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AZERBAIJANIAN
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THE PUBLICATION IS DEDICATED
TO THE 100t BIRTHDAY ANNIVERSARY OF
THE GREAT CARPET DESIGNER
AND SCHOLAR

LATIF KERIMOV
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Latif Karimovun 100-illik yubileyina hasr olunmus “Azarbaycan xalca sanati” movzusun-
da IV Beynalxalq Simpoziumun kegirilmasi béylk alim va rassamin xatirasina layigli tohfadir.
Onun tarafindan asasi qoyulmus Azarbaycan xalga sanatinin tadqiqi xalca sanati (zra Gmum-
dunya elminin tarkib hissasidir.

Kitabda “Azarbaycan xalca sanati” mévzusunda IV Beynalxalq Simpoziumun materiallari,
elaca da Latif Karimovun 6z elmi irsindan se¢malar toplanmisdir
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The 4th International Symposium on Azerbaijanian Carpet Art, which is held in the framework
of Latif Kerimov's 100th Birthday Anniversary, is a worthy tribute to the memory of the great
carpet scholar and designer. The study of Azerbaijanian carpet art, the background of which has
been founded by the scholar, is an integral part of the world scholarship on carpetmaking.

In the publication, papers of the 4th International Symposium, as well as articles from the
scientific heritage of L.Kerimov are presented.
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Eiie B 1983 roay KOHECKO Bbicoko oLeHwa Kynstypy AsepbaimkaHa 1 A3epbanipKaHcKinmi
KOBEp — HEOTbeM/IeMyHO YdCTb 3TOV KysTypbl. OpraHn3aLiys crand UHALMAaTopoM rpoBeaeHus B
Baxy | MexayHapoaHoro cuMnosnyma «Kosposoe nckycctBo Boctokay. JlorndeckM npogorke-
HveM nepBoro ¢opyma B AzepbariipkaHe crano rposegeHue no ee uHuumarvee Il v il aamnosu-
yMOB, paboTa KOTOpbIX 6bl1a MOCBSILLEHA a3epOanipkaHCKoMy KOBPY.

B cBsi3u co 100-neTvieM 13BeCTHOro BO BCeM Mupe a3epbaipKaHCKOro KOBPOBEAd, XyLAOX-
Huka v ydeHoro Jistuga Kepymosa KOHECKO crano nHMUmMaTopoM vi OpraHM3atopoM rpoBese-
Hus B [Napwke B peBpane 2007-ro rona asTopcKow BbICTABkA 1 IV cMrio3unyMd, NoCBsILLeHHOro
asepbaipkaHcKoMy KOBPY, Ha KOTOPOM MpeacTaBieHb! cieaytoLLye AoKAaab!:
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HarnpionaneHas akazemus Hayk, baky, AsepOaiimxan
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- Pacum Ddennun, akafieMHK, JOKTOP UCKYCCTBOBECHMS, AUPEKTOP
MucruTyTa apxuTeKTyphl M HCKyccTBa, HannonanbHas akageMust Hayk,
baxy, Asepbaitmxan, Torpyn Ddenau, KaHAUAAT HCKYCCTBOBEIEHHS, CT.
HAYYHBIN COTPYAHUK MIHCTHTYTa apXHUTEKTYpbI 1 HCKYCCTBa,
Harmonanenas akanemus Hayk, baky, Asepbaitpkan
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- Bengen P.Cpan, CIIIA
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- Enena Iapesa, noxrop uckyccTBoBeneHus1, Myser aHTPOIIONIOIMH U
sraorpacdun um. [lerpa Bemkoro, Poccurickas akagemus Hayk,
Cr.-ITerepOypr, Poccus

84. «Hcrounmku cosnanms xoBpa «Jlennn» — Illax-Hame, HApOAHBIE CKA3UTETH
M HKOHOCTAC»
- Pobept Yenrmnep, rmaBubiit accorparuBHbii wieH Kowtemxa CB. AHTOHUA
Oxcdoprckoro yrnsepcutera, wieH Pocchiickoi akaneMuu Hayk,
Jlonnown, Berukobpuranus

90. «AsepbaiipKaHckue 6e3BOPCOBbIE KOBPOBBIE U3/, UCIIO/b3yeMble VIS
XPaHEHHUS - Y30PblI U aTpHOYIIHs»
- Iepbept Oxcnep, Benemapxk, Iepmanus

98. «lepuc: ero mecto B a3epOariPKaHCKOM KOBPOTKAYECTBE»
- MBan IanTo, 1€KTOp 11O MCIAMCKOMY MCKYCCTBY, YHHBEPCUTET HayK HM.
Eo6tvos Lorand, Bynanemr, Benrpus

106. «AsepbaiiKaHCKUIT KOBEP B KOHTEKCTE STHOKY/IBTYPBI HAPOIa»
- Poris Truesa, joxTOp McKyccTBOBeneHuUs, JocynapcTBeHHbIN My3eH
azepbaitukaHckoro kospa uM. Jlaruda Keprumora, baky, Azepbarimkxan

112. «CxoncTBO XyH0KeCTBEHHBIX 0COOEHHOCTEH a3epOaiPKAHCKHUX 1
AHATOMHCKUX KOBPOB»
- Bexnp [lenns, npodeccop, Oretickuit ynusepcuret, Mamup, Typuus
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- Muna Haponunxas, npodeccop, CeBepo-sananusiit yausepeutet, CIITA

