motifs in their characteristic rhythmic basis
form the basis of effective, active themes, then the third motif - the
descending intonation of a minor second, will become a kind of
dramatic marker of lyrical extended themes (it is enough to
compare: “Garak bu giin”, “Qalarsan burda, Nigarim”, the middle
part of Koroglu’s aria, the introduction to Nigyar’s aria, etc.)

A distinctive feature of the musical dramaturgy of «Koroglu»
is not only the contrast between the two thematic lines mentioned,
but also the semantic context of the interaction between heroism and
lyricism, which encourages their perception as an inseparable unity.
It is enough to recall the first lyrical aria of Nigyar with its heroic
middle section, and the central aria of Koroglu, where the heroic
outburst “Olsiin diisman” is embodied in the intonation of the love
leitmotif. In other words, both love and the heroic struggle for
justice are proclaimed as equally worthy of the ultimate sacrifice. A
vivid example of this idea is the intonational kinship between the
Oath theme and the Love theme. In this context, it is also important to
note another key conceptual point: the lyrical-dramatic intona-
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tionality in this tyrant-fighting opera functions as a sign of the very
endured nature of the idea of struggle. It is no coincidence that it
appears not only in the parts of the heroes but also in the folk choral
scenes. This serves as a distinctive marker of the author’s position,
justifying popular rebellion as a response to the cruelty of power.

Considering «Koroglu» in the context of European opera’s
traditions allows us to speak of the composer’s original interpre-
tation of folk choral scenes. The point is that the Romantic tradition,
which for the first time defined the people as an important side of
the conflict, emphasized their national-genre characteristics, usually
associated with ritual practices.

The musical-compositional design of the large scenes also
contributes to the dynamics of the operatic action, whereby the
people and the heroes are perceived as two sides engaged in an
active dialogue with each other, leading to specific resolutions.

The analysis of the musical dramaturgy of «Koroglu» allows
for a fresh approach to the opera’s concept. In Soviet musicology, it
was defined by the theme of the just struggle of a freedom-loving
people. Meanwhile, the intonational dramaturgy enables us to
define the opera’s theme as “Popular Rebellion: the Formula for
Success.” The continuous lines of musical development —heroic and
lyrical-dramatic—carry conceptual significance. The first brings to
the forefront the dynamics of the confrontation between the people
and authority: the composer emphasizes the decisive stages that led
to the people’s victory, as if pointing out to rulers of all times and
nations the fatal mistakes that provoke uprisings. The second
reveals the psychological underpinnings of popular struggle: with
remarkable artistic authenticity, the composer reflects the rebels’
unwavering faith in a forthcoming just world, equating this
idealistic dream with the inspiring power of love.

Keywords: musical dramaturgy; grand opera; continuous
intonational lines; classicism; romanticism; dynamic type of deve-
lopment; choral scenes
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UZEYIR HACIBOYLI DRAMATURGIYASINDA
FOLKLORIZMLOR: XALQ OYUN VO TAMASALARI

Milli dramaturgiya tarixine sbadiyasar, aktual movzulu asar-
lor baxs eden Uzeyir Hacibaylinin 6zal dost-xatti, tokrarolunmaz iis-
lubu ve maraqh yaradiciliq metodu vardir. Uzeyir Hacibayli asarla-
rin dramatik g¢alarin1 qiivvatlondirmak, obrazlarin xarakterik xiisu-
siyyatlari, daxili alomi, marami ve ger¢ok simasi ilo oxucusunu ya-
xindan moalumatlandirmagq, eloca da irali siiriilon asas ideyam daha
aydin, tobii sokilda tosvir etmok tiglin xalq adabiyyat1 6rnaklarina
miiraciot etmisdir.

Gorkamli dramaturqun real hayat 16vhalarini oks etdiren,
sonraki illordaki sehna asarlorindan gismen zaif olsa da, ilk pyesi
“9Or vo arvad”dir. Pyesin mazmunu ailo-moaisat zomininda olan xalq
tamasalarimi yada salaraq, oyunbazliq, qadin kealoklori, “makri-zo-
nan” {izarinds qurulmusdur.

Xalq oyun ve tamasalarinda rast gelinen oyunbazliq “O olma-
sin, bu olsun” operettasinda da garsiya ¢ixir. Bu oyunbazliq student
Sarvarin, “qocaliqda yorgaliq” esqina diisen, varl tacir Magadi Iba-
din basina a¢dig1 hoqqadan ibaratdir. “Or ve arvad”dan fargli ola-
raq, “O olmasin, bu olsun” daha dolgun siijet xattina, bitkin obrazlar
silsilasine vo orijinal tiplar qalereyasia malikdir. Oserin asas maz-
mununu 50 yasinda iken, Riistem bayin 15 yash qiz1 ile evlenmak
sevdasina diigen Moasadi Ibadin hekayasi togkil edir. Komediyanin
morkazi obrazi olan Masadi Ibad asl folklor simasidir. Onun hare-
kotlori, irali siirdiiyti fikirlar xalq yumoru ils yogrulub, oxucuda gii-
liis yaratmag1 bacarir. Moagadi Ibadla “Xasis” xalq draminin aparict
obrazi arasinda da miisyyen benzarlik vardir. Lakin folklor obra-
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zindan farqgli olaraq Magadi ibad 15 yasindaki cavan qizla evlanmak
istadiyi zaman sexavatini asirgemir.

Pyesda tamasa motivleri dordiincii maclisin avveli, mashur
Mosadi Ibadin toy giinii sehnesinds da taqdim edilir. Soziigedan
sohno miisyyen moenada xalq tamasalar silsilesinden olan “Xan-
xan”1 xatirladir.

Uzeyir Hacibaylinin sayca iiclincii komediyast sayilan “Arsin
mal alan”da da oyun ve tamasa motivlari nezaragarpacaq deracodadir.
MBatndas asasen miiqayisali-tipoloji tohlil metodundan istifade edilir.

Tadgigatin elmi yeniliyi Uzeyir Hacibaylinin sshna asarlarinde
xalq oyun va tamasalarinin atrafli sokilde arasdirilmasi ve niimuns-
lor asasinda elmi hallini tapmasi ile alagadardir.

Acar sozlar: Uzeyir Hacibayli, dramaturgiya, anana, folklor,
xalq oyun ve tamasalari
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FOLKLORISMS IN UZEYIR HAJIBEYLI'S DRAMATURGY:
FOLK GAMES AND PLAYS

Uzeyir Hajibeyli, who gifted the history of national dra-
maturgy with immortal works rich in topical themes, had his own
unique style, distinctive handwriting and an interesting creative
method. Uzeyir Hajibeyli turned to examples of folk literature to
strengthen the dramatic tones of his works, to acquaint the reader
more closely with the characteristic features, inner world, intentions
and true essence of his characters, as well as to depict the main idea
put forward more clearly and naturally.

Although somewhat weaker than the great playwright's later
stage works, his first play “Husband and wife” nonetheless depicts
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vivid scenes from real life. Recalling the vibrant spirit of folk stage
traditions rooted in domestic life, the play weaves a tapestry of
playful deceit and the artful wiles of women.

The playful trickery found in folk games and performances
also appears in the operetta “If not that one, then this one”. This
trickery consists of the schemes set in motion by the wealthy
merchant Mashadi Ibad, who despite his age, falls in love with the
student Sarvar a folly best described as foolishness in old age or
behavingin amanner unbefitting one's years. Unlike the literary
work “Husband and wife” the operetta “If not that one, then this
one” has a richer plotline, amore complete gallery of characters and
a series of original types. The plot of the work centers around 50year
old Mashadi Ibad's desire to marry Rustam bey's 15-year-old
daughter. Mashadi Ibad, the central and main character of the
comedy is truly a folkloric figure. His actions and ideas are imbued
with folk humor, meaning they consist of folk humor, meaning they
consist of folk humor itself and they manage to evoke laughter in
the reader. There is also a certain similarity between Mashadi Ibad
and the main character of the folk drama “The Miser”. However,
unlike a folkloric character Mashadi Ibad doesn't withhold his
generosity when he wants to marry a 15 year old young girl.

The motif of the performance also appears at the beginning of
the fourth gathering in the famous wedding day scene Mashadi
Ibad. The scene in question, in a certain sense, is reminiscent of the
folk performance series known as “Khan-Kan”.

In Uzeyir Hajibeyov's literary work considered and regarded
as his third comedy “Arshin mal alan” the motifs of play and
performance are notably prominent. The main method used in the
text is comparative-typological analysis.

The scientific novelty of the research is related to the detailed
study of folk games and performances in Uzeyir Hajibeyli's stage
works and finding their scientific solutions based on examples.

Keywords: Uzeyir Hajibeyli, dramaturgy, tradition, folklore,
folk games and plays
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ASIQ OLOSGOR ODOBI iRSI:
MILLI-MONOViI DOYORLOR TOPLUSU

Asiq senatinin, elaco do Asiq Olasgarin poeziya atlasinin mii-
ayyenlasdirdiyi manzare unikalliq anlaminda tarix ve cografi baxi-
mindan bir ucsuzluqgla faktlasir. Goyga, Darband, Borgali, Tabriz,
Urmiya, Zoncan, Save, Karkiik v s. folklor yaddasimnin miisyyenlos-
dirdiyi sonat vo manaviyyat kriteriyalarina dayanur.

Asiq yaradiciliginin panoramasi qopuzun v sazin, Asiq Olas-
gor timsalinda ustadlarin miisyyenlasdirdiyi miigeddas senat va ya-
sam nizamina (prinsipina) baglanir. Biitiin bunlar sanat va yaradici-
liq anlaminda sistemli yanasmalari, tarixi-madeni axarin dinamika-
sin1 diqgat Oniino gatirir vo miixtalif istiqamatli tohlilleri bir zerurat
olaraq qarsiya qoyur.

Goygonin Oguz yurdu olaraq isarsladiyi yaddasin moévcudluq
va Ozglirliik torafinds qopuzun (sazin), ozanin (asigin) ortaya qoydu-
gu mazmun onun bir név sifralonmis madaniyyat ve manaviyyat ko-
dudur. “Eldan-els, baydan-bays ozan gazar, ar comardin, ar nakasin
ozan bilar” tasavviirii bu institutun tarixin va etnosun “yiiz 0lg¢tiliib,
bir bicilmis” miidrikliyinin sdylemidir. Dade Slesger bu moéhtasom
yolun axarinda Dads Qorquddan iizii bari dasmanlarin dadslik mo-
deli olaraq bas qaldirir. “Yaxs1 hormet ils, tomiz ad ils, men dolandim
bu Qafqazin elini” hamin zanginliyin galiblonmis tesevviir 6rnayidir.

“Marifat elminda kamil garekdir” deyan Asiq Olasgar Qafqa-
zin elini mahz bu diisiince ils gezib dolagsmis, air yignaglarinda sa-
zin va soziin iirfani mazmununa slave ovqat qatmisdir. Ustadin 6zii
timsalinda miisyyanlesen meyarlar biitiinliikds sanatin galiblagmis
tosevviiriine baglanmagqla ucaligr diqqat 6ntins gatirir.
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Asgiq Olesgar gorayli, qosma, ustadnams, tacnis, divani, mii-
xommas va s. Ornaklari ilo koniillor diinyasinin fatehi ola bilms ucali-
gina yliksalmisdir. “Bilmiram”, “Yaylaq”, “Galsin”, “Baylerin”, “Bu
daglar manim”, “Daglar”, “Dolanir”, “Diisdii”, “Oveazdi”, “Arasin-
da”, “Vartymis”, “Qoca baxtim”, “Dondii, ne déndii”, “Diinyada”,
“Eylor”, “Yaman at”, “Kasildi”, “Garakdi”, “Olacaqd1”, “Olmaz”, “Ce-
kirson”, “Cixibd1”, “Annax bay”, “Gormoadim”, “Hayifsan”, “Danisaq”
va s. poetik drnaklar diinya adsbiyyatinin an mohtogom sanet abidslori
ilo dos-dose duracaq soviyyadadir. “Sazinnan, soziinnen, diiz
ilgarmnan, ellords s6hbati qald1 ki, qald1” demasi bunun tesdiqidir.

Soziin haqigi menasinda Asiq Slasgarin poeziyas: axlaq, moe-
naviyyat toplusudur. Sazin simlarinden qopan ahangdarliq, musigi
sadalar1 onun ruhuna sepalonmokls, hom do miidrikliyinin, menavi
diinyasimin daha darin qatlarmnin ifads gostaricisidir. Biitiin bunlar
timsalinda Asiq Olesgor “menim soziim dogru yoldan ¢ixani,
ingallah gaytarar diiz insan eylar” qenaatine golir.

Ruhu ve varligi ilo menavi ucaliglara koklanan ve onun talgin
etdiklorine dogru addim-addim iraliloyan senatkar sazinda, soziin-
da bu dayarlarin an qiidratli tebligatcis1 kimi seirlari ilo adini xalqin
yaddasina sl¢atmazliq 6rnayi olaraq yazmisdir.

Acar sozlor: Asiq Olasger, asiq seiri, ustadnama, Goygo asiq
mihiti, sanat ananasi, ustad nasihati ve s.
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ASHIQ ALASGAR'’S LITERARY HERITAGE:
COLLECTION OF NATIONAL-MORAL VALUES

The landscape defined by ashiq art, as well as Ashiq Alasgar’s
poetry atlas, is historically and geographically boundless in terms of
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uniqueness. Goycha, Derbent, Borchali, Tabriz, Urmia, Zanjan, Sava,
Kirkuk stand on the criteria of art and spirituality defined by
folklore memory.

The panorama of ashiq creativity is connected to the sacred
order of art and life (principle) defined by masters in the example of
Ashiq Alasgar, the instruments such as gopuz and saz. All these
systematic approaches in the sense of art and creativity, brings to the
attention the dynamics of the historical and cultural flow and
assesses various aspects of analysis as a necessity.

The content revealed by the instrument “gopuz” (saz), Ozan
(ashig) on the side of existence and freedom of the memory marked
by goycha as the land of Oguz is a kind of encrypted code of culture
and spirituality. The vision of “from the country to the country the ashig
travels and recognizes everyone” this institute is a testament to the
wisdom of history and ethnos, which is “measured in hundred, cut
in one way”. Dede Alasgar is on the course of this magnificent road
as a model of the grandfather of those who have been transported
since the period of Dede Gorgud. “With good respect, with a clean
name, 1 travelled in this province of the Caucasus” is an example of a
molded imagination of that richness.

Saying “Science of enlightenment needs perfection” Ashiq Alasgar
walked around the Caucasus with this thought, adding additional
enthusiasm to the mythical content of the instrument saz and the
word. The criteria determined by the master himself, by being tied
to the stereotyped idea of art as a whole, bring sublimity to the
forefront of attention.

Ashiq Alasgar has risen to the height of being a conqueror of
the world of hearts with his examples of poetry such as garayli,
goshma, ustadname, tajnis, divani, mukhammas and so on. The
poetic examples such as “Bilmirem”, “Yaylag”, “Gelsin”, “Beylerin”,
“Bu daglar menim”, “Daglar”, “Dolanir”, “Dushdu”, “Evezdi”,
“Arasinda”, “Variymish”, “Goja bakhtim”, “Dondu, ne dondu”,
“Dunyada”, “Eyler”, “Yaman at”, “Kesildi”, “Gerekdi”, “Olajagdi”,

123



“Olmaz”, “Chekirsen”, “Chikhibdi”, “Annakh bey”, “Gormedim”
are on the same level as the most magnificent artistic monuments of
world literature.

In the truest sense of the word, Ashiq Alasgar's poetry is a
collection of morality and spirituality. The harmony and musical
sounds that break from the strings of the instrument saz permeate
his soul and are also an expression of the deeper layers of his
wisdom and spiritual world. In light of all these, Ashiq Alasgar
concludes, “My words will, God willing, bring back those who have
strayed from the right path and make them upright”.

The artist, whose soul and being are rooted in spiritual heights
and who advances step by step towards what they inspire, has
written his name in the memory of people as an example of
inaccessibility through his poems as the most powerful
propagandist of these values in his music and words.

Keywords: Ashiq Alasgar, ashiq poetry, master’s salutation,
Goycha ashiq environment, artistic tradition, master’s advice, etc.
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BORCALIDA ASIQ SONOTI

Tiirk diinyasinda bu abadiyasar senatin yaranmasi, formalas-
mas1 vo eyni zamanda inkisaf etdirilmasinde Borgal1 asiq miihiti ¢ox
boytik ve avazsiz rol oynamigdir.

As1q senati 6ziiniin an yiiksak zirvesine gatdig1 ve mohtesam-
liyini yasadig1 19-cu yiizilliyin sonu va 20-ci yiizilliyin avveallarinds
moahz Tiflisin biitiin tiirk diinyasinin saz, s6z markezina ¢evrilmae-
sinda Borgal1 asiq moaktobinin misilsiz xidmatlari olmusdur.