136. «CpaBHHUTE/IBHBII aHATH3 HEKOTOPBIX KOBPOBBIX a7leMeHTOB M3 A3epbarikaHa
u Typkmennn» - Hapmuna Taruesa, kanauar HCKycCTBOBEICHH S, AOLIEHT,
CT. HAy4YHBIN COTPYAHUK MIHCTUTYTa apXUTEKTyphbl M MCKYCCTBA,
HaumonanbHas akagemus Hayk, baky, AzepGarimkan
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Wnaxa baxrasapu, Tabpus, Mpan

« Xalca “Suraxani” Baki, Azarbaycan. XIX asr. Azarbaycan Xalgasi va Xalq Tatbigi Senati Doviat Muzeyi

« “Surakhani” carpet. Baku, Azerbadijan. 19th century. Azerbaijanian Carpet & Applied Art State Museumn

3 9 .
CA




v Xalca "Qimil”, Qubag, Azarbaycan. 1320 hicri/1902-ci il Azarbaycan Xalcasi va Xalq Tatbigi Sanati Dévi

. ot Muzeyi
v “Gimil” carpet, ra )
pet. Guba, Azerbaijan. 1320 Hijra/1902. Azerbaijanian Carpet & Applied Art State Muse
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Diinyanin sayilan, niifuzlu toskilatlarindan biri olaraq YUNESKO-
nun missiyasinin asasini adalatli, ganunculugu vo in-san hiiquglan-
na hormati tomin etmoak namino xalglarin genis omokdashginmn in-
kisaft zomininds insanlanin sturunda siilh ideyasini, timumbasori
doyorlori méhkomlondirmok toskil edir. Bu togkilatn ¢agdas foaliy-
yatinin bir-birindan asih olan prinsipial istiqametlori mohz belo etik
missiya ilo aslanmusdir — stilh, beynolxalq garsilight anlasma, insan
hiiquqlanina v asas azadliglara hormat; insan vo comiyyatin qarstligls
miinasibatlori nazaro alinmagla, homroy imumdiinya inkisafi vo mil-
li inkisaf; insanin tobistlo yeni oxlaqi minasibatlori zominindo otraf
miihitin qorunmas.

YUNESKO diinya madoni sarvatlorini har ctir tahlikadon qoruyan
Inamli vo Sdalstli Miihafizdir. YUNESKO 6z solahiyyatlori corcivasindo
ideya vo nailiyyatlorin miibadilo markazi, gtizost zominindo dialoqun
vo baxislarin yaxinlasmasinin slagalondirici, dovlotlor arasinda qarsi-
ligl — faydali amoakdasliq meydani, bo-soriyyat tictin yeni global prob-
lemlorin hallinin novatorluq manbayi vazifosini yerino yetirir; biitiin
bunlarla da milli, regional imkan yaradir.

Diinya madoaniyyatine son doraco qayg ilo yanasan bu toskilat
halo 1983-ct ilds yiiksok doyarlondirdiyi Azorbaycan madoniyyatinin
asas qolu olan Azorbaycan xalcasina hosr olunmus Beynolxalq
Simpoziumun kegcirilmasi tictin ilk tasobbtis gostordi vo bu boytik
isin yardimgist oldu. Baki soharindo diinyanin bir ¢cox 6lkslorinin
miitoxassis alimlorinin istiraki ilo “Sorq xal¢a sonati” mdvzusun-
da I Beynolxalq Simpozium kegirildi. Azorbaycan xal¢asinin inkis-
afi, badii texnoloji xtisusiyyatlorinin arasdirilmast vo golocok inkisaf
perspektivlorine hasr olunan II Beynolxalq Simpozium iso 1988-ci
ildo kecirildi. Azorbaycan xal¢a sonatinin yeni inkisaf morholosi vo
xalq totbigi sonatine hasr edilmis 2003-cti ildo III Beynalxalq Simpo-
zium da onlarin davami oldu.

Gorkomli xalcact rossam vo alim Latif Korimovun anadan olma-
sinm 100 illiyinin geyd olunmast ilo slagadar 2007-ci ildo Parisdo
kecirilocok sorgi vo IV Simpozium da YUNESKO-nun tosobbiist ilo
mohz Azorbaycan xalcasina hasr olunacaq.

Biz — diinyanin inkisaf etmokdo olan, 6z zongin madoniyyati,
stilhsevar niyyati ilo beynalxalq miihitdo niifuzu olan bir 6lka, bir xalq
olaraq YUNESKO taskilatina Azorbaycan madoniyyatine gostordiyi
diggat vo gaygiya goro 6z dorin minnatdarligimizi bildiririk.

Obiilfas Qarayev
Azarbaycan Respublikasinin Madoniyyat vo Turizm Naziri




» Xalca “Pirabadil”. Quba,
Azarbaycan. XIX asrin sonu.
R. Mustafayev adina Doviat

Incasanat Muzeyi

» “Pirabadil” carpet.
Quba, Azerbaijan. Late

19th century.
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The principal mission of UNESCO, one of the most trustwor-
thy organizations in the world, is the fostering of ideas of piece
and humanism among people on the basis of development of
wide cooperation between nations for ensuring justice, legitima-
cy and respect for human rights. The Organization’s main inter-
dependent directions of activity are connected with following
ethical missions: piece, international mutual understanding, hu-
man rights and respect for basic freedoms; the joint world and
national development in view of mutual relations between per-
son and society; the protection of environment on the basis of
new ethical attitudes of person towards nature.

The UNESCO is a fair and reliable guarantor in the matter of
protecting the world’s cultural property. Within the framework
of its functions, the Organization performs following roles: the
center for the exchange of ideas and achievements in various
fields; the stimulator of dialogue and mutual approachment of
various points of view on the basis of compromises; the place
for mutually advantageous cooperation between countries; the
source of innovative ideas for solving new global problems of
mankind. Moreover, it enables the greater mobilization of intel-
lectual resources at national, regional and world levels.

Paying the large attention to the world culture, the Organi-
‘ zation took the first initiative and assisted in the work on realiz-

ing an international conference on Azerbaijanian carpets in 1983.
The 1st International Symposium on the Art of Oriental Carpets
was held in Baku, in which many scholars from different coun-
tries participated. The second symposium held in 1988 was ded-
icated to the study of artistic and technological features and the
future development of Azerbaijanian carpets. The 3rd sympo-
sium held in 2003 covered new trends in the art of Azerbaijanian
carpets and traditional applied arts.

In connection with the 100th birthday anniversary of the out-
standing Azerbaijanian carpet scholar and designer Latif Keri-
mov, the personal exhibition and 4th International Symposium
on Azerbaijanian carpets will take place in 2007, in Paris, under
the aegis of UNESCO.

On behalf of Azerbaijan and its people, I express deep grat-
itude to the Secretariat of UNESCO for the attention and care
paid towards our culture.
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LOTIE
KORIMOV

Azarbaycan xalq rassami

B e S S TR 0','

PR s aa s Be et E A gn it

e - R Azarbaycan xalcasinin
inkisaf tarixindoan

Xalcacihigin yaranmasindan danisarkon, istordim
basoriyyatin erkon ¢aglarindan baslayim. Xalca yun,
pambiq, ipak vo basqa materiallardan hazirlanmis
iplordon ibaratdir; ip na qador burulubsa, bir o
godor do mohkomdir. Bizim qodim acdadlarimiz
amok vo yaxud ov Uglin alatlor hazirlayanda, on-
lar1 lifli bitkilordon sldo edilmis kondir vasitosilo
baglayarkon, bu biliklorindon praktikada istifado et-
moyi bacarirdilar. Cox illor orzindo onlarin amoli toc-
riibalori artdi vo askar etdilor ki, ipin mohkomliyi,
onun burulma doracasindan asihidir.

Ocdadlarimiz 6zlorini soyugdan qorumaq Ugtin
ayinlorino heyvan dorisi geyirdilor. Sonralar on-
lar dork etdilor ki, heyvanlarin yunu giymotli al-
ternativdir vo onlar yunu oayirmok vasitosilo ip
diizoltmoyo basladilar. Amma buna baxmayaraq,
hérma va toxuma yalniz ¢oxlu tocriiba vo sohvlorin
uzun bir dovriindon sonra meydana goldi. Cox ola
bilsin ki, model kimi ilkin olaraq hortim¢ak toru
gotiiriiliitb. Bu niimunays osaslanaraq ocdadlarimiz
gamus vo budaqlardan hasarlar, hasirlor, daldalan-

- 4 Xalga "Simurqla ejdahanin doydsd”. maq vo qorunmagq {iciin ortiiklor vo basqa osyalar

el dn e % azax, Azarbaycan. XV asr. s ok ; T ‘ ;
ST e 0 M g P o fo i hora biliblor. Elo bu metoddan istifado edarok on-

- Y Incasanat muzeyi, Berlin oS e

lar lifli bitkilordon baliq¢iliq tictin torlar hazirlayib-
T g S VO 4 "Simurg Fighting with Dragon” carpet. ar. 7 AT /i e ; e it n e T
RN B A TS SR o T e lar U7ulr1.zdman orzindo muxtalif hormo t(.Xﬂ.lkcl
SR i sindan istifade olunub vo toxuculuq dozgahi icad

Museum of Arts, Berlin

12
13




4 Xalca “Seyx Safi”. Tabriz, Azarbaycan. 940 hicri/1539-cu il. Viktoriya va Albert muzeyi, London

4 “Sheikh Safi” carpet. Tabriz, Azerbaijan. 940 Hijra/ 1539 AD. Museum of Victoria and Albert, London

olunub. Tadricon acdadlarimiz aris vo arqacin toyinatini vo belsliklo do, toxu-
culuq t¢tin vacib olan ilk sortlori kasf ediblor.

Astlor boyu toxuculuq senati inkisaf edib. Bu inkisaf dovrii arzinds miix-
tolif alotlor ixtira olunub. Sonralar acdadlarimiz dork ediblor ki, onlar 6z
evlorini soyuq hava vo namislikdon qorumaq tgctin, dozgahda toxunma do-
somo oOrtliklori hazirlaya bilorlor. Bu, kobud parcalarin toxunmasina gatirib ¢1-
xardi vo bu parcalar da 6z ndvbasindo get-gedo daha nazik vo miixtalif ciir
olmaga basladi. Artiq, cox sonrak: bir morhalodo xovlu xalcanin toxunma
texnikasi ixtira olundu.