Bu da ¢ox maraqhdir ki, asiq senatinin tiirk xalglar1 arasinda
¢ox genis yayilmasina gore biitiin Serq Olkelarindon ve hatta Orta
Asiyadan bir ¢ox senatcilor hamin dovrlards Tiflise bu sahadaki s6h-
rotini esidorok buraya golmis vo yerli asiqlarin sanatkarliglarindan
bahralonmislor. Hatta onlarin i¢arisinden bazilari burada qalaraq 6z
sonoatkarliglarini bu mashur saz, soz diyarinda davam etdirmislor.
Oz yaradiciliglarini ve heyatlarimi daima burada davam etdiran
asiqlarin igarisinde Irandan, Tiirkiyedan, Iragdan golon senatkarlar
daha ¢ox olmuslar.

Asiq seneatinde ovezsiz ve misilsiz xidmatlari olmus Borgal
asiq moktabi zaman-zaman milli musiqimizs ¢ox sayda korifey asiq-
lar baxs etmisdir. Qaragopliit Musa, Masim Bayazidi, Dollu Abuzar,
Asiq Sadig, Quscu Ibrahim, Xanim Mammad, Xind1 Mommaoad, Dada
omrah, Hiiseyn Saracli, Asiq Kamandar, Alxan Qarayazili, Astan
Kosali, Nuraddin Qasimli, Mohommeoad Sadixli, Shmoad Sadixli ve s.
kimi onlarla tinlii saz-s6z xiridar1 olan Borgali agiglarmin her biri ay-
ri-ayriliqda bu sanatds 6z mohiirlerini vurmus dahi senatkarlardur.

Bax, els biitiin bunlara gors Borgalin1 ¢cox haql olaraq sazin
besiyi, ozanlarin ana yurdu, qosmalarin, geraylilarin, bayatilarin
qaynar bulagi adlandirirlar. Tadgiqatg alim S.Memmeoadli de yazir
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ki, “bu elatin manavi zovqiinii asiq oxsamis, saz sanati bu yurdda
cosmus, 0z moacrasindan g¢ixmamis, mohvearinden qopmamis,
ilkinliyini, safligini1 qoruyub saxlamisdir. Onlarla asiq havacatlarinin
¢oxunun Borgalida yaranmasi bunu bir daha siibut edir...”.

Bu da tesadiifi deyildir ki, Borgali mahalinda sazla, asiq senati
il bagli coxlu dads s6zleri, deyimlar yaranmis, heatta toponimik ad-
lar amolar golmis, etnonimlar formalasmisdir: “Asiq gordiiyiinii ¢a-
girar”, “Asiq el anasidir”, “Asigin sézii qurtaranda neynim, neynim
— deyor”, “Sazin veateni asigin sinesidir”, “Ustad oglu sagird
olmaz”, “Asigin tokdiyiini ¢iragr dosiiror” ve s. kimi sazla bagh
¢ox dayarli deyimlar bu giin da dils islonmakdadir.

Bu giin Borgalda “Asiqli”, “Asiglar” kimi tayfa adlari, “Asiq”
soxs adi, “Asiqov” va s. kimi soy ad1 da var. Hatta qonsu Azarbay-
canda “Asiqli” kendi var.

Acar sozlar: Borgali, asiq senoati, saz, sifahi anons, tiirk mo-
deniyyati, xalq poeziyasi, qeyri-maddi madani irs, Tiflis, Borgal1 asiq
moktabi, Azarbaycan

Mahmud KAMALOGLU-KHALILOV
Doctor of Sciences in Philology, Professor
Georgian-Ukrainian International Institute
of Science and Education

E-mail: mahmudkamaloglu1954@gmail.com

ASHIQ ART IN BORCHALI

The Borchali Ashiq environment has played a significant and
irreplaceable role in the emergence, formation, and development of
the eternal art of Ashiq performance in the Turkic world. Especially
at the end of the 19th century and the beginning of the 20th century,
when Ashiq art reached its highest peak and experienced its greatest
flourishing, the Borchali school of Ashiqs contributed immensely to
the transformation of Thilisi into a center of saz and verbal creativity
for the entire Turkic world.

It is noteworthy that due to the widespread popularity of
Ashiq art among the Turkic peoples, many artists from across the
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East and even Central Asia came to Tbilisi during that period,
attracted by its reputation. They benefited from the craftsmanship of
the local Ashiqs, and some of them remained in the region,
continuing their creative activities in this renowned land of saz and
poetry. Among those who settled and pursued their art here were
particularly masters from Iran, Turkey, and Iraq.

The Borchali Ashiq school, with its invaluable services to
Ashiq art, has given rise to many prominent masters of national
music over time. Figures such as Garag¢oplii Musa, Masim Bayazidi,
Dollu Abuzar, Ashiq Sadiq, Qushchu Ibrahim, Khanum Mammad,
Khindi Mammad, Dads ©mrah, Huseyn Sarachli, Ashiq Kamandar,
Alxan Qarayazili, Astan Kosali, Nuraddin Qasimli, Mahommad
Sadixli, ©Ohmad Sadixli, and many others each left their indelible
mark on this tradition as great masters of saz and word.

For these reasons, Borchali is rightfully called the cradle of the
saz, the homeland of the ozans, and the living spring of qoshma,
gerayli, and bayati poetic forms. As the researcher S. Mammadli
notes: “The spiritual taste of this community was nurtured by Ashiq
singing; the art of saz flourished here, never deviated from its
essence, preserving its originality and purity. The fact that many
Ashiq melodies were created in Borchali once again confirms this.”

It is no coincidence that in the Borchali region many sayings, pro-
verbs, and even toponyms associated with the Ashiq tradition have emer-
ged. Expressions such as “The Ashiq sings what he sees,” “The Ashiq is
the mother of the people” “When the Ashiq’'s words run out, he says
“what can I do, what can I do”, “The homeland of the saz is the heart of
the Ashiq”, “The son of a master cannot be a mere apprentice”, “What the
Ashiq scatters, the lamp lights up” and others are still in use today.

Currently, Borchali preserves traces of this tradition in tribal
names such as “Ashiqly”, “Ashiqgs,” personal names like “Ashiq,”
and surnames like “Ashiqlov.” Even in neighboring Azerbaijan
there is a village called “Ashiqli,” which reflects the deep historical
and cultural roots of the Ashiq art of Borchali.

Keywords: Borchali, Ashiq art, saz, oral tradition, Turkic
culture, folk poetry, intangible cultural heritage, Tbilisi, Ashiq
school, Azerbaijan
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TURK XALQLARININ ONONOVI MUSIQiSi MUASIR
ELMIi PARADIQMANIN OBYEKTI KiMi

Son onilliklards enanavi musiqi madaniyyatinin dyronilmasi-
no dair elmi yanasmalarin siiratlo yenilondiyi miisahide olunur.
Tiirk xalglarimin musiqi tocriibaleri janr, forma ve funksiyalarin
miixtalifliyine baxmayaraq, yalmiz etnomusiqisiinasliq tadqiqatla-
rinin predmeti kimi deyil, hom do madani antropologiya, sosiologi-
ya, musiqi falsafesi vo madaniyyaet siyaseti kimi humanitar sahalor
ti¢lin mithitim manba olaraq galir.

Tiirk xalglarinin anenavi musiqisi — yaddasin, rituallarin va
identikliyin canli dastyicisidir. Biitiin tiirk xalqlar1 arasinda milli ko-
dun dastyicilari, timumtiirk madani kodunun yaradicilar1 olan ma-
doniyyeat xadimlari vardir ki, onlarin yaradicilig1 bir etnosun sor-
hadlarini asmisdir. Masalan, dastan ve asiq ifagis1 Asiq Slasgor Oli-
mammad oglu iki asrin qovsaginda yasamis ve yaradiciliq niimunae-
larinin tacessiim modeli olmusdur. Onun ifasinin biitiin tiirk diinya-
sinin aslq senatina boytik tasir gostordiyi malumdur.

Asiq Olasgar kimi dasiyiclarin yaradiciigimi derinden anla-
magq {i¢iin interdisiplinar ve multikultural tohlili nezerds tutan mii-
asir elmi paradigma zeruridir. Burada musiqi kollektiv yaddasimn qo-
runma vasitesi, etnik identikliyin Gtiiriilma kanali, eyni zamanda
madani dialoqun canli dili kimi nazarden kegirilir. Bu kontekstde
tiirk onenavi musiqisi arxaikle miiasirliyin, sakralla giindalik he-
yatin, sifahi vo rogamsal madaniyystin kasisme meydanina gevrilir.

Qisaca qeyd edak: Qazaxistan — Kiiy, aitys ve mahni diisiince
strukturu kimi. Musiqgi enenslarinin bolgsler tizre deqiq bolgiisii
movcuddur: Jetisuy, Qarbi Qazaxistan, Serqi Qazaxistan maktablari,
burada instrumental hekayaocilik milli falsafe formasidir; Azar-
baycan — Mugam universal dialoqun modeli kimi. Mugam snanasi
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sifahi pegokar musiqi sisteminds movcuddur ve poeziya (qozal),
asiq enanasi, Qarabag moktsbi ilo bagliligr milli identikliyin mar-
keridir; Qir§izistan — Aytis ve epos kollektiv intonasiyanin parlaq
ifadesi kimi. Buraya “Manas” dastaninin musiqi qatlari, aytmagi
ananasi daxildir, canli improvizasiya ise sosial ve estetik azadligin
arenast kimi ¢ixag edir; Ozbokistan — Sasmaqam akademik kanon
kimi. Sasmagam musiqi tafekkiiriiniin sistemliyi ve arxitektonikasi
ilo secilir, Ozbokistanda ise XX asrin avvallarindan baslayaraq sifahi
ananadean konservatoriya formath institusional saviyyeaya kecirilmis-
dir. Musiqi-poetik materiallarin tadricon geyds alinmas: elmi aras-
dirmalarin aparilmasina yol agmisdir.

Bu giin elmds musiqgi materialinin interpretativ-prosessual va
kontekstual tahlils yonali inkisaf istigamati miisahide olunur.

Moaruzados tiirk xalglarinin enanavi musiqgisinin miiasir elmi
paradigma kontekstinde Oyrenilmasinin asas metodoloji ve nazeri
yanasmalari nazarden kegirilir. Janrlarin ve saha materiallarinin toh-
lili vasitasilo bu ananalarin canli, transformasiya olunan ve madani
yaddasin shomiyyatli komponentlari kimi yenidon dark edilmasinin
aktuallig1 asaslandirilir. Xiisusi diqqat musiqi irsinin qeyde alinma-
s1, arxivlesdirilmasi, raqomsallasdirilmasi ve akademik toqdimat:
masalalarine yonaldilir.

Acar sozlar: ananavi musiqj, tiirk xalglari, etnomusigistinasliq,
madani paradiqma, folklor, saha tadqiqatlari, madani yaddas
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TRADITIONAL MUSIC OF THE TURKIC PEOPLES AS AN
OBJECT OF THE MODERN SCIENTIFIC PARADIGM

In recent decades, there has been a rapid renewal of scientific
approaches to the study of traditional musical culture. The musical
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practices of the Turkic peoples, despite the diversity of genres,
forms, and functions, remain not only the subject of ethno-
musicological research but also an important source for the
humanities, such as cultural anthropology, sociology, philosophy of
music, and cultural policy.

Traditional music of the Turkic peoples is a living bearer of
memory, ritual, and identity. Among all Turkic peoples, there are
cultural figures who have acted as custodians of the national code
and creators of the common Turkic cultural code, whose works
transcended the boundaries of a single ethnos. For instance, Ashiq
Alesker Alimamed oglu, a performer of dastans and ashiq art who
lived at the turn of two centuries, became a model of creative
reproduction. It is well known that his performance had a profound
influence on the ashiq art of the entire Turkic world.

For a deeper understanding of the creativity of such cultural
bearers as Ashiq Alesker, a modern scientific paradigm is needed —
one that incorporates interdisciplinary and multicultural analysis,
where music is understood as a means of preserving collective
memory, a channel of ethnic identity transmission, and a living
language of cultural dialogue. In this context, Turkic traditional
music becomes a space where the archaic and the modern, the
sacred and the everyday, oral and digital cultures intersect.

Briefly noted: Kazakhstan — Kiiy, aitys, and song as structures
of thought. There is a clear regional division of musical traditions
into Zhetysu, Western Kazakhstan, and Eastern Kazakhstan schools,
where instrumental narration functions as a national form of
philosophy; Azerbaijan — Mugham serves as a model of universal
dialogue. The mugham tradition exists within the system of oral
professional music, and its connection with poetry (ghazal), the
ashiq tradition, and the Karabakh school is a marker of national
identity; Kyrgyzstan — Aitysh and epic as a vivid form of collective
intonation. This includes the musical layers of the Manas epic and
the tradition of aytmagi, where live improvisation emerges as a space
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of social and aesthetic freedom; Uzbekistan — Shashmagqom as an
academic canon. Shashmaqom is distinguished by the systemic and
architectonic character of musical thinking. In Uzbekistan, since the
beginning of the 20th century, shashmaqom has been transferred
from the oral tradition into the institutional conservatory format.
Gradual fixation of musical-poetic material opened the way to
scientific research based on textual documentation, summarization,
and interpretation.

Today, it can be observed that scholarship is moving towards
interpretative-processual and contextual analysis of musical material.

The report examines the key methodological and theoretical
approaches to the study of the traditional music of the Turkic
peoples within the framework of the modern scientific paradigm.
Through the analysis of genres and field data, the relevance of
rethinking these traditions as living, transformable, and significant
components of cultural memory is substantiated. Particular
attention is paid to the issues of documentation, archiving,
digitization, and academic representation of the musical heritage.

Keywords: traditional music, Turkic peoples, ethnomusicology,
cultural paradigm, folklore, field research, cultural memory.
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TPAAVMIIMOHHASI MY3BIKA TIOPKCKIMX HAPOJAOB
KAK OB BEKT COBPEMEHHOW HAYYHOM ITAPA AVITMEI

B nocaeanune aecatnaerns HabAlOAaeTcs CTpeMUTeAbHOe 00-
HOB/JEHMe HayYHBIX MOAXOAOB K M3YYeHMIO TPaAUIIMIOHHOW MYy3bI-
Ka/AbHOM KyAbTYpbl. My3blKaAbHble MPaKTUKM TIOPKCKMX HapOAOB,
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HeCMOTps1 Ha pazHooOpasue >KaHpoB, GopM 1 (PYHKIINIL, OCTAIOTCs
He TOABKO NPeAMeTOM DTHOMY3BIKOAOTMYECKNX MCCAeA0BaHMIL, HO
U BaXKHBIM MICTOYHMKOM AAsI TYMaHUTaPHBIX AVICUUILAMH, TAaKUX KaK
KyAbTYpHasl aHTPOIIOAOIU:, COIMOAOTUsA, puaocopuss My3BIKM U
KyAbTypHas IIOAUTHKA.

TpaauumonHas My3blKa TIOPKCKUX HapOAOB — JKMBOI HOCHU-
Teab IaMsATH, puTyasa u uaeHtnaHoctu. Cpean Bcex TIOPKCKUX Ha-
POAOB €CTh gesiTeau KyAbTYpbl, HOCUTeA HallIOHaAbHOTO ¥ TBOPIIEI
OOIIeTIOPKCKOTO KyABTYPHOTIO KOAa, TBOPYECTBO KOTOPBIX BBIXOAUAO
3a paMKu ogHoro sTHoca. Tak, Amyr Aseckep AanMames, OTAbl JC-
IIOAHUTEADb AACTAHOB U alllyIOB, KMBIINI Ha CTHIKE ABYX BEKOB CTaa
00pasIioM BOCIIpou3BeAeHns TsopeHuit. VissecTtHo, 4To ero mcmoa-
HeHMe OKa3alo 0o4bllloe BAMSIHME Ha MCKYCCTBO aIllyIOB BCEro
TIOPKCKOTO MIpa.