Xovlu xalca vo xovsuz parcalarin uzun inkisaf dovriint dord asas dovro
bolmak olar:

Birinci dovr. Bu dovr orzindo hasirlorin, palazlarin, sallarin, daha sonra-
lar iso cecimlorin toxuculugu inkisaf edib. Cecimlor sado arqac sarima texni-
kast vasitosilo toxunurdu, yoni arqac iplari aris iplorinin strafina ucdan uca
sartnirdi. Bu dovriin iplori ilk vaxtlar birrongli vo naxissiz idi. Cox sonraki
morhoaloda sado xatlor va zolaglar toxundu. Naxislar muxtalif tobii calarlar
olan yun vasitasilo toxunurdu.

ikinci dovr. Ikinci dovr orzindo xalcaciliqda boyiik badii sicrayis oldu.
Bu dovr mahir xalcaciligin ilk dovri adlandirila bilor. Kilimlorin toxunma tex-
nikasi, yoni xalcaciligin sonraki miirokkablosma dovri istigamatindo atilan
mihim addim — “murakksb toxuma texnikas:” icad olundu. Bu texnikanin
koémayi sayasinds toxucular xalcada sado vo asas naxiglart yarada bildilor.

Uciincii dovr. Bu dovr arzinds novbati tip xalcalar tictin toxuculuq tisulla-
r1 meydana goldi: soddo, zili, vorni vo sumax, basqa sozlo desak, arqac sarima
prinsipli cox genis yayilmis sado vo miirokkob texnikalar. Buna goro do bu dévr
mabhir xalcaciligin ikinci dovri adlandirila bilor. Arqac sarimanin miirokkob tex-
nikast daha miixtolif dekorativ elementlori totbiq etmoys yol verirdi. Ilk dofo bu
texnika xalcaya giymotli metal vo das-qas hormoyo imkan yaratdi.

' Dérdiincii dovr. Dordiincti dovr orzindo xalcaciliq 6ziintin texniki vo badii

inkisaf zirvosino qgodom qoydu. Xovlu xalca texnikasi icad olundu va sonra da

inkisaf etdirildi: ovvalco arqac sarima texnikasi, ardinca iso qullabi ilma.

‘ Texnika. Qullabi ilms texnikast elo bu giiniin 6ziindo do cox maghurdur.
Basqa texnikalarin oksino olaraq, o, clirboctir motiv vo kompozisiyalar tortib
etmok ticlin daha rahatdir. Metal alotlorin, xtisusilo do gaycinin meydana
golmosi, bu texnikada toxunan xovlu xal¢alarin hazirlanma prosesini olduqgca
yaxsilasdirdi.

Altay daglarinda arxeoloji qazintilar zamani sovet alimlori besinci pazirik
kurganindan e.a. 6-5-ci asrlorin xovlu xal¢asini tapmuslar vo bu xalca nisboton
yaxst gqalmisdi.! Bu siibut edir ki, yuxarida adi ¢okilmis toxuculuq texnikasi
xristian toqviminin meydana golmasindon artiq ¢cox qabaq malum idi.

1 Professor Rudenko va basqa ekspertlor bu xalcani fran xalcaciliq ononalorino
aid ediblor. Buna baxmayaraq, monim sobsablorim var ehtimal edim ki, o Morkozi Asiya
tiirklorine aid edilmalidir. Asagida men 6z hipotezamin biitiin toraflorini nozorinizo
catdiracam.
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Monim tosvir etdiyim dérd osas inkisaf dovrii o demok deyil ki, dordiincii
dovrs nail olmagla xalcaciliqda toroqqi sona catdi. O, inkisaf etmokdo vo ta-
rixi hadisalorin tasirine moruz galmaqgda davam edirdi. Bozi regionlar tonazziil
dovriinti yasamisdi ve bunun da ardinca dircalis dovrii golirdi. Etibarl tarixi
manbalora asason, 5-6-c1 osrlor arzinds Azarbaycanda yiiksok keyfiyyotli xal-
calar istehsal olunurdu. Mashur Gin sayyahi Syuan Teank eramizin 7-ci osrinin
birinci yarisinda irana golorkon, yazirdi ki, Azorbaycan cox boytik xalcaciliq
morkozidir.! Sasanilor hakimiyysti dévriindo Azarbaycanda giymaotli das-qas-
larla bazadilmis xovsuz xalcalar istehsal olunurdu.

7-ci osrin ortalarinda Azorbaycana arablor soxuldu. Doxsan il miiharibadon
sonra, sokkizinci asrin 30-cu illorinds arsblor Azarbaycani biitovliikle zobt
etdilor. Azorbaycanin shalisi islama yonaldildi.

Orab tosiri tokco dil, adobiyyat vo musiqids deyil, hom da tasviri incosanot
vo pesalordo, xiisusilo do xalcaciligda 6ziinii yetorinca doqiq gostorirdi. [s-
lam dini heyvanlari tosvir etmayi goti surotde qadagan edirdi. Amma bu ya-
saq badii inkisafa mane ola bilmir, oksino, miixtalif ornamentli obrazlarin,
handasi ornamentlorin vo xottathgin inkisafin1 daha da stirotlondirirdi.

Bu ciir soraitlor xalcaciligin texniki cohatdon inkisafina vasitoci oldu vo
xalcaciligin o vaxt nail oldugu yiiksok keyfiyyot soviyyasine xolol gotirmadon,
xalcalarda yeni naxislar tosvir etmoayo imkan verdi. O vaxtlar 6z inkisafinin
halo do erkon marhalssini yasayan arab xalcaciliq sonati Azorbaycanin tosiri
alunda cicoklonirdi.

Motabar tarixi monbalor tutarli osaslar verir ki, iplik vo parcalar ticiin qirmi-
z1 boyanin “kermes” adlanan, xirda qumizi béeaklordon hazirlandiging ehtimal
edok. Azorbaycanda sakin olan bu hasoratlar palid qabigs ilo gidalanirlar.

10-cu asr orab cografiyastinast ibn Aukal yazib ki, bu hasorat ipakqurdunu
xatirladir. O gostorib ki, Kiir caymnin Xozor donizino tokildiiyii yerds (bu giin
Azarbaycandaki Neftcala rayonunun bir hissasi) Albab adlanan boytik ada
var vo orada kermes bocoklori maskundur. Bu bécoklori yigmaq Uclin oraya
Bardadon adamlar gedirlor.

Tadqiqatci, soyyah vo ibn Aukalin miiasiri 9l istohri geyd edib ki, kermes
Boardadon Hindistana ve basqa 6lkslors ixrac edilirdi.

Elo homin osrdo Mukaddasi yazib ki, kermes — yerdon yigilan hasorat no-
vidir. Qadimlar bu bocaklori tunc qaba yigirlar, sonra onlart sobada qurudur-
lar. Bocaklar keci yunundan, ketandan, qoyun yunundan vo ipakdon hazir-
lanmus parcalarin boyanmasi ticiin istifads olunur.

15-ci asro moxsus “Nuzhat ol-Kilub”un miisllifi Homdulla Qazvini'yazirdi
ki, Marand sohorindon conubdak: zonada (iran Azorbaycaninda) kermes ad-
lanan bocoklor var. Bu bocaklori baharin son hoftolori yigmaq lazimdir. Onla-
r vaxtinda yigmayanda, 6z baramalarindan cixir vo ucub gedirlor.?

12-asr arob cografiyasiinast l-Ondslusi 6ziintin “Tufat ol-slbab” asorinda

I Ketabe Xonore Iran, prof. Gedar, soh. 471, torctims B, Habibi, Tehran.
2 Nuzhat ol-Kiilub, sah. 28
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yazirdi ki, bu adalardan birinin ad: Siyakuh (Qara dag) idi. Bu, gox}:nk!)lulaq!a-
r1, agaclari vo bol igmali suyu olan boytik bir adadur. Q.rada basga 6lka alr? ix-
rac olunan kermes var. Ada Xozor donizinin sorq Sahl-ll' ya>‘<mhgmda }ierdz?_@lr’.
Yuxarida adi ¢okilon menbalorin hamisinda g(’jst?nllr ki, Azarbayca-n a sa-
kin olan kermes hasoratt 10-cu asro qadar artiq fizuna tox.uc.ularm ldqugctll:n
colb elomisdi vo qirmizi boyanin hazirlanmasi i'lg}ln ondan 1st1leq? olfmu“rk’ r._
“Barrasixae tarixi” antologiyast' tosdiq edir ki, Avropa termini O a{nb d
min” — “kermes” soziindon amoalo golib. Bu giin Azarbay“can toxucx; vo O};:é
cilarinin islotdiklori “qurd” sozi, farslarin “dane’.", }Ia da “dene” sozlori vo
dilindaki “kosenil” (Perennis Linn) — “kermesi’ §ozun9 L'l.ygundur. e
Qirmizi boya bu hasoratdan ya da ki, torkibindo tabii b.o.yaqdm{ taf‘lk i
boyaqotu (marena) kokiinden olds edilirdi. Amma 1870-ci illorda sin iilf =
yayict alizarin maddosi tapilandan sonra, {{ermes Vo boya(flotlunundi::
azaldi, ctinki onlardan boya hazirlamaq tictin cox omoak sorf o un.u‘r S i
9—10-cu asr manbalaring asason, Azarbaycan toy.iuculuq angnasT inco e
miistoqil formast kimi artiq yiiksok saviyyaya rl?.ll o}mus‘.du vr-,; artiq Fry
avval biitiin diinyada meshur idi. Todqiqatlar gostorir ki, Azor )a}'}iialr?k <o
calar (palaz, kilim, zili, vorni, suxlnax)dgoxclluhsayqist:;)lzitilcgurdu, ustali
i i vo Orta Sorq Olkoalorindon daha yu : '
SQV;YKi?I\Za}i;ci asrlardsa ;laharlar toraqqi etdikca, Azarbflyca.ndad dekorgzx
sonatlor do inkisaf edirdi. Bu dovr orzinda tox.ua.lluq, XL'lsusﬂ.a‘ be yur?arda
vo ipakdan xovsuz vo xovlu xalcalarin distehsah inkisaf etdi. Xarici baza
xalcalarina olan tolobat artd. =
Azglrl;?c};czrslrde gmemarhq, incosonat vo xalcaciliq inkisaf edand;z,) hanizl:tn;
xottathiq sonati, xtisusilo do kufi srifti cicoklonmoyo b?§lacri)1. r;liarilng L
(nobati) naxislar icad olundu. Kufi sriftlor $orq ornamentine ! QTzczi)gny .
onlara uygun goldiyino gora, o, ornamental incosonatda, o cimlodan, xalc
isti olundu. 5
gh(gz—lcli?tlgﬁc?a Asiya vo bazi qorbi Avropa C‘)lkf;lari kimi, Aze?'rlll)(a}llca.n 1dzi
mongqol ordasinin basqinina maruz qaldi. Ba.sqm isgal olunmt’1§bo :E;lgmj_
tisadi vo madani inkisafina olduqca boyiik ziyan vur.du. Amn.lcli’ Llrl i s
yaraq, azorbaycanl sonatkarlar hotta bu ggtln §9ra1tclla q:; 15 ‘Zir'nazt facd
etdilor. 13-cii asrin axirlarina vo 14-cii asrin avvallorino 1qt1‘szll ’1};?/ i
halina gayitmaga basladi. Mongqollar torofindon dagidilmis §? 1‘.9r :ikarlar %
yenidon tikilmoyo basladi, basqa ('l')llflallarda siginacaq tapmis son
iso votona gayitmaga basladilar. ; Wl
rgsii[?:lzgoa hakimiy?fazli zamani boyik orazi bir reglonz?‘ zlrl’?i(l»l::zlj;
Azorbaycanda isa ¢oxlu rassam vo sonatkar moskunlasdi ve'.nat}cj :i/ e
boyiik mistoqil incosonat Mgktabilnin :,Q?as;. qu;:l;l;r.bg;ztrll 19?;& ::m dm{yada
soyyah Marko Polo “Darband — Ka uqa" oslinda ; it i
‘ .. xalcalart vo qilinclart istehsal edon coxsayl sonotkarla &
f::rtll:la ?gls):irrgil(?irb,. Bugnunla beclle, Azorbaycan Xulagi xanin ordusu torafindon