Aas yraydAeHHOTO IMOHMMAaHMS TBOPYECTBO TaKMX HOCUTeAe],
Kak Anryr Azeckep, HeoOXoAuMa COBpeMeHHas HayuHasl IlapajurMa
C MEXXAMCHUIIAVHAPHBIM U MYAbTUKYABTYPHBIM aHAAM30M, TAe My-
3bIKa pacCMaTpPMBAeTCs KaK CIIOCOD XpaHeHM: KOAAeKTUBHOIN IIa-
MATH, KaHaA TPaHCMIUCCUM STHUYECKON UAEHTUYHOCTH, a TaKXKe KakK
JKMBOJ SA3BIK KyABTYPHOIO Amnaaora. B ®TOM KOHTeKcTe TIOpKCKas
TpaAULIMOHHAS My3bIKa CTAHOBUTCS apeHOM IlepecedeHs: apxamudec-
KOTO ¥ MOJAEPHOTO, CaKpaAbHOTO M IIOBCeAHEeBHOIO, YCTHOM M IM(p-
posoi1 KyapTypel. Ormernm kpatko: Kasaxcman — Kioii, aiteic u
IIeCHS KaK CTPYKTypa MBIIIAeHMs. Y Hac YeTKOe BHYTPUPerruoHaAb-
HOe pasgeleHue My3bIKaAbHBIX Tpaguumu Ha JKerwicyiickylo, 3a-
nmaano-Kaszaxcranckyio, Bocrouno-Kasaxcranckyio, B KOTOPBIX MH-
CTpPyMeHTaAbHOe IIOBeCTBOBaHMEe — 9TO Hal[MoHaabHas ¢popma Pu-
aocopuus; Asepbaiidkan — Myram BBICTyIIaeT Kak MOJeAb YHUBEp-
CaAbHOTO AMaAora. VI3BecTHO, 4TO TpaguLNsl MyTaMOB CYyIIeCTBYeT B
cucTeMe YCTHOM ITpo(eCcCHOHAABHONM MY3BIKM, a CBA3b C IIOD3MeN
(raseab), alIBITCKON Tpaauiiyel, KapaOaxcKOM IIKOAOM ABASETCs
MapKepOM HalMIOHAAbHON MAEHTUIHOCTY; Kbipzoiscman — AVTHIIT
U 9II0C KakK sAPKO BhIpa’keHHas KoaAadeKTusHas mHroHanusa. Cioza
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BXOAAT My3bIKaAbHbIe I11aCThI B110ca "MaHac", TpaauLns aliTMaders,
a >KIBas MMIIPOBU3AllMsl BLICTYIIaeT KaK apeHa COIMaAbHOM U DCTe-
TU4eCcKom cBo0OAbl, Y30ekuctan — Ilammarxom kax axademuuec-
kuti kanon. llawmaxom omauuaemcs CUCTEMHOCTBIO M apXUTEKTO-
HIJKOI My3bIKaAbHOTO MBIIIIAEHNsS U B Y30eKiCTaHe IIallIMaKkoM ITe-
peBeAeH 13 YCTHOM TpaAMLIMI B MHCTUTYLIMOHAABHBIN OpMaT KOH-
cepparopun. Haunnas ¢ Hauaaa XX Beka cTasla IpOU3BOAUTHCA I10OC-
TelleHHas1 (UKCAIUs MY3BIKaABHO-TIODTUYECKMX MaTepuasloB, UTO
OTKPBIA0 AOPOIY HayYHBIM M3BICKAaHMSAM Ha OCHOBe (PUKCUPYIOIIEro
OIIVICAHIII TEKCTOB, Pe3IOMIPOBaHIS M MHTepIIpeTaIiuy B HayKe.

Ha ceroAHsIIHMII A€Hb MOXKHO OTMETUTH TOT (paKT, YTO HayKa
ABVDKETCSI B CTOPOHY MHTepIIpeTaTUBHO-IIPOIIeCCYaldbHOTO U KOH-
TeKCTYaAbHOTO aHaAM3a MY3bIKaAbHOTO MaTepuaJa.

B Aokaage paccMaTpuBalOTCs KAIOYEBbIE METOAOAOTUECKIIE U
TeopeTnJecKye IMOAXOABl K WM3YYeHMIO TPaAWUIIMOHHON MY3BIKU
TIOPKCKMX HapOJOB B KOHTEKCTe COBPEeMEHHOI HaydHON IapaAur-
Mbl. Uepes aHaAM3 >KaHPOB U IOAEBBIX AAaHHBIX OOOCHOBBIBAETCS aK-
TyaAbHOCTb II€PEOCMBICAEHMs STUX TPaAMIIMI KaK >KUBBIX, TpaHC-
popMUpyeMBIX M 3HAYMMBIX KOMIIOHEHTOB KyABTYPHO HaMSATIA
Ocoboe BHUMaHMe yjeaseTcs BompocaM (uKcaluy, apXuBUpOBa-
HIs, TUQPOBM3alINY U aKaldeMUIeCcKOll perpe3eHTally My3bIKaAb-
HOIO HacAeAVis.

Kaiouesble caoBa: TpaguIOHHasl My3bIKa, TIOPKCKIe Hapo-
ABl, STHOMY3BIKOAOTN:, KyABTYpHas Ilapagurma, poAbKAOp, MHoe-
BBI€ JICCAeAO0BaHNs, KyAbTypHas ITaMITh
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UNESCO-SOKUM LiSTELERINDE ASIKLIK
GELENEGI VE MiLLi KIMLIK OLUSTURMADA
ASIKLIK GELENEGININ ROLU

Diinya genelinde etkin hale gelen kiiresellesme 20. yiizy1l son-
larina dogru ¢ok biiyiik bir gii¢ kazanmis ve bu durum ¢ok hizli bir
sekilde milli kiiltiirlerin degersizlestirilmesi ve milli kimliklerin etki-
sizlesmesi sonucunu dogurmustur. Diger taraftan, 20. ytizyilin bii-
yiik bir kismin1 Sovyetler Birligi icinde kalma mecburiyeti i¢inde ge-
¢iren Tirk Cumhuriyetleri ayni yiizyil sonunda bagimsizliklarim
kazanmis ve yeni kurulan/bagimsizlasan Tiirk devletleri kendi milli
kimliklerini yeniden insa etme sorunuyla kars:1 karsiya kalmislardir.

20. ylizyi1ldan 21. ytlizyila devredilen kiiresellesmenin yarattig:
olumsuzluklara kars1 yine kiiresel bir kurulus olan UNESCO iginde
bir tepki hareketi baslamis ve bu tepkiler 2003 yilinda Somut Olma-
yan Kiiltiirel Mirasin Korunmas: Sozlesmesi'nin UNESCO tarafin-
dan benimsenmesiyle sonuclanmistir. Kisaca SOKUM olarak adlan-
dirilan bu sozlesme UNESCO fiyesi iilkeler tarafindan hizla kabul
gormiis bugiine kadar diinya genelinde 185 iilke ile birlikte Tiirk
Cumhuriyetlerinin tamami bu sdzlesmeye taraf olmustur. SOKUM
sO0zlesmesinin Tiirk Cumhuriyetleri tarafindan benimsenmesi ve s6z-
lesmeye taraf olunmasi 6zellikle bagimsizliklarini yeni kazanmis olan
Tiirk Cumbhuriyetleri i¢in son derece onemli ve degerlidir. Clinkii
Sézlesmede SOKUM'iin sahibi olan “topluluk ve gruplara kimlik ve
devamlilik duygusu verdigi” ozellikle vurgulanmistir. Bagka bir ifa-
deyle soylemek gerekirse, sozlesmeye taraf olan bir iilke yasatarak
koruma karar1 aldigr bir somut olmayan kiiltiirel miras unsurunu
kendi toplumunun ve milletinin kiiltiirel kimliginin bir parcas: olarak
benimsemekte ve bu unsuru Sozlesme kapsaminda olusturulan
UNESCO SOKUM listelerine kaydettirmek istediginde, diinya mil-
letlerine bu unsurun bir milli kimlik unsuru oldugunu, bunu koruma
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karar1 almakla da bu unsur {izerinden kendi milli kiiltiirel kimligini
stirekli kilmak ve stirdiirmek arzusunda oldugunu vurgulamaktadir.

SOKUM sozlesmesi kapsaminda Azerbaycan ve Tiirkiyenin
ayr1 ayr1 UNESCO Insanligin Somut Olmayan Kiiltiirel Mirast Tem-
sili Listesine kaydettirdikleri SOKUM unsurlarmin baginda “Asiklik
Gelenegi” yer almaktadir. Ozellikle Azerbaycan Cumhuriyeti'nin
Temsili Liste’ye ilk kaydettirdigi unsur “Azerbaycan Mugami
(2008)”, ikinci unsur ise “Azerbaycan Asiklik Sanat1 (2009)” olmus-
tur. Aslinda birbirinden ayr gibi goriinen bu iki unsurun da olduk-
¢a yakin oldugu ve Azerbaycan Tiirklerinin milli kiiltiirel kimlikleri-
nin en 6nemli iki unsuru oldugu goriiliir. Benzer sekilde Tiirkiye ta-
raft da “Asiklik Gelenegi (2009)” adli unsuru ayni yil temsili listeye
kaydettirmistir. Kazakistan, Kirgizistan, Ozbekistan ve Tiirkmenistan
gibi UNESCO tiyesi diger Tiirk Cumhuriyetleri de “Akinlik”, “Bahsi-
lik” gelenekleri gibi benzer gelenekleri zaman iginde SOKUM Temsili
Listesine kaydettirmistir. Biitiin bu SOKUM unsurlarmin Tiirk diin-
yasiin ortak kiiltiirel mirasindan geldigi ve bugiin ayri1 cumhuriyet-
ler olsalar da ayru kiiltiirel mirasin devamu olan gelenekleri farkli cog-
rafyalarda kuruduklar devletlerde yasatma kararhiliginda olduklarimi
gostermektedir. Bu mirasin yasatilmasinda gosterilen kararl tavir bii-
tiin bu cumhuriyetlerin kendi milli kimliklerini bu kiiltiirel miraslar/
kimlikler tizerine insa etme arzusunda olduklarimin bir kanitidir.

Bu bildiride ilk olarak; UNESCO-SOKUM sozlesmesi hakkin-
da bilgi verecek, Azerbaycan ve Tiirkiye’de “asiklik gelenegi” adi
verilen SOKUM unsurunun korunmasinin bu iki devletin kiiltiirel
ve milli kimliklerini olusturmadaki yeri ve roliinii degerlendirece-
gim. Ikinci olarak, asiklik geleneginin bu giine ulagmasinda nemli
bir yeri ve rolii olan Agik Alesker’in ortak Tiirk kiiltiirel kimligine
Tiirk kiiltiirel kodlar1 bakimindan yapmus oldugu katkilari kisaca
degerlendirecek ve bugiin katkilarin neden 6nemli oldugunu agik-
layacagim. Bildirimin sonunda Azerbaycan ve Tiirkiye tarafindan
UNESCO-SOKUM listelerine kaydettirilen bu unsurlarin ortak bir
unsur dosyasi olarak yeniden sunumunun miimkiin olup olma-
digini, olast bir ortak unsur dosyasi sunumu ve kabuliiniin
getirecegi fayda ve kayiplar tartisacagim.
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THE ROLE OF THE ASHIQ TRADITION IN UNESCO-ICH
LISTS AND IN SHAPING NATIONAL IDENTITY

Globalization, which became effective worldwide, gained
great strength towards the end of the 20th century, leading to the
rapid devaluation of national cultures and the weakening of
national identities. On the other hand, the Turkic republics, which
had spent much of the 20th century under the Soviet Union, gained
their independence by the end of that century. The newly
established or independent Turkic states were faced with the
challenge of reconstructing their national identities.

In response to the negative effects of globalization that passed
from the 20* century into the 21, as one of the global organizations,
UNESCO, initiated a counter-movement. This led to the adoption of
the Convention for the Safeguarding of the Intangible Cultural
Heritage (ICH) by UNESCO in 2003. This convention, briefly known
as ICH, was quickly accepted by member states of UNESCO, and to
date, all Turkic republics have become parties to this convention,
along with 185 other countries globally.

The adoption of the ICH Convention by the Turkic republics
and their commitment to it is particularly significant and valuable
for those countries that had only recently gained their independen-
ce. The convention specifically emphasizes that “ICH gives com-
munities and groups a sense of identity and continuity.” In other
words, when a country that is a party to the convention decides to
safeguard an element of intangible cultural heritage, it is adopting
this element as part of its own cultural identity and aims to preserve
it to maintain its national cultural identity through that element.

136



Among the ICH elements that Azerbaijan and Turkey have se-
parately registered with UNESCO’s Representative List of the
Intangible Cultural Heritage of Humanity, the "Ashik Tradition"
stands out. Specifically, Azerbaijan registered its first element on the
Representative List, "Azerbaijan Mugham (2008)," followed by
"Azerbaijan Ashiq Art (2009)." Although these two elements may
seem separate, they are closely related and represent two of the most
important aspects of the national cultural identity of Azerbaijani
Turks. Similarly, Turkey also registered the "Ashik Tradition (2009)"
under the same list in that year. Other Turkic republics that are
members of UNESCO, such as Kazakhstan, Kyrgyzstan, Uzbekistan,
and Turkmenistan, have also registered similar traditions like
"Akinlik" and "Bahshilik" to the ICH Representative List over time.

These ICH elements reflect the shared cultural heritage of the
Turkic world and demonstrate that, despite being separate republics
today, these countries are determined to preserve and keep alive the
traditions that stem from this common heritage in their respective
states. The determined stance shown in preserving and
safeguarding this heritage is proof that these republics seek to build
their national identities upon these cultural heritages.

This paper will first provide information about the UNESCO-
ICH convention, then evaluate the place and role of the "Ashik
Tradition" as an ICH element in shaping the cultural and national
identities of Azerbaijan and Turkey. Secondly, it will briefly assess
the contributions of Ashik Alesker to the shared Turkish cultural
identity, especially in terms of Turkish cultural codes, and explain
why these contributions are important today. Finally, the paper will
discuss whether it is possible to present these registered elements
from Azerbaijan and Turkey as a joint file and the potential benefits
and losses of such a joint submission.

Key Words: ICH, Identity, Cultural Codes, Minstrelsy Tradition,
Turkic World.
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XORAZM DOSTONCHILIGI RIVOJIDA BAXSHICHILIK
AN’ANALARINING AHAMIYATI

Ushbu magqolada so’z baxshi ijrochiligining paydo bo’lishi
doston janrining shakllanishi bilan bog’liq ekanligi, qadimgi mada-
niyat o’choqlaridan biri bo’lgan Xorazmda san’atning shakllanishi
va taraqqiy etishi hagida so’z boradi. Shuningdek, Xorazm vohasida
eng qadimgi baxshi, 0’z navbatida baxshilar piri Oshiq Oydin
hagida ancha ishonarli ma’lumotlar saqlanib qolganligi va bu bilan
bog’liq dostonlar, ularning tarixi haqida ilmiy ma’lumotlar keltiril-
gan. Baxshi ijrochiligining qachon paydo bo’lganligini, albatta dos-
ton janriningshakllanishi bilan bog’lashga to’g’ri keladi. Ayrim
manbalarda “X-XI asrlarda dostonlarni do’mbira jo’rligida aytiladi-
ganlari yuzaga kelgan. Dostonning bunday namunalari Kaspiy va
Orol dengizlari bo’ylaridagi qadimgi ko’chmanchi turkiy qabilalar
orasida vujudga kelgan. Epik dostonlarni yaratuvchi va kuylovchi
badihago’ylar ko’payib borgan sari ustoz-shogirdlik an’analari vu-
judga kela boshladi”, deb yozadi tarixchi olim T.Pardaev. Professi-
onal baxshichilikning shakllanishi bilan bog’liq holda masalaga
yondoshilsa, ushbu fikrga qo’shilish mumkin. Biroq, baxshichi-
likning qo’shiq shaklidagi turli ko’rinishlari yuqorida ta’kidlagani-
miz kabi ibtidoiy jamiyat davriga borib taqaladi. Qadimiy madani-
yat o’choglaridan biri bo’lgan Xorazmda san’atning shakillanishi va
taraqqiy etishi miloddan oldingi davrlarga to’g’ri keladi.
S.P.Tolstovning “Qadimgi Xorazm sivilizatsiyasini izlab” kitobida
san’at tarixi uchun muhim bo’lgan quyidagi so’zlar bor: “Tuproq
qal’adagi marosimlar zali devorlarida rombsimon Kkataklarga
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mashshoglarning rasmi ishlangan. Shu rasmlardan biri-arfa cholg™u
asbobini chalayotgan ayolning sarg’ish rangdagi nafis rasmi butu-
nicha saqlanib golgan. Shu xonada surnay va qum soati shaklidagi
go’sh nog’ora tasvirlangan naqgsh fragmenti ham topildi. “Arfachi
ayol xonasi” ostidan do’mbiraga o’xshash ikki torli cholg’u asbobi-
ning pardasini ushlab turgan odamning qo’li tasvirlangan naqgsh
fragmenti, yana bir xonadan esa niqob bilan o’ynayotgan ayol tas-
viri topildi. Shu tariqa bu rasmlarda ikki badiiy uslub, ikki an’ana
bir-biri bilan uyg’unlashib ketgan, biroq ular gqadimgi Xorazm
san’ati negizida o’ziga xos o’zgarishlarga uchragan”. Miloddan ol-
dingi davrdayoq shunday yuksak madaniyatga erishgan xalq ora-
sida iqtidorli baxshilarning yetishib chiqishi ham tabiiy holdir.