1 Barrasixae tarixi, Tehran, 1349, 3, soh.92
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isgal olundu. Xulaqi bu 6lkayo boyiik maraq gostordi vo Urmiya goliiniin
duzlu sahillori yaninda yerloson Tobrizi éziino paytaxt secdi.!

O vaxun tosviri vo dekorativ sonatlori Uzaq Serq incasonstinin tosirino
moruz qalsalar da, yerli Gslub soviyyacoe daha yiiksok oldugundan, bu tosir
todricon azalirdi. Xottathq sonati adabiyyat, memarliq vo dekorativ sonatlorlo
vahid sokildo inkisaf etmokdo davam edirdi. Gozal xottathgin komoayi ilo ki-
tablarin izt kocurilir vo zorif naxislarla bazadilirdi. Homg¢inin xalcaciliq in-
kisaf edirdi. Yun quthigi ucbatindan yalniz palazlar, kilimlor vo basqa xovsuz

( momulatlar hodsiz sayda cox istehsal olunurdu. Xammallardan kifayat gador
tapila bilon yalniz keci yunu va katan olunduguna géra, bu mamulatlar cox
kobud vo naxislar1 yetorinco sado idi.

Qoyun va dova yunundan bir neco gozal, yiksok keyfiyyotli xovsuz vo
xovlu xalcalar istehsal olunmusdu. Amma onlar soxsi istifado tictin nazords
tutulmamus, aslindo, monqol sorkardslorinin sifarisi ilo toxunmusdu. Mongqol
| ordusu komandirlorinin gaddarligi xtisusilo Mokan vo Kabistan xalcaciliq
morkazlorindo 6ziinl gostarirdi. Mongollar sanatkar va tacirlori qoruyur, on-
lara xtisusi imtiyazlar verir vo 6z soxsi manfoatlori ictin onlarin bacariglarinin
inkisafina komok edirdilor.

Yerli xalcacilarin say1 olduqgca artmusds, ¢tinki salcug, monqol va teymurilorin,
homgcinin 10-cu vo 15-ci asrlor arasinda Azorbaycanda maskunlasmis Agqoyun-
lu vo Qaraqoyunlu tayfalarinin icindo coxlu sayda tiirkdilli toxucular var idi.
Noticado, Azarbaycanda xalcaciliq inkisaf vo toraqqi etmaya basladi.

14—15-ci asrlor orzinda dekorativ sonatlor (xtisusilo do ornamental sonatlar),
inkisafin oldugca moshsuldar morhslosini yasayirdi. Azarbaycan rossamlari
Bagdad, Gorat, Moshod vo sonralar iss Siraz, Istanbul, Hindistan vo s. kimi
rossamliq markozlori ilo ¢cox six madani alagalar saxlamaqgda idilor.

ilhanilor siilalosi zamani Azorbaycanin dekorativ sonstlori uygur modoniy-

A I L Tl S T L . E—

yotinin tosirine moaruz qaldi. Bu tasir alalxiisus ornamental sonatlordo 6zi-
ni gostordi. Amma bu, adi ¢okilon sonat névinin inkisafina mane olmadi.
Oksina, onun yerli motivlora daxil olmast naticasinda, “ov¢uluq”, “bulud” vo
“ojdaha ilo doylison simurq” kimi g6zal kompozisiyalar yaradildi.

Salcuglar stilalosi zamani “xotai” naxist daha da tokmillosdirildi vo tokco
xalcaciligda deyil, kitab vo memarligin bazadilmasindo do genis istifado olun-
maga basladi. Bu ornament o dévriin miniatiir rossamligindan basqa, dekora-
tiv sonatdo do asas elements cevrildi.

15-ci osrin ikinci yarisinda Azoarbaycanda xalcaciliq asasl dayisikliklorlo
tizlosmoali oldu ki, bu da xtisuson xovlu xalcalara 6z tosirini gostordi. Sabit
galan — iki tip naxis oldu: handasi vo nabati. “Soko bandlik”, “locok-turunc”,
“ofsan”, “islimi bandlik”, “xotai” vo “bandi-rumi” kompozisiyalar: todricon
tokmillosdi. Eyni vaxtda meydana original hasiys naxislari goldi: “gol-bandlik”

|
s
|
I
|
|
i
|
|

vo “agacll”. Bu era arzindo Azorbaycan xalcalar tez-tez Avropa rassamlarinin FEEAA BT R S s
coxunun rasmlarindo tasvir olunurdu. sty g e
 Pictorial carpet. Tabriz, Azerbaijan. Second half 16th century.
e ' Budapest
1 V. Sklovskiy, Marko Polo, Baki, 1973, soh. 43 Museum of Applied Art, P
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No gador ki, badii inkisaf on ovval texniki toroqqi ilo, basqa sozlo desok
toxuculuq texnikasinin sadodon miirokkobo dogru harakati ilo miioyyon olu-
nurdu, bu proses 15-ci asrin ikinci yarisinda doyisildi. Hoddon artiq cox yeni
nax‘%§larm meydana galmosi naxis yaradiciligs U(;(:m yeni ilham yaratdi kiy bu
da 6z névbaesinda yeni toxuculuq texnikalarmm'inki§afma tosir etdi. ’