Kalit so’zlar: baxshi ijrochiligi, Xorazm dostonchiligi, Samarqand
dostonchiligi, doston janri, zardushtiylikning muqaddas kitobi “Aves-
to”, eng qadimgi baxshi, Oshiq Oydin piri, oshiq baxshilar, “Kitobi
dadam Qo’rqut”, Qo’rqut ota, 0 zon, davlat arbobi, ustoz, baxhi
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THE IMPORTANCE OF BAKHSHI TRADITIONS IN THE
DEVELOPMENT OF EPIC STORYTELLING AND FRIENDSHIP
IN KHOREZM

This article explores how the emergence of bakhshi (epic
reciter) performance is closely tied to the formation of the epic genre
and the development of the arts in Khorezm —one of the ancient
cultural centers of Central Asia. It highlights credible historical
information about the earliest known bakhshis of the Khorezm
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oasis, particularly Oshiq Oydin, who revered as the spiritual master
of bakhshis. The article also provides scholarly insights into the
epics associated with him and their historical significance. The rise
of bakhshi performance inextricably linked to the evolution of the
epic genre. According to historian T. Pardaev, “In the 10th-11th
centuries, a tradition of reciting epics accompanied by the dutar (a
traditional string instrument) emerged. Such examples of epic
storytelling appeared among ancient nomadic Turkic tribes living
along the Caspian and Aral Seas. As the number of improvisational
poets—creators and performers of epic tales—increased, the master-
apprentice tradition began to take shape.” This perspective supports
the idea of professionalization within the bakhshi tradition.
However, as previously emphasized, various song-like forms of
bakhshi performance may date back to the primitive communal era.
The formation and development of art in Khorezm —as one of the
cradles of ancient culture—traced to pre-Christian times. In S. P.
Tolstov’s book In Search of Ancient Khorezm Civilization, several
observations made that are significant to the history of art in the
region: “On the walls of the ceremonial hall in Toprak-Kala, figures
of musicians are drawn within rhombus-shaped frames. One of
these preserved images vividly portrays a woman playing the harp,
painted with delicate yellow-toned strokes. In the same room,
decorative fragments depicting a surnai (a wind instrument) and
hourglass-shaped twin drums also found. Another room revealed a
fragment showing hands holding a stringed instrument similar to a
dutar. Yet another image shows a woman dancing while wearing a
mask. These images harmonize two artistic styles and traditions, yet
underwent unique transformations grounded in ancient
Khorezmian art.” Given that such a highly developed culture
existed in pre-modern times, it is only natural that talented bakhshis
would emerge from among such a people.

Keywords: Bakhshi performance, Khorezm epic tradition,
Samarkand epic tradition, epic genre, the sacred Zoroastrian book
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Avesta, the earliest bakhshi, Oshiq Oydin (spiritual master),
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XAROZM DASTANCILIGININ INKiSAFINDA BAXSILIQ
ONONOLORININ OHOMIYYOTI

Todgiqatda baxs: ifagiliginin yaranmasmin dastan janrinin for-
malasmast ilo baglhligi, godim madaniyyet ocaqlarindan biri olan
Xarazm torpaginda bu senatin tosekkiilii vo inkisaf1 barads s6z agi-
lir. Homginin Xarazm bolgesinda ulu baxsi - baxsilarin piri sayilan
Asiq Oydin haqqinda etibarli malumatlarin giiniimiize gqadar golib
catdig1, onunla bagh dastanlar ve onlarin tarixi barada elmi faktlarin
movcudlugu vurgulanir. Baxs: ifa¢iliginin no vaxt meydana goldi-
yini miiayyenlagdirorken, bu prosesi miitlaq dastan janrmnin tosok-
kiili ile baglamaq zaruridir. Tarix¢i alim T.Pardayev yazir ki, “X-XI
asrlords dastanlarin dombra miisayiati ilo ifa olunan formalar1 mey-
dana galmisdir. Bu ciir niimunalor Xazar ve Aral danizlari sahills-
rindaki gadim kogari tiirk tayfalari arasinda yaranmigdir. Epik das-
tanlar yaradan ve ifa edan badahaton soylayicilar artdiqca ustad-sa-
gird ananoalori do meydana gelmoaye baslamisdir”. Pesokar baxsiligin
formalagmasi aspektinden yanasilarsa, bu fikra qatilmaq olar. Lakin
baxsiligin mahni seklinds miixtelif formalari qeyd etdiyimiz kimi ib-
tidai icma dovriine gedib ¢ixar.

Qadim madaniyyat markezlsrindan biri olan Xarezm torpagin-
da sonatin togekkiilii ve inkisafi eramizdan avvalki dovrlera tesadiif
edir. S.P.Tolstovun “Qadim Xarazm sivilizasiyasin1 axtararken” ase-
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rinds incosenat tarixi tiglin mithiim olan bels fikirlor yer alir: “Tor-
paqqgala marasim otagimin divarlarinda rombsakilli kataklarda musi-
qigilorin tesviri iglonmisdir. Bu tesvirlorden biri — arfa ¢alan sarimtil
rongli gadinin incas tasviri tam sakilde qorunub saxlanmigdir. Homin
otagda hamginin surnay ve qum saati formasinda qosa nagaranin
tosvir olundugu naxis fragmenti do askar edilmisdir. “Arfag1 qadin
otag1”nin altindan dombra tipli iki simli galg1 alstinin pardasini tu-
tan insan olinin tosviri olan naxis fragmenti, basqa bir otaqdan ise
maska ilo oynayan qadinin tesviri tapilmigsdir. Belslikls, bu tosvirlar-
da iki badii {islub, iki enana bir-birina qovusmus, lakin onlar gedim
Xarazm sonati zomininds 6zlinamaxsus dayisikliklora ugramisdir”.
Eramizdan avvel bels yiliksok madaniyyet seviyyasine ¢atmus bir
xalq igarisinds istedadli baxsilarin yetismasi do tebii hal idi.

Acar sozlar: baxsi ifagiligl, Xarozm dastangiligl, Semoarqgend das-
tangiligi, dastan janri, zerdiistiliyin miiqeddas kitab1 “Avesta”, an
godim baxsi, Asiq Oydin piri, asiq baxsilar, “Kitabi-Dada Qorqud”,
Qorqud Ata, ozan, dovlat xadimi, ustad, baxs1
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STUDYING TURKIC MODAL MUSIC AS AN
AFFECTIVE PROCESS

Recent notable publications by ethnomusicologists from the
West studying Turkic music have focused on affect. Defined as a
bodily experience that is intense and escapes articulation, this
framework has been useful to challenge past poststructuralist biases
toward text and representation (Hofman 2015), and offer new
approaches such as Denise Gill's rhizomatic approach of
“melancholic modalities” in Turkish makam (2017). Relying on my
own fieldwork data as an apprentice of Azerbaijani mugham
masters, I argue that considering affect in modal magam repertoires
of Turkic people is a valuable approach, especially when it comes to
post-Soviet regions. Because of heterogeneity and fluidity that
characterizes emerging identities of musicians in these regions,
looking at affect allows to bypass the paradoxes, and focus on sense,
imagination, and ethics as unifying elements. In other words, the
affective intensity of musical experience can be investigated to
reveal how creativity is an affective process that becomes decolonial.
As my case study, I focus on performances of Azerbaijani mugham
and discuss the affective movement part of musical creativity, which
can be defined as a “limit experience” (Savage 2009). Specifically, I
analyze how sung ghazal poetry turns into an affective flux during
performance. Moreover, I consider the dynamics between
performers and other participants and how they collectively build
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affective intensity, as it becomes a contagious (Brennan 2004) force
that envelops all participants into its orbit. Although I mainly
analyze Azerbaijani mugham, my findings could be applied to other
maqgam musics of Turkic regions, as well as composed music (such
as by Uzeyir Hajibeyli) that is also based on affective potential of
classical modal repertoire.

Keywords: Azerbaijani mugham, ghazal, affect, magam, ma-
kam, post-Soviet studies
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TURK XALQLARININ MODAL MUSIQiSININ AFFEKTIV
PROSES OLARAQ OYRONILMOSI

Qarbin tiirk musiqisini todqgiq eden etnomusiqgisiinaslarinin
son dovrlar diggetelayiq nosrlori affekt movzusuna yonalib. Gargin
va artikulyasiyadan qagan bir badan tacriibasi olaraq tayin olunan
bu ¢ar¢ive matn vo tasvira qarst ke¢mis poststrukturalist tomaytiille-
ra qarst ¢ixmaq Ugiin faydali olmusdur (Hofman 2015) ve Denise
Gill-in tiirk makaminda “melanxolik modalliglara” rizomatik yanas-
mas1 kimi yeni yanasmalar toklif etmisdir (2017). Man Azarbaycan
mugam ustalarinin sagirdi kimi 6z sahamse dair malumatlara asasla-
naraq bels fikir ireli siiriirom ki, tiirk xalqlarinin modal magam re-
pertuarlarinda affektin nazere alinmasi, xiisusen ds postsovet me-
kanina galdikds, dayarli yanagmadir. Bu bolgslserds yaranan musi-
qici saxsiyyatlarini xarakterize edan heterogenlik ve axiciliq sebabin-
den, affekts baxmaq paradokslardan yan ke¢mays, birlasdirici ele-
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mentlar kimi hiss, toxayytil ve etikaya diqqgst yetirmaye imkan verir.
Basqa so0zls, yaradiciligin dekoloniyalasdiran affektiv bir proses
oldugunu agiglamagq {tigiin musiqi tacriibasinin affektiv intensivliyi
todqgiq edils bilor. Toedgiqat mévzusu olaraq mean Azarbaycan mu-
gaminin miixtalif ifalarina digqgat yetirirom vo musiqi yaradiciliginin
“unikal tacriibs” kimi miiayyen edils bilon affektiv harokat hissasini
miizakire edirom (Savage 2009). Konkret olaraq oxunan gazslin ifa
zamani necd tosir selino gevrildiyini tohlil edirom. Homginin, man
ifacilar vo diger istirakgilar arasindaki dinamikani ve onlarin
kollektiv sakilda affektiv intensivliyi nece qurdugunu tahlil edirom,
¢iinki bu proses, biitiin istirak¢ilar1 6z orbitine cozb eda bilon
cazibali (Brennan 2004) qiivveya gevrilir. Osasen Azarbaycan mu-
gamini tohlil etsom do, alda etdiyim tapintilar tiirk xalglarimin diger
magam musiqilaring, eloca do klassik modal repertuarinin affektiv
potensialina ssaslanaraq bastelonmis musigilors (mesalen, Uzeyir
Hacibaylinin asarlari) do aid edils bilar.

Acar sozlar: Azarbaycan mugami, gozal, tosir, magam, ma-
kam, postsovet elmi
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O PET'VASITUBHOW ®YHKIIVNIM HOBBIX
IIPVIOPUTETOB MY3bIKA1bHOU TIOPKOAOT U

OOmIMpHBIT KOHTEKCT MY3BIKaAbHONM TIOPKOAOTUM TpeOyer
MHOTOBEKTOPHOTO aHaAM3a XyA0>KeCTBEeHHO KYAbTYPBI TIOPKOSA3bIY-
HBIX HapOA0B. 11eAbI0 cpaBHUTEABHOIO aHaAM3a ABASETCS U3ydeHue
¢popmuposanms 1 QyHKIIMOHMPOBAHMS MY3bIKaAbHOIO apXeTuIia B
My3bIKe TIOPKOS3bIYHBIX HAPOAOB.

AprymeHTanms IO3UIIUM O TOM, 4TO B KOHTEKCTe My3bIKaab-
HOJ KyAbTYPBI TIOPKOA3BIYHBIX HAPOAOB CAOXKUANCH OlIpeeAeHHbIe
BBIpa3UTeAbHBIe 3aKOHOMEPHOCTU, KOTOpble IIpuoOpean yHUBep-
CaabHbBIE CMBICAOBBIE 3HAYEHMs BO3MOXKHO TOABKO IPU YCAOBUU
CPaBHUTEABHOTO aHaAM3a MY3BIKM Pa3ANYHbIX PETMOHOB TIOPKCKOTO
Mupa. JVIMeHHO 1O®TOMY, MHOrooopasue KyAbTYPHOIO MUpa
TIOPKOSI3BIYHBIX HAapOJOB TpeOyeT OIOpHl Ha OIlpeJeAeHHBle CHUCTe-
MOOOpa3syIonye geTepMIUHAHTBL

[TepciekTuBBl pas3BUTUs MY3bIKaAbHOV TIOPKOAOIUM B asep-
DaligKaHCKOM MY3BIKO3HAaHUM IIPeACTaBASIOTCS 110 CAeAYIOIIVM I1a-
pamerpaM. l'eorpaduueckoe paciinpeHne MaTepmada IO MYy3bI-
KaAbHOM KyAbType TIOPKOA3BIYHBIX HapOJAOB M MCIIOAb30BaHUE Me-
TOAOAOTUM CPaBHUTEABHOTO aHaam3a. /Jaaee, cpaBHUTeAbHbIE pa3-
paboOTKI B KOHTEKCTe MY3bIKaAbHOM TIOPKOAOTUM AOAXKHBI DKCTpa-
IOAMPOBATLCS Ha MEKAVCUNIIAVHAPHBIA YPOBEHb 3HAHUIA.

IloguepkHeM, uTO yrayOAeHme mccaelOBaHU IO My3bIKaAb-
HOJ TIOPKOAOTUM B 004acTh MeXAVCIIUIIAMHAPHBIX B3alIMOCBsI3eil
IO3BOAUT YCUAUTH TaKue IO3UIINM, KaK DTHOTeHeTUJecKue Ipej-
CTaBAEHM:sI O MY3bIKe TIOPKOSI3BIYHBIX HAPOAOB, XapaKTepUCTUKN Ha-
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LIMOHAABHOM caMOMAeHTH(PUKALINY, MIUPOBO33peHdecKre I Xyao-
>KeCTBEeHHbIe YHUBepCaANy TIOPKCKOIO MIUpa.

NccaeaoBanme  MeTOA0AOTMYECKMX OCHOB — MY3BIKAAbHO
TIOPKOAOIUY II03BOAseT HPUCTYIIUTD K TaKOV Ba’KHOM, aKTyaAbHO
U HelccAeAOBaHHOIN IpoOJeMe azep0aiiA>KaHCKOTO STHOMY3BIKO3-
HaHIs KaK ®BOAIOIN MY3bIKaAbHOIO sI3bIKa azepOaiA>kKaHCKOM My-
3bIKM. Tak, OTKpbIBaeTcsi BO3MOXKHOCTBh MCCAE€AOBAHMUA TIAyOOKMX
I11acTOB asepOalig>KaHCKOI HapOAHOV MY3BIKM, ee IeHe3lca, M3Y-
YT Ipollecchl (POpMUPOBaHUS HAIlMOHAABHOI CeMaHTUKU asep-
Oalia>KaHCKOI MY3BIKM. BMmecTe ¢ TeM, ONTMMaAbHO U apryMeHTHU-
POBaHHO paccMaTpUBaTh BOIIPOCHI ICTOPMYECKOTO Pa3BUTHL.

KaroueBble caoBa: My3blKa, TIOPKOAOIWS, METOAOAOIV,
cucreMa, Aaa, QyHKIA

Rana MOMMODOVA
Senotsiinasliq doktoru, professor
AMEA Memarliq ve Incosenat Institutu

E-mail: renasarabskaya@mail.ru
ORCID: 0000-0003-3269-8960

MUSIQILI TURKOLOGIYANIN YENI PRIORITETLORININ
TONZIMLOYICI FUNKSIYAST HAQQINDA

Musiqi tiirkologiyasinin genis konteksti tiirkdilli xalglarin
badii madaniyyatinin ¢oxvektorlu tohlilini taleb edir.

Miiqayisali tohlilin magsadi tiirkdilli xalglarin musiqisinda
musigqi arxetipinin tagakkiilii ve faaliyyetini dyronmakdir.

Tiirkdilli xalglarin musiqi madaniyyati kontekstinds {imum-
baseri semantik mana kesb eden miisyyen ekspressiv qanunauy-
gunluglarin inkisaf etmasi movqgeyinin arqumenti yalniz tiirk diin-
yasinin miixtalif bolgelarinin musiqisinin miiqayissli tohlili serti ile
miimkiindiir. Mahz buna gors ds tiirkdilli xalglarin madani diinya-
smin rangarangliyi miisyyen sistem formalasdiran determinantlara
arxalanmag; talsb edir.
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Azarbaycan musiqisiinashiginda musiqi tiirkologiyasinin in-
kisaf perspektivleri asagidaki parametrlor iizro teqdim olunur.
Tiirkdilli xalglarin musiqi madeniyystine dair materialin cografi ge-
niglandirilmesi ve miiqayisali tahlil metodologiyasindan istifads.
Bundan slave, musiqi tiirkologiyasi kontekstinde miiqayisali inki-
saflar fonlararasi bilik saviyyesine ekstrapolyasiya edilmalidir.

Vurgulayiriq ki, musiqi tiirkologiyasimnin fonlararas: slagelor
sahoasinds tadqiqatlarinin derinlasdirilmaesi tiirkdilli xalglarin musi-
qisi haqqinda etnogenetik tesavviirlar, milli 6ziiniiidentifikasiya xii-
susiyyaetlori, tiirk diinyasinin ideya-badii universallar1 kimi movqe-
lori giiclondiracak.