. 16_.0 asrin birinci yarnisinda xalcaciliq sonati yiiksok badii vo texni-
%{1 saviyyaye nail oldu. Bu dovrds badii cahatdan bitkin xalcalar yundan
ipokdan va xiisuson do qizil vo gumus saplardan hazirlanirdi. e :

16-c1 asrdo Sofavilarin meydana ¢ixmast vo vahid Azorbaycan millatinin
formalasmas: ¢lkenin iqtisadi inkisafina muisbat tesir etdi. Rusiya vo basqa
Avr?pa Olkslori ilo iqtisadi vo siyasi olagolordo gedon islahatlar élkgi?n
baFln inkisafina misbot tosir edirdi vo bu zominds xalcaciliq sonoti 6z
{ngkemmelliyinin gorlinmamis saviyyasine catmisdi. Bu dévrds tokca sarayla
G¢tin deyil, ham da mascidlor, mabadlor vo basqa ziyaratgahlar tictin IIQZQYI‘d :
tutulan ¢ox gozal xalcalar hazirlanmisdi. Bu dévriin xalcalari — diinyanin oi
illl'izey'larinda sorgiloro qoyulmus osl senst asarloridir, masslon, Londor(fun
Sl; li?;ii/a va Alberta Muzeyinds saxlanan “Seyx Sofi” xalcast (“Ordobil” xalca-

Elo bu asrdo do Azorbaycanda iki tizlii xalcalar meydana goldi. Onlarin
t(?XL.l.nr}la texnikasi adi xalcalarinkindan qat-qat miirakkab idi. Xaléanm hor
Ellrr :zzpﬂn Oz xiisusi nsx1§1 vo rong kompozisiyasi var idi. Osas etibarils, on-

adim saray vo mabadlari i i ' i :
S r}l/urdular. lorin zallarii birlosdiron qapi yerlorinda pordo ki-

15-.Ci vo 16-c1 asrlordo Azorbaycanin on gadim soharlorindon biri olan
Ordobil, Tobrizdon sonra 6lkenin ikinci rossamliq morkozi oldu. Ssharin de-
korativ sonatlori, xtisusilo do xalcacihq ytiksok soviyyayo gatn;1§d1 Fransiz
sgyya111 Tavrenyenin geydlorina asason, Srdabil tokcs carin gabri ile; moshur
deyildi, o ham do incosonat vo peso asyalarinin ticarati, xtisuson do 6z xa§l a-
(;l.l'lglnm ylksok soviyyasi ilo taninirdi.! Mashur sonstkarlar miixtolif sabeblgrg
goro Ordobili tork etmis, Tiirkiyos, Hindistan, Semargond vo Sfganistanda
S:lagsrl'(unlagmlg,d1la1, onlar orada 6z sonatlorilo masgul olmaqda davam edir-

1544-cti ildo Hindistanda bas veron daxili igtisaslar orofosindo hind sa-
hi Naser od-Din Muhammoad, Tahmasib sahin yamﬁda siginacaq tapdi §O
homin vaxt yiiksok inkisafa nail olmus xalcagiligla hadsiz maraqlanmaga .ba ;
lad1 Evo qayitmazdan avval o, Ordobil va Tobrizdon 6zii ilo bir neco rassar§n
gottirmasi tictin Tohmasib sahdan ona izn vermosini xahis etdi. Tahmasib sah
onun xahisini yerino yetirdi. Elo bu sebabdan do 16-c1 osrin sonunda\ tu§ k
baf” xalcalar1 Hindistanda mashurlasmaga baslad:. i

B.u .yerde mon, bitlin diinyanin xalcacihiginda dorin kok salmis “tiirkbaf”
terminini izah etmok istordim. Cox asrlor boyu Azorbaycan 6z qonsular ilo

1 Ismayil Dibac, Raxnamaye ass ey

smay ac, Raxnamaye assare tarixiye Azarbavc: S ;
- ) arixiy orbaycane sarc obri; g A
(fars.) ) sarqi, Tobriz, 1334, soh. 57
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six olagolor inkisaf etdirmis vo foal sokilde rossamliq tocriibasi muibadilosino
calb olunmusdu. Bu madoani olagalor bir neco badii formanin uygunlasdiril-
masina gotirib ¢ixard.

Xalcalarin, xiisusilo do “qafgqazinki” kimi moshurlasmis xovsuz xal¢a vo
parcalarin doxsan faizi oslindo Azorbaycaninkidir. Onlar Qafqazda, Tirkiyado
vo iranda xalcaciligin hom texniki, hom do badii cohatlorino glicli tosir
gostormislor.