Musiqi tiirkologiyasinin metodoloji asaslarimin tadqiqi bize
Azarbaycan musiqisinin musiqi dilinin tekamiilii kimi Azarbaycan et-
nomusiqologiyasimin miihiim, aktual ve arasdirilmamis problemina
yanasmaga imkan verir. Belaliklo, Azarbaycan xalq musigisinin darin
qatlarini, genezisini dyronmok, Azarbaycan musiqisinin milli semanti-
kasinin formalagmast proseslorini dyronmek imkani agilir. Eyni zaman-
da, tarixi inkisaf masalalarini nazarden kegirmok optimal vo asashdir.

Acar sozlar: musiqi, tiirkologiya, metodologiya, sistem, rejim,
funksiya.

Rena MAMMADOVA

Doctor of Art Studies, Professor

ANAS Institute of Architecture and Art
E-mail: renasarabskaya@mail.ru
ORCID: 0000-0003-3269-8960

ON THE REGULATORY FUNCTION OF NEW PRIORITIES OF
MUSICAL TURKOLOGY

The extensive context of musical Turkology requires a multi-
vector analysis of the artistic culture of the Turkic-speaking peoples.

The purpose of the comparative analysis is to study the
formation and functioning of the musical archetype in the music of
the Turkic-speaking peoples.
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The argumentation of the position that in the context of the
musical culture of the Turkic-speaking people’s certain expressive
patterns have developed that have acquired universal semantic
meanings is possible only under the condition of a comparative
analysis of the music of various regions of the Turkic world. That is
why the diversity of the cultural world of the Turkic-speaking
peoples requires reliance on certain system-forming determinants.

The prospects for the development of musical Turkology in
Azerbaijani musicology are presented according to the following
parameters. Geographical expansion of the material on the musical
culture of Turkic-speaking peoples and the use of comparative
analysis methodology. Further, comparative developments in the
context of musical Turkology should be extrapolated to the
interdisciplinary level of knowledge.

We emphasize that deepening research on musical
Turkology in the field of interdisciplinary relationships will streng-
then such positions as ethnogenetic ideas about the music of Turkic-
speaking peoples, characteristics of national self-identification, ide-
ological and artistic universals of the Turkic world.

The study of the methodological foundations of musical
Turkology allows us to approach such an important, relevant and
unexplored problem of Azerbaijani ethnomusicology as the
evolution of the musical language of Azerbaijani music. Thus, an
opportunity opens up to study the deep layers of Azerbaijani folk
music, its genesis, and to study the processes of formation of the
national semantics of Azerbaijani music. At the same time, it is opti-
mal and reasonably to consider the issues of historical development.

Keywords: music, Turkology, methodology, system, mode,
function.
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ASIQ OLOSGORIN YARADICILIGINDA iCTiMAI-SiYASi
MOTIVLOR

Biitovliikde asiq adabiyyat, xiisusilo dovriiniin kasarli gelom
sahibi Asiq Olasgarin yaradicilifi movzu genisliyi, mazmun incaliyi
va ¢evikliyi, eyni zamanda janr rongarangliyi baximindan kaskinliyi
va aktuallig ilo diggati calb edir. Onun yaradiciliginda xalqin hayat
sortlorini ¢otinlesdiron sosial-ictimai problemlar, yasadigr dovrde
tarixi-siyasi hadisalarin naticasi olaraq yaranmuis istismargi ziilmiina,
hagsizliglara, xarici isgallara qars: birlikls, elliklo miibarize motiv-
lori, dogma yurda, adat-ananalars baghlifi géstaran niimunsler mii-
hiim yer tutur. Asiq yasadig1 dovriin ve miihitin ziddiyystli ve agir
soraiti ilo yasamaq macburiyystinde qalmis kasib xalgmmn ¢oatin
maddi vaziyyatini vo doziilmaz gilizeranini daha da pislagdiron din
xadimlarinin, katta vo kovxalarin, yasavul ve pristavlarin amansiz
davranisini, zilmiinii, istismarini casaratls, yorulmadan tosvir va
hacv etmisdir. O, 6z asarlarindas tokca xalqinin milli-manavi dayarle-
rinin dasiyicist deyil, hom do ictimai hagsizliglar garsisinda onun
casur qoruyucusu kimi ¢ixis edir.

Agiq Olesgarin tenqid hadafleri xalqi avam bilib ona bi-
namaz adim qoyaraq kasibin zehmatini manimsayen, “faxr ils libas
geyinan” amma millati g6z agmaga qoymayib fagirin malina goz
diken, “yoxsulun malin1 halal bilon”, “dogru diiriist etibar1 ol-
mayan”, “seytana tabe olub” qadinlari min ciir fendls aldadan,
“Iram1 yixib bu yana addayan” mollalar, kends galends obani,
oymag1 bir-birina qatan, “qamg¢ida belinin qat1 ¢ixan” ¢oxlarini ke-
moands salan pristav ve nagalnikler, oziinii Oyen, amma s0z
senatinin sirlarins baled olmayan “asiq sairler” ils yanasi hem da bir
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manati namusundan, geyretinden tistiin tutan, “kohns dagarcig:
qumas yerina satan” yalangi tacirlor, “insafi azalib, miirveti gode-
lon” qazilar, “faqir-fligeraya yan-yan baxan” qogu, quldurlar, “ha-
vali gozon” agalar, baylar ve mahali inciden, ara qarigdiran, xalqi
maddi-manavi istismar manbayine ¢eviran digarlaridir. Asigin “Da-
nisma”, “Hayifsan”, “Cixabd1”, “Xaebarin varmi”, “Mollalar”, “Bir sa-
ir gixibdi Yekoallardan”, “Sair Nag1”, “Eleyak”, “Bu yerds tapilmaz”
va s. kimi miixtalif mezmunlu hacv ve harba-zorba niimunslarinds
adi bands, 6zili sormoands olan miisalmanlar, xalga divan tutanlar,
siyasi-ictimai hagsizliqlara rovac veran moensab sahiblori kaskin
tonqid atesins tutulursa, “Bahaliq” adli miixemmosinds aclig-susuz-
luga moaruz qalan kasiblarin agir giizeranini daha da ¢atinlesdiran
giymot artimi, bahaliqdan sikayat asas yer tutur.

Acar sozlar: Asiq Olasgar, ictimai hagsizlig, hacv, din xadim-
lori, asiq, tanqgid hadafi
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SOCIO-POLITICAL MOTIFS IN ASHIQ ALASGAR’S
ACTIVITY

In general, ashiq literature, especially Ashiq Alasgar’s activity
attracts attention with its sharpness and relevance in terms of
breadth of subject matter, subtlety and flexibility of content, as well
as genre diversity. Social problems complicating the living condi-
tions of the people, motifs of struggle with unity against exploitative
oppression, injustice, foreign invasions as a result of historical and
political events during his life, examples showing commitment to
native land and traditions occupy an important place in his activity.
Ashiq courageously and tirelessly described the cruel behavior,
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oppression and exploitation of religious figures and bailiffs, who
further worsened the difficult financial situation and unbearable
living conditions of the poor people who were forced to live in the
contradictory and difficult conditions of the time and environment
in which they lived. In his works the ashiq acts not only as a bearer
of the national and spiritual values of his people, but also as his
brave protector in the face of public injustices.

The targets of Ashiq Alasgar’s criticism were the mullahs who
considered the people to be commoners and called them “infidels”
and appropriated the labor of the poor, “dressed in pride” but did not
let the nation open the eyes and coveted the property of the poor,
“considered the property of the poor to be permitted”, “lacking
honest trust”, “following the devil” and deceiving women with a
thousand tricks, “who came here after destroying Iran”, the bailiffs
and chiefs who, when they came to the village, mixed up the village
and the country, “whose waist was exposed under the whip” and
caught many in the net, “ashiq poets” who boasted but were not
familiar with the secrets of the art of speech, as well as the lying
merchants who valued a penny above their honor and zeal, “who
sold old clothes instead of the new cloth”, the judges whose “honesty
had diminished and their courage was lost”, the rams who “looked
sideways at the poor and the poor”, the bandits, the lords, beys and
others who hurt the region, disrupt it and turn the people into a
source of material and moral exploitation. In the various satires and
satirical examples by the poet such as “Danishma”, “Haayifsan”,
“Chikhibdi”, “Kheberin varmi?”, “Mullahs”, “Bir shair chikhibdi
Yekeallardan”, “Shair Nagi”, “Eleyek”, “Bu yerde tapilmaz” and
others those who criticize the people and those who promote political
and social injustices are subjected to sharp criticism, however in his
poem titled “Expensiveness” the main theme is the rising prices and
complaints about the high prices that further complicate the difficult
lives of the poor who are suffering from hunger and thirst.

Keywords: Ashiq Alasgar, social injustice, satire, religious
figures, ashiq, target of criticism
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TURKIYE SAHASI ASIKLIK/OZANLIK GELENEGI,
TEMATIK REPERTUVAR ZENGINLIGI, MESLEKI VE
TELIF SORUNLARI

Tiirkiye cografyasi, binlerce yildir yogruldugu kiiltiirel ma-
yayla, diinyaya essiz bir sozlii miras armagan etmistir. Ozellikle Do-
gu Anadolu basta olmak iizere Cukurova ve I¢ Anadolu’da yaygin
olan Asiklik/Ozanlik gelenegi, sadece bir miizik veya edebiyat tiirii
olmanin ¢ok Otesinde, iginde inanci, felsefeyi, toplumsal bellegi, as-
ki, acty1l, mizahi, hicvi, kahramanlig, hosgoriiyii barindiran ve za-
man gore kismi degisikliklerle yasayan bir sanattir. Sazin (Asik sazi,
Dede Dazi, Baglama) telleriyle hayat bulan, yiirekten stiziiliip gelen
sozlerle bezeli ayn1 zamanda tematik tiir zenginligine sahip Asik
Havalar1 / Repertuvari, bu kadim gelenegin en samimi, en giiglii di-
savurumudur.

Tiirkiye sahasi asiklik gelenegi ve asik havalari, sadece bir sa-
natsal form degil, ayn1 zamanda Tiirk milletinin kiiltiirel kimliginin,
tarihsel yolculugunun ve ruhsal derinliginin bir yansimasidir.
UNESCO Insanligin Somut Olmayan Kiiltiirel Mirast Temsili Liste-
sinde yer almasiyla da evrensel bir deger tasidig1 6zelligi nedeni ile
tescillenmistir. Gliniimiizde nitelige dayali uygulamalar1 bakimin-
dan olumsuz yonde sekil degistirmis olsa da nicelik yonii ile halen
canliligini koruyan bu gelenek, gecmisin 151811 bir bakima giintimii-
ze tasiyarak, bizlere sazin telinden dokiilen her nagme ve soziin
kudretiyle bir hikaye fisildamaya devam ediyor. Ancak basta usta-
cirak geleneginin fiili olarak ortadan kalkmasi buna mukabil ses,
saz, halk kiiltiirii, halk edebiyat1 vb. konularinda planli miifredeta
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bagh miizik egitiminin olmayist resmi ve 6zel alanlarda istihdam
imkani bulunmayis1 gibi 6nemli sorunlar mevcuttur.

Konuya dair 6zet bilgiden hareketle bu sempozyum bildirisin-
de, Tiirkiye Sahasina dair Asiklik/Ozanlik Gelenegi ve mevcut uy-
gulamalar1 genel hatlariyla anlatilmis olacak. Yine bu gelenek dog-
rultusunda tiretilen tematik repertuvar zenginligine, tiirlerine vurgu
yapilarak MESAM (Tiirkiye Musiki Eseri Sahipleri Meslek Birligi)
baglaminda Asiklarin/Ozanlarin mesleki ve telif sorunlar1 konusuna
dikkat ¢ekilecek bu konuda ¢6ziim 6nerilerinde bulunulacaktir.

Acar sozlar: Asik, Ozan, Gelenek, Repertuvar, Saz, Telif,
UNESCO, MESAM
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TURKISH TERRITORY MINSTRELS / ASHIK / OZAN
TRADITION THEMATIC REPERTOIRE RICHNESS
PROFESSIONAL AND COPYRIGHT ISSUES

Turkey's geography, shaped by its cultural heritage over
thousands of years, has gifted the world a unique oral tradition. The
tradition of Asiklik/Ozanhk, prevalent especially in Eastern
Anatolia, Cukurova, and Central Anatolia, is far more than just a
type of music or literature. It is an art form that encompasses faith,
philosophy, social memory, love, pain, humor, satire, heroism, and
tolerance, evolving over time with partial changes. The Agik
Havalar1 / Repertoire, which comes to life with the strings of the saz
(Asik sazi, Dede Dazi, Baglama) and is adorned with words that
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flow from the heart, as well as its thematic richness, is the most
sincere and powerful expression of this ancient tradition.

The tradition of minstrelsy and minstrel songs in Turkey is not
merely an artistic form, but also a reflection of the Turkish nation's
cultural identity, historical journey, and spiritual depth. Its inclusion
in UNESCO's Representative List of the Intangible Cultural Heritage
of Humanity has certified its universal value. Although it has
changed negatively in terms of quality-based practices today, this
tradition, which still maintains its vitality in terms of quantity,
carries the light of the past into the present, continuing to whisper
stories to us with the power of every melody and word poured from
the strings of the saz. However, significant problems exist, such as
the disappearance of the master-apprentice tradition, the lack of a
planned curriculum for music education in areas such as voice, saz,
folk culture, and folk literature, and the absence of employment
opportunities in both public and private sectors.

Based on the summary information on the subject, this
symposium paper will outline the tradition of Ashiklik/Ozanlik in
Turkey and its current practices. In line with this tradition, emphasis
will be placed on the thematic richness of the repertoire produced,
highlighting its various types. Attention will be drawn to the
professional and copyright issues faced by Ashiks/Ozan within the
context of MESAM (Turkish Music Copyright Society), and
solutions will be proposed for these issues.

Keywords: Ozan, Troubadour, Tradition, Repertoire,
Instrument, Copyright, UNESCO, MESAM
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MEYKHANA: VIBRATION, SURRENDER, AND THE
CONTINUUM OF POETRY, MUSIC, AND DANCE

This paper examines Meykhana, a rarely documented
Azerbaijani ritual practice in which poetry, music, and movement
converge into a vibrational continuum of surrender. Distinct from
the contemporary urban genre also called Meykhana—an
improvisatory spoken-word performance popular in and around
Baku —this ritual tradition, rooted in the village of Aslanbeyli and
practiced in neighbouring locales, embodies a living fusion of Sufi
metaphysics, Turkic folklore, and communal life. Drawing on three
decades of embodied fieldwork, the paper employs the Living
Stories methodology, in which ethnography emerges not only from
observation but also from bodily participation, vibration, and
resonance. Close analysis shows how poetry initiates surrender
cognitively, music amplifies it emotionally, and movement
completes it physically, together generating a continuum that
sustains both ritual practice and cultural memory. Ethnographic
accounts with women elders, rhythmic analysis of the teneke, and
interpretations of Nigari’'s symbolic verse demonstrate how
surrender is enacted as a choreography of vibration —transforming
bodies, resonant voices, and ordinary objects into sacred
instruments. The study positions vibration both as method —an
embodied way of doing ethnography through sound, movement,
and resonance—and as theory, a lens for interpreting how cognition,
emotion, and physical surrender interweave in ritual. By treating
vibration as a medium of continuity across historical rupture,
political suppression, and globalization, the paper highlights
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Meykhana as both a local ritual and a global contribution to theories
of embodiment, resonance, and communal transformation.

Keywords: Meykhana; vibration; embodied ethnography; Sufi
ritual; Azerbaijan; performance studies; dance ethnography;
ethnomusicology, Nigari, poetry, dance, music
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MEYXANA: SEIiRIN, MUSIQININ VO ROQSIN
TITROYISI, TOSLIMIYYOTi VO DAVAMLILIGI

Bu maqalada Azarbaycan xalqinin nadir senadlasdirilmis ritu-
allarindan biri olan meyxana arasdirilir. Bu praktikada seir, musiqi
va haraket birlagarak “taslimiyyatin titroyisli davamliligi”na gevrilir.
Miiasir sohar miihitinda yayilan ve Bakida populyar olan, improvi-
zasiya xarakterli soz ifasindan ibarat meyxana janrindan fargli ola-
raq, Aslanbayli kendinda va qonsu moakanlarda qorunub saxlanilan
bu ritual ananasi sufi metafizikasiny, tiirk folklorunu ve icma hayati-
n1 canli bir sokilds birlagdirir.

Magqals “Canli hekayslor” metodologiyasina asaslanir: burada
etnoqrafiya yalniz miisahidedan deyil, hom doe badanin istiraki, tit-
rayisi v rezonansdan qaynaglanir. Ug onillik sahs aragdirmalarina
asaslanan bir maqals, etnoqrafiyanin yalniz miisahidslarden deyil,
ham de badaen istiraki, titrame ve rezonansdan qaynaqlandig "canli
hekayalar" metodologiyasindan istifade edir. Hartorafli tohlil seirin
toslim olmaga neca basladigini, musiqinin emosional olaraq onu
necs giiclondirdiyini ve harekatin fiziki olaraq tamamladigini, ham
ritual praktikani, hem de madeni yaddasi dsstekloyan davamliliq
yaratdigimi gosterir. Yash qadinlarin etnoqrafik hesablari, “tons-
ko”nin ritmik tohlili ve Nigarinin simvolik seirlsrinin garhlari tasli-
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miyyetin vibrasiya xoreoqrafiyasi kimi neco hoyata kegirildiyini nii-
mayis etdirir - badenlar, rezonanslh saslor ve adi asyalar miigeddaes
alatlors gevrilir.

Toadqiqat vibrasiyan1 ham metod, ham ds sas, haraket ve rezo-
nans vasitasilo etnoqrafiyanin tocessiim olunmus tisulu, ham de ne-
zoariyyo kimi, idrak, duygu va fiziki teslimiyyatin ritualda bir-birina
neco qarisdigini sorh etmok {i¢iin obyektiv movqge tutur. Vibrasiyani
tarixi qurilma, siyasi sixisdirma ve globallasma arasinda davamliliq
vasitesi kimi nazarden kegirarok, moaqalade meyxana ham yerli ri-
tual, hom do tacassiim, rezonans ve kommunal transformasiya naze-
riyyolarina global tohfe kimi vurgulanir.

Acgar sozlor: Meyxana, vibrasiya, tocessiim olunmus et-
noqrafiya, sufi rituali, Azarbaycan, performans tadqgiqatlari, roqgs
etnoqrafiyasi, etnomusiqisiinasliq, Nigari, poeziya, rogs, musiqi
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ASIQ YARADICILIGINDA TOXOLLUSLOR

Komokgi adlar sisteminds texalliisler xiisusi yers malikdirlar.
Onlarin semantik trayektoriyasinda yaziginin, adibin xasiyyati,
zamana miinasibati, miixtslif hayat movzulari, 6ziiniin identiklik
gostaricilori va s. kimi xiisusiyyatlor yer alir. Toxalliislor adabiyyat
niimunslorinds  yaziginin, asigin bir nov kod adi olur. Hotta
toxalliislor ilo diinyada taninan adiblor do vardir. Onlarin asl adlar:
parde arxasinda qalir vo siiurlarda texalliislor ilo mohsurlasirlar.
Onu da geyd etmaliyik ki, toxalliislorin formalasmasi apelyativ adlar
osasinda bas verir. Burada hom tiirk, hem fars, hom do orsb
apelyativlari ola bilor. A.Pasayev qgeyd edir: “Azarbaycan adabiy-
yatinda XI-XII asrlordon bagslayaraq texolliislordon genis istifads
olunurdu. Bu toxalliislar, asasen sanatkarlarin istedad va qabiliyyat-
lori, yaradicilig, peso vo masguliyyoti, xarici goriiniisii vo xarakter-
lori ilo olagadar idi. Eyni zamanda texalliislor miialliflorin sl ad-
larina nisbaten onlarin 6zlari haqqinda slave malumat vermakls ya-
nasli, daha sado, lirik saslenon vo monali s6zlerdon ibarat olurdu.
XIX asro qodor Azarbaycan senstkarlari toxelliislordon mehz bu
moaqsadls istifads etmislar. Texalliislori morfoloji xiisusiyyatlorine
gors ii¢ qrupa bolmak olar: sade texalliisler: Ag, Solgun, Cosqun,
Miskin, Xasto; diizeltms toxalliislor: Cobanoglu ; miirokkeb toxalliis-
lar: Tufanqanli ve s. Texalliislerin formalasmasinda ellipsiyadan,
substantivlagmanin imkanlarindan ve diizaltma leksik gokilcilordon
istifade olunmusdur. Sokilgilor arasinda toxalliislorin diizaldilme-
sindo “i” gokilgisi xtisusi ilo segilir. Masalon, Hicranti, Sirvan+i,
Qurban+, Irfan+i ve s. Azarbaycan sifahi xalq adebiyyatinda zangin,
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monali, hartarsfli yaradiciligi ils secilon asiq senstinds toxalliisler
xtisusi yer tutur. Asiq yaradiciiginda texalliislori leksik-semantik
xiisusiyyatlarine gore mena qruplarimi miisyysn etmisik: Makan,
yer manali  toxalliislor: Azafli, (Quzilieng, Varxiyanli;  Saxsi
keyfiyyat asasli taxalliislor: Dali Ali; Umumi moanali toxalliislar:
Semsgir va s. Verilon toxalliislor adib tarafindon 6zlarinde movzu ilo
baghligl, semantikasi, qurulus formalari ils forqlenirler.
Acar sozlar: toxalliis, sokilgi, ellipsiya, mana qrupu
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Doctor of Philosophy in Philology

Presidium of National Academy of Sciences of Azerbaijan
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PSEUDONYMS IN ASHIQ'S CREATIVITY

Pseudonyms have a special place in the system of auxiliary
names. Their semantic trajectory includes such features as the
character of the writer, the writer's attitude to time, various life
themes, indicators of his own identity, etc. In literary works,
pseudonyms are a kind of code name for the writer. There are even
writers who are known in the world by pseudonyms. Their real
names remain behind the scenes and they become famous in the
minds of people with pseudonyms. We should also note that the
formation of pseudonyms occurs on the basis of appellative names.
Here there can be both Turkish, Persian and Arabic appellatives. A.
Pashayev notes: “Pseudonyms began to be widely used in
Azerbaijani literature starting from the 11th-12th centuries. These
pseudonyms were mainly related to the talents and abilities of
artists, their creativity, profession and occupation, appearance and
character. At the same time, pseudonyms, in addition to providing
additional information about the authors themselves compared to
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their real names, consisted of simpler, lyrical-sounding and
meaningful words. Until the 19th century, Azerbaijani artists used
pseudonyms for this very purpose. Pseudonyms can be divided into
three groups according to their morphological characteristics:
simple pseudonym: Ag, Solgun, Cosqun, Miskin, Xaste; correction
pseudonyms: Cobanoglu; complex pseudonyms; Tufanganli. In the
formation of pseudonyms, ellipsis, possibilities of substantivization
and lexical suffixes were used. Among the suffixes, the suffix
stands out in particular in the formation of pseudonyms. For

i1y
1

example, Hicranti, Sirvan+i ,Qurban-+i, [rfan+i . In the art of ashiq,
which is distinguished by its rich, meaningful, and comprehensive
creativity in Azerbaijani oral folk literature, pseudonyms occupy a
special place. We have identified the meaning groups of
pseudonyms in ashiq creativity according to their lexical-semantic
characteristics: Pseudonyme meaning place or place: Azafli,
Qiziliang, Varxiyanl. Pseudonyme based on personal qualities: Dali
Ali. Commonly used pseudonyms: Somsir. The pseudonyms given
by the writer are distinguished by their connection to the subject,
semantics, and structural forms.
Keywords: pseudonym, suffix, ellipsis, meaning group
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TURKMON DEYIMLORINDO MUSIQi VO MAHNI
TERMINLORI

Tirkman dilinde musiqi terminologiyas: ilo bagh ¢oxlu aras-
dirmalar var. A. Qiligovun 1995-ci ilds nasr etdirdiyi “Mahn1 ve mu-
sigi terminologiyas1” kitabin1 buna misal gostermoak olar. Miiallif
tirkmoan dilinds islonan 80-o yaxin musiqi terminini tortib edarak,
onlart movzularina gora tasnif etmisdir. Bu arasdirmada sozlarin
mangayi va onlarin leksik vo semantik variasiyalari miizakirs olu-
nur. Movzu il bagh daha ahatsli elmi arasdirma Q.Annanepesovun
“Tirkmoen dilinin mahm ve musiqi terminlori” tezisindo atraflh
sokilda verilmisdir. Dissertasiya isinda tiirkman dilinds 500-o yaxin
musiqgi termininin elmi toadqiqi aparilmisdir. Musiqgi terminlorinin
mangayi, dayarlari ve tiirk dialektlarindaki garsiliglart movzularina
goro tosnif edilorak tasdiq edilmisdir.

Tirkman mahni ve musiqgi terminlarindon istifade godim
dovrlare gedib ¢ixir. Tiirkman folklorunda ve klassik adebiyyatinda
musiqi alatlorinin adlarina, mévcud melodiyalarda oxunan lale,
moncukatti, 6lanlor (qadinlarin oxudugu ahsangdar mahnilar) vo
alagoli terminlars tez-tez rast galinir.

Tiirkmen deyimlorinds mahni ve musigqi ilo bagh terminlar do
islonir. Xalqin sosial hayatini1 aks etdiran deyimlarda islenan sozler
¢ox vaxt xarakterik macazi mana dasiyir. Sarki, tamdira, parda kimi
tiirkmon deyimlarinds bir ox mahni ve musiqi terminlarins rast go-
linir (simli alstin govdesine barkidilon sap1 metal halqalarla ladlara
boliintir, alat ¢alinarken ladlar basilir). Masslan, tiirkman dilinds
“aydim edinmek” ifadesi “bir seyi etmak istomak, amma etmamak,
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onu sadaca s0z ve ya sozls tork etmoak” menasindadir. Dinlayici na-
tigin sozlarini sehv basa diisands "Man na deyirom? Tamdiram na
deyir?" istifada olunur. Eyni fikir ve miilahizalarden bshs olundug-
da “bir pardedan qopmaq” (eyni ladda basmagq, saz ¢almaq) ifadasi
isladilir. Tiirkmen dilinds bels bir ifade de var: “qulagin posunu
acglq” (qulagdaki pasi silmak), mahni ve musiqi dinlomak manasini
verir. Tiirkman dilinds deyimlarin yaranmasinda musiqi terminlori
faal rol oynaynir.
Acar sozlar: Tiirkmen dili, musiqi ve mahni terminlari, deyimlor
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MUSIC AND SONG TERMS IN TURKMEN IDIOMS

There are numerous studies on musical terminology in
Turkmen. A case in point is the book "Song and Music Terminology"
published by A. Gylychov in 1995. The author compiled
approximately 80 musical terms used in Turkmen, classifying them
according to their subject matter. This study discusses the origins of
words and their lexical and semantic variations. A more
comprehensive scientific study on the subject is detailed in G.
Annanepesov's thesis, "Song and Music Terms of the Turkmen
Language." The thesis conducted a scientific study of nearly 500
musical terms in Turkmen. The origins of musical terms, their
values, and their equivalents in Turkic dialects were confirmed by
categorizing them according to their subject matter.

The use of Turkmen song and music terms dates back to
ancient times. The names of musical instruments, songs sung in
existing melodies lale, moncukatti, 6leriler (harmonious songs sung
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by women), and related terms are frequently encountered in
Turkmen folklore and classical literature.

Terms related to song and music are also used in Turkmen
idioms. Words used in idioms reflecting the social life of the people
often have a characteristically figurative meaning. Many song and
music terms are encountered in Turkmen idioms, such as sarks,
tamdira, perde (the handle of a stringed instrument, attached to its
body, is divided into frets by metal rings, and the frets are pressed
when the instrument is played). For example, in Turkmen, the
expression " aydim edinmek” (to make a song) means "to want to do
something but not to do it, leaving it merely in words or phrases."
When a listener misunderstands a speaker's words, the expression
"What am I saying? What is my tamdiram saying?" is used. When
the same thoughts and ideas are discussed, the expression "bir
perdeden gopmak" (to press the same fret, to play the saz in the
same fret) is used. There is also an expression in Turkmen: "gulagin
posunu agik” (to wipe off the rust from the ear), meaning to listen to
songs and music. Musical terms have an active role in the formation
of idioms in the Turkmen language.

Keywords: Turkmen Language, music and song terms, idioms.
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TURKMEN DEYIMLERINDE MUZIK VE
SARKI TERIMLERI

Tiirkmencede miizik terimleri iizerine yapilan bir¢cok arastir-
ma mevcuttur. Bu konu ile ilgili 1995 yilinda A.Gilicov tarafindan
yaymlanan “Sarki ve miizik terminilojisi” kitabin1 6rnek gos-
terebiliriz. Yazar Tiirkmencede kullanilan miizik terimlerinin
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yaklagsik 80 tanesini konularina gore smiflandirarak derlemistir. Bu
arastirmada kelimelerin kokeninden, leksikolojik ve semantik
bagkalagsmalardan bahsedilmektedir. Konuyla ilgili daha kapsaml
bilimsel arastirma G.Annanepesov'un “Tiirkmen dilinin sarki ve
miizik terimleri” baslikli tez ¢alismasinda ayrintili olarak ele alin-
mistir. Tez ¢alismasinda Tiirkmencede mevcut olan 500 yakin miizik
teriminin bilimsel arastirmasi tabi tutulmustur. Miizik terimlerinin
mensesi, deger tiirk lehgelerindeki karsiliklari, konularina giire
siniflara ayrilarak teyid edilmistir.

Tirkmencedeki sarki ve miizik terimlerinin kullanimi g¢ok
eskilere dayanur. Miizik aletlerinin isimleri, mevcut olan ahenklerle
sOylenen sarkilar: lale, moncukatti, Oleriler (kadinlar tarafindan
sOylenen ahenkli sarkilar) vs. ilgili terimler tiirkmen folklorinda,
klasik edebiyatinda sik sik rastlanir.

Sarki ve miizik ile ilgili terimler Tiirkmence deyimlerde de
kullanilir. Halkin sosyal yasamini yansitan deyimlerde kullanilan
kelimeler ¢ogu zaman mecaz anlamh olmak 0Ozelligini tasir. Tiirk-
men deyimlerinde: sarki, tamdira, perde (telli saz aletlerinin govde-
sine birlesen kolu metal halkalarla perdelere ayrilir, miizik aleti ¢a-
lindig1 zaman perdelere basilir) gibi bir¢ok sarki ve miizik terimle-
rine rastlanilir. Ornegin, Tiirkmencede “aydim edinmek” (sarki yap-
mak) deyimi “herhangi bir isi yapmak isteyip yapmamak, bu isin sa-
dece sozde ya da lafta kalmas1” anlamindadir. Dinleyen kimse tara-
findan konusmacinin soylediklerinin yanlis anlasilmasi sirasinda
“Ben ne diyorum, tamdiram ne diyor” deyimi kullanilir. Ayn1 dii-
stinceler ve aymn fikirden bahsedildiginde “bir perdeden gopmak”
(ayn1 perdeye basmak, ayni perdeden saz ¢almak) deyimi kullanilir.
Tiirkmencede sarki ve miizik dinlemek anlamina gelen “gulagin po-
sumi agmak” (kulagin pasimi silmek) deyimi vardir. Tiirkmen di-
lindeki deyimlerin olusumunda musiki terimlerin etkin rolii vardar.

Anahtar kelimeler: Tiirkmen Dili, miizik ve sarki terimleri,
deyim
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INOHATHUE "ABAKAA" B MY3bIKA AbHBIX
VICCAEAOBAHUSAX HOBEMIIIETO BPEMEHI

ADaxaa Kak cucteMa M1cbMa, Ilepealolas cCorlacHble 3BYKH,
IpeJcTaBAeHa B COBpeMeHHOM MY3BIKOBeACHU! Yepe3 AVCKYCCHOH-
HOe IOHATHE «HOTalMs», KOTOpOe He BO BCeX CAydasX HpPOsBAeHM:
COOTBETCTBYyeT JaHHOMY (eHoMeHy. [losTOMy OAHUMM U3 Ba>KHBIX
BOIIPOCOB sBAsETCs IIPOsICHeHe TOTO, B KaKie IIepUOoAbl My3bIKaAb-
HOI uctopum 3arasHoi A3uy — MecTa ee MOsIBAeHIs U PasBUTHS —
cucremMa a60xad AeICTBUTEABHO BBIIIOAHsAA (PYHKINMIO MYy3bIKaAb-
HOJl HOTaIlMM, yKa3blBasl Ha TOYHYIO BBICOTY 3ByKa Ipu (pUKCALII
Meaoau. JaHHbBI BOIIPOC IpeAriodaraeT CucTeMaTUdeckoe 13yde-
HIte peHOMeHa 100xa0 KaK Ha OCHOBe CpejHEeBEeKOBBIX MICTOUYHIKOB,
TaK 1 COBpeMEeHHBIX 1CCAeA0BaHMIA.

B nacrosieMm gokaage Mbl IIpejaaraeM 0030p My3bIKaAbHBIX
1cCcAe]0BaHMII HOBENIIero BpeMeHM, aBTOPBhl KOTOPBIX TaK AU
MHaye paboTaan ¢ noHATHeM "abaxad'. AHaaM3 HeMHOIOYMC/AEH-
HBIX pabOT IOKa3blBaeT, YTO IOHATHMe "abaKag' cucreMaTH4ecKy
o0Ocy>kAaeTcsl KaK OAMH 13 BUAOB MY3BIKaAbHOM HOTALMM U pexke
kak cucrema 3Hakos (O. Yarasl, I T'opair, M. Kamnipyon). Anaans
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11CCA€J0BaTeAbCKON  AUTepaTyphl IMO3BOAsSET BBIAEAUTb  Pell-
pe3eHTaTBHbIE pabOTHI 110 4AHHOI TeMaTlKe B HECKOABKO IPYIIIIL.

IlepBass, Hamboaee Maao4yMCAeHHas, TpyIma pabOT IOCBI-
IIfeHa COOCTBEHHO CucCTeMe a00Xad B ee KpaTKOI MCTOPUIECKON
perpocnektuse (O. Yaiiasl, Ax. I'opaii, V. Kaydman).

Bo BTOpYyIO Ipymmy BX0AAT pabOTHI HPenMYyIIeCTBeHHO Ha 3a-
nagHoesponericknx sas3vikax (I.Ax. ®apmep, D. Hoibaysp, O. Paiir,
9. 3onuc, M. Kamnpyon 1 4p.), B KOTOPBIX B OOABIINHCTBE CAyJaes
cucreMa a00>ad yIIOMMHAEeTCs B CBA3M C BOIIPOCaAMI TEOPUU MY3bIKI
3anaaHoit A3un B TpaKTaTax 0 My3bike 9-19 Bexos.

TpeTps rpymma nccaeA0BaHNII IIOCBsIIIeHa ITpoOAeMe pacIyg-
POBKI MeAOAMII, 3aIlMICAaHHBIX C IIOMOIIBIO CUCTeMBI 200Xkad KakK B
kaaccugecknit (XI—XV BB.), Tak u mocrkaaccnaeckuit (XVI—XIX BB.)
IepuoAsl ucropum MyspIkn 3anagHont Asun. Hekortopwle ms Hux
COCpeAO0TOUeHBl Ha MpaKTUIeCcKOM HIPMMeHEeHUN CUCTeMBI a00xad, TO
eCThb ee JCIIOAb30BaHUM AAsl pecTaBpallii MY3BbIKAAbHBIX IHCT-
PYMEHTOB I O3BYYMBaHIs C X TIOMOIIIBIO ayTeHTUYHBIX COUVMHEHUIA.

Brigeasst Tpu HanpaBaeHUs MccAeAOBaHUII — MICTOPUYECKUIA,
TeOPeTUYeCKMI M IPaKTUYeCKUII — MBI C YBEPEeHHOCTBIO MOXKeM
KOHCTaTUpoOBaTh, 4TO 1) AaHHble HamIpaBAeHMs He MCCAejOBaHBI B
PaBHOII CTeIeHM I1yOOKO 1 UTO 2) 40 HaCTOSIIIero BpeMeH! He ObI1A0
CO3JaHO HM OAHOV paboOTBl, KOTOpas oOxBaTblBada OBl B
COBOKYITHOCTH BCe acIIeKThl MYy3bIKaAbHOM CUCTeMBI A00xal.

Kaiouesble caosa: a00xad, apabckoe IMCbMO, My3bIKaAbHasl
cucreMa, Hotaums, 3anagHas u Llenrpaavnas Asus, AsepOaligKaH,
Yseup I'agxnbexos
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THE CONCEPT OF "ABJAD" IN CONTEMPORARY
MUSICAL RESEARCH

The abjad, a writing system representing consonant sounds, is
approached in modern musicology through the contested concept of
“notation,” which does not always correspond to the phenomenon
itself. One of the key questions is to determine in which periods of
Western Asia’s musical history—the region of its origin and
development—the abjad system truly functioned as musical notation,
indicating exact pitch in the recording of melodies. Addressing this
issue requires systematic study based on both medieval sources and
modern scholarship.

This paper offers a review of recent studies in which scholars
have engaged with the concept of “abjad.” Although the number of
works is limited, analysis shows that abjad is consistently discussed
either as a form of musical notation or, less frequently, as a system
of signs (F. Cayli, G. Giiray, M. Camprubi). The existing literature
can be divided into three main groups.

The first, the smallest group, focuses on the abjad system itself
and its historical background (F. Cayli, C. Giiray, W. Kaufmann).
The second, written mostly in Western European languages (H.G.
Farmer, E. Neubauer, O. Wright, E. Zonis, M. Camprubi, among
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others), typically mentions abjad in connection with theoretical
discussions in treatises on music from the 9th to the 19th centuries.
The third group addresses the deciphering of melodies recorded
with abjad in both classical (11th-15th centuries) and post-classical
(16th-19th centuries) contexts, with some works exploring its
practical application in reconstructing instruments and performing
authentic compositions.

By distinguishing these three research directions—historical,
theoretical, and practical —-we can conclude that they remain
unevenly developed, and that no comprehensive study has yet been
produced which encompasses all aspects of the abjad musical system.

Key words: abjad, Arabic script, musical system, notation,
Western and Central Asia, Azerbaijan, Uzeyir Hajibeyli
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MUASIR DOVRUN MUSIQIi TODQIQATLARINDA
“9BCOD” ANLAYISI

Obcad sistemi arab slifbasinin gadim diiziiliisiine asaslanan
vo IX-XIX asrlords Qarbi Asiya musiqi nazariyyasindas istifads olun-
mus yazi ananoasidir. Miiasir tadqgiqatlarda adaten “notasiya” anlayi-
s1 ¢arcivesinda izah edilsa do, bu termin abcadin biitiin tarixi funksi-
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yalarini shata etmir. Obcad bazan saslarin daqiq yiiksakliklorini gos-
tormoak, bazan iso yalniz nazari-simvolik tesvir tiglin isladilmisdir.
Aragdirmalar gosterir ki, Kindi, Forabi, Urmoavi, Maragayi va
Obdiilbaki Dede kimi nazariyyagilor abcoadden forqli formalarda
istifada etmis, Sistem¢i moaktab onu riyazi modellagsdirma vasitasi ki-
mi totbiq etmisdir. Basqga todgiqatlarda sbcadin magam ano-
nasindaki yeri, xiisusilo doa 17 pillali sistemin nazari mahiyyoti izah
olunur. Praktik sahada iso abcad yazis1 melodiyalarin desifro olun-
mas1 va alatlarin barpasi tiglin moahdud sokilds istifads edilmisdir.
Umumilikde abcad noazeri baximdan miihiim, praktikada ise moh-
dud rol oynamisdir ve onun inkisafi yalniz yunan tesiri ilo deyil,
semit vo Mesopotamiya ananaloari ilo do baglidir.

Acar sozlar: Obcad isare sistemi, musiqi nazeariyyasi, musiqi
manbasiinashigli, maqam ananasi, nazari vo praktiki musiqi
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IRAQ TURKMANLARININ ASIQ MUHITI:
ONONO VO MUASIRLIK

fraq tiirkmanlarinin asiq miihiti gadim tiirk ozan-asiq senati-
nin regional tozahiirii kimi giymotlandirilse ds, bu senat snanasinin
formalagmasi ve inkisafi bazi sebablordan digar tiirk cografiyalarin-
daki gadar giiclii olmamusdir. Tiirk ozanliginin asas elementi olan
saz vo s0z sanati soziigedan bolgads moadaeni serhadlarin tesirinda
tokamiil yolu ke¢mis, bu ve ya digar sokilds varligini qoruyub saxla-
migdir. Professor Qoazanfar Pasayev ve Ota Tarzibas: kimi tadqgiqat-
¢ilar bu senatin yayilmasimin zsifliyini bolganin sosial-siyasi tarixila
alagalondirmislar. Osasen Talafor, Tuzxurmat1 kimi bolgslords ye-
tismis asiqlar bu anananin dasiyicilar: kimi ¢ixis etmis, Koarkiik va ot-
raf bolgealordas parlaq asiq miihiti formalasmamisdir. Miiasir dovrda
iso miihitde asiq senatine olan maraq genastboxs saviyyede deyil.
As1q musiqisi gisman tokka musiqisi daxilinda ve ya kontekstual ba-
ximdan forqli ifaciliq niimunasi kimi mévcudiyyetini qoruyur. Saz
bolgads sakral simvola gevrilse do, lakin orijinal, lokal saz formas:
formalagsmamisdir. Bununla yanasi, regionda deyisma, dastan ifagi-
lig1 da zamanla aktualligini itirmisdir. Miiasir dovrde asiq senatinde
folklor ve modernizm temasinin yaratdig1 transformasiyalar agiq so-
kilds hiss olunur. Hazirk: tadgiqat iss Iraq tiirkmanlarimin asiq mii-
hitini hem tarixi marhslslari, hom do mitiasir kontekstda sosial-ma-
dani baximdan analiz etmayi qarsiya magsad qoyur.

Acar sozlar: iraq tiirkmanlari, Tirkmaneli, Tolafor, Tuzxur-
matl, agiq miihiti, dastan, saz
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THE ASHIQ ENVIRONMENT OF IRAQI TURKMENS:
TRADITION AND MODERNITY

Although the ashiq milieu of the Iraqi Turkmens may be
regarded as a regional manifestation of the ancient Turkic ozan-ashiq
art, the formation and development of this tradition did not attain the
same strength as in other Turkic geographies due to several factors.
The art of saz and oral poetry—the core elements of Turkic ashiq
art—evolved under the influence of cultural boundaries in the region
and, in one form or another, managed to preserve its existence.
Scholars such as Professor Ghazanfar Pashayev and Ata Terzibasi
have linked the weak dissemination of this art to the socio-political
history of the region. Ashiqgs who emerged mainly in areas such as
Tal Afar and Tuz Khurmatu acted as the carriers of this tradition,
while no vibrant ashiq milieu developed in Kirkuk and its surroun-
ding areas. In the modern era, interest in the ashiq art within the
milieu is far from satisfactory. Ashiq music partly survives within the
framework of tekke music or as a distinct mode of performance in
contextual terms. Although the saz has acquired the status of a sacral
symbol in the region, no original local form of the instrument has
emerged. At the same time, deyisme (poetic dueling) and dastan per-
formance have gradually lost their relevance. In contemporary times,
the transformations generated by the interaction of folklore and moder-
nism in ashiq art are clearly perceptible. The present study aims to
analyze the ashiq milieu of the Iraqi Turkmens both in terms of its his-
torical stages and within the socio-cultural context of the present day.

Keywords: Iraqi Turkmens, Turkmeneli, Tal Afar, Tuz Khur-
matu, ashiq milieu, epic, saz
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TURK DUNYASINDA ASIKLIK GELENEGI VE
KULTUREL DEGERLER

Agiklik gelenegi, Tiirk diinyasinin en énemli Somut Olmayan
Kiiltiirel Miras unsurlarindan biri olarak ytizyillardir kiiltiirel sii-
rekliligin, toplumsal hafizanin ve ortak degerlerin tasiyicis1 olmus-
tur. UNESCO tarafindan “Asiklik Gelenegi” adiyla 2009 yilinda So-
mut Olmayan Kiiltiirel Miras Temsili Listesi'ne dahil edilen bu sa-
nat, yalnizca sozlii edebiyat ve miizik icrasinda degil sosyal normla-
rin, etik ilkelerin ve kiiltiirel kimligin aktariminda da 6nemli bir arag
olarak varligini siirdiirmektedir.

Tiirk diinyasinun farkli cografyalarinda asiklar; diigiin, bay-
ram, sOlen, cenaze ve toplumsal toplantilar gibi gesitli sosyal ortam-
larda hem sanat¢i hem de toplumsal rehber rolii iistlenmistir. Icrala-
rinda isledikleri temalar; sevgi, vefa, adalet, cesaret, misafirperver-
lik, sabir ve yardimlagsma gibi hem evrensel hem de Tiirk kiiltiiriine
0zgii degerleri yansitir. Bu yoniiyle asik sanati, halk arasinda sosyal
dayanismay1 pekistiren ve kiiltiirel kimligi giiclendiren bir “sozlii
hafiza mekan1” islevi gormektedir.

Giintimtiizde asiklik geleneginin yasatilmasi, bireysel ustalarin
icra faaliyetleriyle simirli kalmamakta; akademik arastirmalar, kiil-
tlirel kurumlarin girisimleri ve uluslararasi is birlikleriyle desteklen-
mektedir. UNESCO SOKUM cercevesinde hazirlanan ulusal envan-
terler, geng asiklarin yetismesini tesvik eden usta-girak programlar
ve festivaller, bu gelenegin canli tutulmasina katki saglamaktadir.
Bununla birlikte, kiiresellesme ve dijitallesmenin getirdigi kiiltiirel
doniisiim, agik sanatinin yeni mecralarda goriiniir olmasina imkan
tanimaktadir. Ozellikle sosyal medya ve dijital arsivler araciligiyla
farkli cografyalardaki icracilar ve dinleyiciler arasinda kiiltiirel etki-
lesim artmakta; boylece asiklik gelenegi hem yerel koklerini koru-
makta hem de c¢agin iletisim aglarina entegre olarak varhifini stir-
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diirmektedir. Bu baglamda calisma, asiklik gelenegini modern top-
lumda islevselligini siirdiiren ve yeni iletisim ortamlarinda da ya-
satilan dinamik bir miras alan1 olarak degerlendirmektedir.

Bu bildiri, tarihsel belgeler ve sozlii tarih verilerinden yararla-
narak asik sanatimin sosyo-kiiltiirel baglamimi toplumsal dayanisma
ve kimlik ingas1, degerler sistemi ve etik kodlar, kiiltiirel siireklilik ve
modernlesme siirecinde doniisiim basliklariyla ii¢ eksen {izerinden
inceleyecektir. Sonug olarak ¢alisma, asiklik geleneginin glintimiizde
de Tiirk diinyasinda kiiltiirel birlik ve dayamismay1 giiglendiren
yasayan bir miras alani oldugunu ortaya koymay1 amaglamaktadir.

Anahtar Kelimeler: Asikhik gelenegi, Somut Olmayan
Kiltiirel Miras, Sosyo-kiiltiirel baglam, Tiirk kiiltiirii

Prof. Dr. Zulfikar BAYRAKTAR
Anadolu University
E-mail: zulfukarbayraktar@anadolu.edu.tr

THE ASHIQ TRADITION AND CULTURAL VALUES IN
THE TURKIC WORLD

The Ashiq tradition has for centuries been one of the most
significant elements of Intangible Cultural Heritage in the Turkic
world, serving as a bearer of cultural continuity, collective
memory, and shared values. Recognized by UNESCO in 2009
under the title “Ashiq Tradition” and inscribed in the Represen-
tative List of the Intangible Cultural Heritage of Humanity, this
art form has persisted not only as a vehicle of oral literature and
musical performance but also as an essential means of trans-
mitting social norms, ethical principles, and cultural identity.

Across different geographies of the Turkic world, ashiks
have taken on the dual role of artists and social guides in a wide
variety of social contexts such as weddings, festivals, ceremonies,
funerals, and communal gatherings. The themes addressed in
their performances—love, loyalty, justice, courage, hospitality,
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patience, and mutual assistance—reflect both universal values
and those specific to Turkic culture. In this respect, the art of the
ashik functions as a “space of oral memory” that reinforces social
solidarity and strengthens cultural identity among the people.

Today, the preservation of the Ashiq tradition is not
limited to the individual activities of master performers; it is
also supported by academic research, cultural institutions, and
international cooperation. Within the framework of UNESCO
ICH (Intangible Cultural Heritage), national inventories,
master-apprentice programs that encourage the training of
young ashiks, and festivals contribute to keeping the tradition
alive. At the same time, the cultural transformations brought
by globalization and digitalization have enabled the ashik art
to become visible in new media. Through social media and
digital archives, cultural interaction between performers and
audiences across different regions has increased, allowing the
tradition to maintain its local roots while simultaneously
integrating into contemporary communication networks.

In this context, the study evaluates the Ashiq tradition as a
dynamic heritage domain that continues to function in modern
society while also being sustained in new communicative
environments. Using historical documents and oral history data,
the paper examines the socio-cultural context of ashik art along
three axes: social solidarity and identity formation, value systems
and ethical codes, and cultural continuity and transformation in
the modernization process.

As a result, the study aims to demonstrate that the Ashiq
tradition remains today a living heritage domain that strengthens
cultural unity and solidarity within the Turkic world.

Keywords: Ashiq tradition, Intangible Cultural Heritage,
socio-cultural context, Turkic culture
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XEYIRXAH GULUSUN QUVVOSi: OPERETTANIN
UZEYIR HACIBOYLi MODELI

XX asrin avvellorinds Azarbaycan musiqili teatrinin tagokkiilii
milli 6ziintiderkin oyanist ve modernlosma proseslari fonunda bas
verirdi. “Leyli vo Macnun” (1908) operast ilo Azarbaycan musiqisin-
da yeni mearhalanin tamalini qoyan Uzeyir Hacibayli az sonra genis
ictimai tasir vasitosi kimi operetta janrina miiraciat etdi.

Maqalenin magsadi U.Hacibaylinin operettalarmin 6zalliklari-
ni 1iza ¢ixarmagq, onun Avropa operettalarindan forqli xiisusiyyatlo-
rini ictimai-siyasi kontekstds, miixtalif movqe ¢arpismalari fonunda
aragdirmaqdir.

Todgiqatda asagidaki mosalaloro diqqgeat yetirilir: bastokarin
operettaya miiraciatinin motivlari; Hacibayli vo Mammadquluzada-
nin maarif¢ilik metodlarinin miiqayisasi; Azarbaycan comiyyatinda
operettaya miinasibat; Avropa operettalar ila tipoloji forqlar; folklor
materialinin yaradici emali; miiallif hiiquglar: problemlari vo asarle-
rin beynalxalq rezonansi.

Toahlil gostarir ki, har iki maarif¢i eyni vezifelari — cohalatls
miibarizo, arxaik anenslerin tengidi, qadin azadliginin tebligi —
qarstya qoymus, lakin fargli tisullar se¢gmislar: Mirzs Calilin amansiz
satirasina, aci giiliisiine qarsi1 Uzeyir bayin xeyirxah ironiyasi ¢ixis
edir. M.9.Rasulzadanin avval-avval “opera diringalari” adlandirdig:
operettaya miinasibatinin dayigsmesi - “ictimai azan” giiliis
formasinda ifsa edan oserlor kimi gebul edilmasi — bu janrin
comiyyotds etibarinin artmasina dslalst edir.
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Maqalada Hacibaylinin ictimai-tenqidi istiqamatli yaratmalari-
nin aylence ve eskapizmeso iistlinliik veran Vyana operettalarindan
(Straus, Lehar, Kalman) forqli cohatlori vurgulanir. Homginin folklor
materialinin semantik transformasiyas1 masalasine toxunulur.

U.Hacibaylinin operettalar1 beynalxalq rezonans dogurmus,
tiirk-miiselman diinyasinda musiqili teatrin yaranmasina miihiim
tosir gostormisdir. Bu miiddea tatar, 6zbok, qazax alimlarinin fikir-
lori ils tosbit olunur. U.Hacibaylinin sehna asarlarinin misilsiz séhre-
ti fonunda miialliflik hiiquglarinin pozulmas: kimi hassas bir prob-
lems do maqalads diqgat yetirilir.

Acar sozlar: Uzeyir Hacibayli, operetta, “Arsm mal alan”, “O
olmasin, bu olsun”, maarif¢ilik, Calil Mammadquluzads, sosial
tongid, semantik transformasiya, Vyana operettasi, miialliflik
hiiquqlar, tiirk-miisalman diinyasinin musigqili teatr:

Zumrud AKHUNDOVA-DADASHZADE
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Uzeyir Hajibeyli Baku Music Academy
E-mail: zdadashzade@mail.ru

THE POWER OF BENEVOLENT LAUGHTER:
UZEYIR HAJIBEYLT'S MODEL OF OPERETTA

At the beginning of the 20" century, the emergence of
Azerbaijani musical theatre occurred against the backdrop of the
awakening of national self-consciousness and the processes of
modernization. With the opera Leyli and Majnun (1908), Uzeyir
Hajibeyli laid the foundation of a new stage in Azerbaijani music
and soon afterwards turned to the genre of operetta as a means of
wide social influence.

The purpose of this article is to reveal the specific features of
Uzeyir Hajibeyli’s operettas and to investigate their differences from
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European operettas in the socio-political context and within the
framework of contemporary ideological confrontations.

The study focuses on the following issues: the composer’s
motives for turning to operetta; a comparison of the educational
methods of Uzeyir Hajibeyli and Jalil Mammadguluzade; the reception
of operetta in Azerbaijani society; typological differences with
European operettas; the creative use and semantic transformation of
folklore material; problems of copyright; and the international
resonance of these works.

The analysis shows that both enlighteners pursued common
goals — the struggle against ignorance, the criticism of archaic
traditions, and the advocacy of women’s emancipation — but they
chose different methods: Mammadguluzade’s relentless satire and
bitter laughter stood in contrast to Hajibeyli’s benevolent irony
expressed through music. Rasulzadeh’s attitude also transformed:
while at first he regarded operetta as a frivolous, unserious genre, he
later recognized its power to reveal social maladies through the
prism of laughter, which marked a rise in the genre’s prestige.

The article emphasizes the distinctive features of Hajibeyli’s socially
critical works compared with the Viennese operettas (Strauss, Lehar, and
Kalman), which prioritized entertainment and escapism. It also touches
upon the issue of the semantic transformation of folklore material.

Uzeyir Hajibeyli’'s operettas generated international resonance
and had a significant impact on the emergence of musical theatre in
the Turkic-Muslim world. This thesis is supported by scholars from
Uzbekistan, Tatarstan, and Kazakhstan. Against the backdrop of the
unparalleled fame of Hajibeyli’s stage works, the article draws
attention to the sensitive problem of copyright violations.

Keywords: Uzeyir Hajibeyli, operetta, Arshin Mal Alan, If Not
This One, Then That One, enlightenment, Jalil Mammadguluzade,
social criticism, semantic transformation, Viennese operetta,
copyright, Turkic-Muslim musical theatre
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3HAUYEHUME TBOPYECTBA V. 'AAKEBEVI/AV B
KOHTEKCTE ITPOBAEM B3AUMOAEVCTBUSI
MY3BIKAABHBIX KYABTYP Y3BEKVICTAHA U

A3EPBATIAOKAHA

CraHoBA€eHMe HallMOHAAbHBIX KOMIIO3UTOPCKMX IIKOA B LleHT-
paAbHON A3uu UCHBITaA0 Ha cebe BAUSHIE HEe TOABKO PYCCKOI Tpa-
AVILIVIY, HO ¥ OIIMPAA0Ch Ha OIBIT KyABTYP CBS3aHHBIX OOIIIEN MY3bI-
KaAbHOV, sI3BIKOBOM U PEAUTMO3HOV UACHUYHOCTHIO.

Haunnas ¢ mocaeanein yetseptu XIX Beka B KpyIIHBIX TOpOAax
TypKecTaHCKOTO Kpas MOABASIOTCS BOEHHO-AYXOBbIe OPKECTpPBI, KO-
TOpbIe CTaAM IIePBBIMU IIPOBOJAHMKAMM PYCCKOM U €BPOIIeNICKON
My3bIKI. Bcaes 3a BOEHHBIMU € TaCTPOASIMU IIPUE3KAIOT aKaseMu-
YeCcKre MY3BIKaHTBI U TaCTPOAUPYIOI Ve TPYIIIIbL:

1891 roa B TamkeHT mpueskaeT (ppaHIly3CKasl OIlepeTOodHas
Tpynna /accaas;

¢ 1894 11 1898 1. — Tudancckas onepa;

e 1895 —1899 IT. — yKpanHCcKye My3bIKaAbHO-ApaMaTiTdecKyie TPYIIIbL

¢ 1907, 1910 r.r - TpyIIIbI pyCCKMX aHTPEIIPeHepOB;

1909, 1912, 1913 r.r. - TpyHIbl MTaAbSHCKUX MacCTepPOB
omnepHOI crieHbl. OTAeABHO BBIAEANM AESITEeABHOCTh TUQANCCKON
OIlephl, KOTOpas OCYILIeCTBIAA IIOCTAaHOBKY Psija KPYIIHBIX CIIeKTaK-
aeit: «Auapl», «Paycra», «JeMoHa», «/sana Cycannna», «Kapmen»,
«TpaBuatsr», «IInxoBom aambl». VI3BeCTHBI ycIlex COIPOBOXKJAAA
racTpoAu asepOaiiJ’KaHCKIX apTUCTOB, peliepTyap KOTOPBIX Takke
OKasza/A 3HauuTeAbHOEe BAUSIHIE Ha CTaHOBAeHIUEe y30eKCKOTO MYy3bI-
KaAbHOTO TeaTpa. 3a IIATUMAETHUII IIepuoj BbICTynAeHun B Tar-
kenre (1911-1916) HeoaHOKpATHO 3By4aay MYy3bIKAAbHBIE KOMEAVIN
Y. l'agxnoeiian «He Ta, Tak »Ta», «ApImNH Maa adaH», My3bIKalb-
Has apaMa «/lerian u Meaxnyn», onepa «Acan u Kepem», Tak mo-
AT00MBIIIMECS Y30€KCKMM apTUCTaM U IIPOCTBIM 3PUTEAIM.
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CraHOBAeHMe y30eKCKOTO OIIepPHOTO MCKYCCTBa, (pOpMMpPOBa-
HIE >KaHPOBON CTPYKTYPBI, HPUHIIUIIOB ApaMaTypTUYecKUX pelile-
HUI, KPyr TeM 1M oOpa3oB 1, HaKOHeIl MCIO/Ab30BaHMe MeAOAM-
YecKOro mMaTepuada OIMpPaeTcsl Ha AOCTVKEeHMsI OCHOBOIIOAOKHIUKA
azepOalig>KaHCKOM KJAaccudyeckoil Mysplku Yseup lagxmOeitan.
Cosaannas y>xe B 1907 roay nepsas HallOHaAbHas1 oniepa «/leiian u
MeaxxHyH» Oblaa nepeocMmbicaeHa B 1940 roay MOAOABIM KOMIIO3U-
TopoM MeaoauctoM T. CaabikoBeIM B coaBTOpcTBe ¢ P. I'anmspowm.

MHoxecTBO IapaAdeAeil BBIABASIETCS B My3bIKaAbHOM KOMe-
AUV «ApIIMH Maa ajdaH», TaK IOAIOOMBIIIEIICS Y30eKCKO ITyOAVKe
U IepBOM KOMMUYEeCKON omepoit Ysbekucrana «IIpogeaxn Maii-
capnl» C. I0gaxoBa. OT 1C1101b30BaHNs D9A€MEHTOB HApOAHBIX I1eCeH
U TaHIIEB, A0 CO3AaHII Tadepen SIPKIX ¥ CAMOOBITHBIX 0OPa30B.

[TpyHIIMIIEI MaKOMHOTO cMQOHMU3MA BIIEpBbIe TOAYUMBIIINE
passutue B TBOpuecTe M. TogxmeBa 1 IIpogOAKeHHbIe APYIUMU
KOMITIO3UTOpaMM ¥Y30eKucTaHa.

OtaeabHOTO UCCA€AOBAHMS 3aCAY>KUBAIOT BOIIPOCH CO3AaHNS
OPKeCTpOB HallMIOHA/ABHBIX MHCTPYMEHTOB, a TakK’Ke PeKOHCTPYKIINNU
(MoanduUKanM) MHCTPYMEHTAPUSL.

Karouesbie caoBa: Yseup laiigxeOeiian, ysbekckast orepa,
MaKOMHBINI CUM(QOHU3M, PEKOHCTPYKINMS HaIMOHAABHBIX WHCT-
PYMEHTOB, B3alIMOAEIICTBIE KYABTYP

Shoyista GANIKHANOVA
Doctor of Sciences in Art, Professor
State conservatory of Uzbekistan
E-mail: shoyagan73@gmail.com

THE SIGNIFICANCE OF UZEYIR HAJIBEYLI'S WORK
IN THE CONTEXT OF THE INTERACTION OF THE
MUSICAL CULTURES OF UZBEKISTAN AND AZERBAIJAN

The formation of national schools of composition in Central
Asia was influenced not only by the Russian tradition but also drew
on the experience of cultures united by common musical, linguistic,
and religious identities.
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Beginning from the last quarter of the 19th century, military
brass bands appeared in the major cities of the Turkestan region,
becoming the first conduits of Russian and European music. This
was followed by tours of academic musicians and theatrical troupes:

» 1891 — the French operetta troupe of Lassalle in Tashkent

¢ 1894 and 1898 — the Tiflis Opera

¢ 1895-1899 — Ukrainian musical-dramatic troupes

¢ 1907, 1910 — Russian impresario troupes

1909, 1912, 1913 - Italian masters of opera

Of particular note was the activity of the Tiflis Opera, which
staged major productions such as Aida, Faust, The Demon, Ivan
Susanin, Carmen, La Traviata, and The Queen of Spades.
Considerable success also accompanied the tours of Azerbaijani
artists, whose repertoire significantly influenced the development of
Uzbek musical theatre. During the five-year period of performances
in Tashkent (1911-1916), Hajibeyli’'s musical comedies If Not That
One, Then This One and Arshin Mal Alan, the musical drama Leyli
and Majnun, and the opera Asli and Kerem were repeatedly
performed, gaining great popularity among both Uzbek performers
and the general public.

The development of Uzbek opera, the formation of its genre
structure, principles of dramaturgy, thematic scope and imagery,
and finally the use of melodic material, were strongly influenced by
the achievements of Uzeyir Hajibeyli, the founder of Azerbaijani
classical music. His first national opera Leyli and Majnun (1907) was
reinterpreted in 1940 by the young melodist composer T. Sadykov in
collaboration with R. Gliere.

Numerous parallels can be observed between Hajibeyli’s
musical comedy Arshin Mal Alan, beloved by Uzbek audiences, and
the first Uzbek comic opera The Pranks of Maysara by S. Yudakov.
These parallels include the use of folk song and dance elements as
well as the creation of vivid and original character portrayals.

The principles of maqom-based symphonism, first developed
in the works of M. Tojiev and later continued by other Uzbek
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composers, also reflect Hajibeyli’s influence. Separate research is
warranted on the creation of orchestras of national instruments, as
well as the reconstruction (modification) of traditional instruments.
Keywords: Uzeyir Hajibeyli, Uzbek opera, maqom symphonism,
reconstruction of national instruments, cultural interaction
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UZEYIR HACIBOYLININ YARADICILIGININ OZBOKIiSTAN
VO AZORBAYCAN MUSIQi MODONIYYOTLORININ
OLAQOLORI KONTEKSTINDO OHOMIYYOTI

Morkozi Asiyada milli bastokarliq makteblarinin formalasmasi
tokca rus ananasinin tesiri ilo deyil, hoam da ortaq musiqi, dil ve dini
kimlikla bagli olan madaniyyatlarin tacriibasi asasinda bas vermisdir.

XIX osrin son riiblinden baslayaraq Tiirkiistan diyarinn
boyiik sohorlorinde harbi nofasli orkestr kollektivlori meydana
¢ixmis, rus vo Avropa musiqisinin ilk dasiyicilari olmuslar. Bunun
ardinca akademik musigqigilor ve qastrolcu teatr truppalari bolgaya
golmayo baslamisdir:

« 1891 - Tiflisa fransiz operetta truppasi: Lassalin golmasi

* 1894 va 1898 — Tiflis operas1

* 1895-1899 — Ukrayna musiqi-dram truppalar1

¢ 1907, 1910 — rus antrepriz truppalari

* 1909, 1912, 1913 —italyan opera ustalarinin qastrollar1

Xisusile Tiflis Operasinin faaliyyeti diqqestslayiqdir: burada
“Aida”, “Faust”, “Demon”, “Ivan Susanin”, “Karmen”, “Traviata”
va “Pikovaya dama” kimi iri seshna esarlari gosterilmisdir. Boyiik
ugur Azarbaycan senatcilorinin qastrollarini da miigayist etmisdir.
Onlarin repertuar1 6zbak musiqili teatrinin formalagsmasma miihiim
tosir gdstormisdir. 1911-1916-a1 illor arzinde Tagskentds Uzeyir Haci-
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baylinin “O olmasin, bu olsun” ve “Arsin mal alan” musiqili ko-
mediyalari, “Leyli vo Macnun” musiqili drami ve “Osli vo Korom”
operasi dofalarle sshnalasdirilmis, 6zbak aktyorlar1 ve tamasagilar
arasinda boytiik regbat qazanmisdir.

Ozboak opera sonatinin formalasmasi, janr strukturu, drama-
turji prinsiplori, movzu va obraz dairasi, nohayat melodik material-
dan istifade prinsiplari Azerbaycan klassik musiqisinin banisi Uze-
yir Hacibaylinin nailiyystlarine asaslanirdi. Onun 1907-ci ilds yarat-
digr ilk milli opera “Leyli vo Macnun” 1940-a1 ilde genc bastekar
T.Sadiqov terafindan R.Qliyer ils birlikde yeniden islonmisdir.

Uzeyir Hacibaylinin “Arsin mal alan” musiqili komediyasi ilo
0zbak musiqi madaniyyatinds boyiik sevilon S.Yudakovun ilk 6zbak
komik operasi “Maysaranin iglori” arasinda ¢oxsayli paralellor mov-
cuddur. Bu paralellar xalq mahni1 va rogs elementlarinden istifadeden
tutmus parlaq va orijinal obrazlarin yaradilmasina qodar uzanur.

Mugam asasl1 simfonizmin prinsiplari avvalco M.Tojiyevin ya-
radiciliginda inkisaf etmis, daha sonra diger 6zboak bastokarlari tore-
findon davam etdirilmisdir. Milli musiqi alatlari orkestrinin yaradil-
mas1, hamginin alatlorin rekonstruksiyas: ve modifikasiyast masoe-
lolori ayrica arasdirmaya layiq movzulardir.

Acar sozlar: Uzeyir Hacibayli, 6zbok operasi, mugam sim-
fonizmi, milli alatlorin rekonstruksiyasi, madaniyyotlararasi alaqge
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