Conubi iranin Koman sohorinin coxsayli emalatxanalarinda, Xorasan
oyalatinda vo 6lkonin simal-sorginde, onun Qonabad, Kain, Bucnurd, Torsiz
(bu giinkii Qasmar) soharlorindo vo xtisusilo do Mashaddo xalcacilar asason
“farsbaf”, yoni “fars ilmosi” texnikasini totbiq edirdilor. Qalin ipdan toxunmus
bu xalcalar adaton qalin vo kobud idilor. Bu emalatxanalarda halo bugiino
goder azorbaycanli ustalar calisirlar. Onlarin istehsal etdiklori parcalar yiiksok
texniki vo badii keyfiyyato malikdir. Bu emalatxanalar dozgahlarin saymna
gors deyil, “tiirkbaf” texnikasini bilon vo Azorbaycandan golmis ustalarin sa-
yina goro sohrat tapib.!

Qadimda icad olunmus “tiirkbaf” texnikast 15-ci asrin ikinci yarist — 16-c1
ostin ilk corayindo tokmillogdirilib. O, zorif xalcalar, xtisusilo do cox yiiksok
ilmo sixhigi olan ipok xalcalar toxumaga imkan verir. Tiirkdilli xalglarin
istifado etdiyi “gordos” texnikasi, “tiirkbaf” texnikasinin toromasi kimi gabul
oluna bilar.

16-c1 osrin ikinci corayinda tiirk sultanlart Azorbaycant isgal etmok niyyatilo
6z qofil hiicumlarini davam etdirirdilor. 1599-cu ildo sultan I Stileyman Tabrizo
hiicum edib onu zobt etdi, bununla da Azerbaycanda narahat bir dovr bas-
ladi. Buna goro do Tohmasib sah 6z paytaxtini tiirk paytaxtindan uzaqlasdi-
rib sorga, Qazvine kogiirdii. Tirk ordusu, memarliq da daxil olmagla, biitin
sonot osarlorini alo kecirib, onlari Istanbula dagidi. O, hamginin tocrtibali us-
talar1 — insaatcilar, rossamlart vo xalcacilart da zorla 6zii ilo apardi vo onlarin
istedadindan 6z xtisusi saraylarinda istifade etdi. Man tirk insaatcilarinin me-
marliqda nail olduglart saviyyoni, yaxud tiirk xalcasinin ya da rossamliginin
keyfiyyatini askiltmok niyystindo deyilom, - mon yalniz demok istoyirom ki, 0
vaxt istedadli Azorbaycan ustalarinin ¢oxu Tirkiyado isloyirdi.

1587-ci ilde Azorbaycanin paytaxti, Qazvindon isfahana koctrtlda.

17-ci asrin baslangicinda Sofovilarlo Turkiyo arasinda novbati miiharibo
baslandi. Miihariba arada bozi fasilolorlo 1639-cu ilo gador davam etdi.
Azorbaycan arazisi yenidon dagidici doyiislor tictin meydana cevrildi. Sah Ab-
bas on minlorle azorbaycanlya Isfahan vo Mazandaran sohorlorine ko¢mayi
omr etdi vo hatta vatonlorini tork etmok Ui¢iin onlara zor gostordi.

15-ci vo xtsusilo do 16-c1 osrin ikinci yarisindan baslayaraq, conubi
Azorbaycanda meydana golmis “ofsan”, “lagok-turunc”, “gol-bandlik” vo bagga
xalca kompozisiyalari, simali Azorbaycan (Qarabag, Baki, Sirvan) soharlorinin
toxucular torafindon uygunlasdirtlird. Bu kompozisiyalari toskil edon gl

1 Miollif sokkiz il Moshaddoki xalca emalatxanasinda calistb (1923-1930)
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naxislart tezliklo yerli texniki vo badii zovql oks etdiron handasi fiqurlar
soklina disdu.

Sah Abbas Isfahana kdcondon sonra, bu sohoro istedadli ressamlar, o
climladon memarlar, musiqicilor, sairlor vo s. qrupu gondordi. Ornament ros-
samlart tez bir vaxtda “Sah Abbasi giil” (Sah Abbasin giilii) yeni miirokkab
naxisint yaratdilar. Bu motiv yeni binalarin bazadilmasinds vo parcalarin, xal-
calarin, metal, dulus vo saxsi aysalarin hazirlanmasinda genis tatbiq olundu.

Sah Abbasin vaxtinda (1586-1628) sislik tobligati davam etdirilirdi. Bu
dovr orzindo toxucular, ibadat (liclin bas torofino Qurandan satirlor yazilan,
kicik “namazhiq” xalcalan yaradirdilar. Azorbaycanin simalinda yaradilmis na-
mazhiglarin badii naxisi, conubda toxunan namazliglarinkindan farqlonirdi.
Bu, yoqin onu gostorir ki, ibadat xalcalari kimi istifado olunan namazliglar
siolorin spesifik dini toeloblorino cavab verirdi.

17-ci asrdo metal saplari olan ipak xalcalarin toxunma texnikasi sadslosdi.
Bu vaxt Tobrizda, Qazaxda, Mokanda, Sirvanda, Cobrayilda, Bardads yundan
vo ipakdoan hazirlanan xovsuz vo xovlu xalcalar mashurlasdi.

Sah Sofinin (1628-1642) vo II Sah Abbasin (1642-1666) hokmranhqla-
r1 zamaninda sahoarlor 6z ticarat slagolorini inkisaf etdirmoayo basladilar. So-
nu bitmayon miharibalorin vurdugu dagintilara baxmayaraq, Azorbaycanin
sohorlori dircolmoaya basladi. Bu dir¢alis madani faaliyyatin biittin sahslarina
6z miusbat tosirini gostordi. Amma 17-ci asrin ikinci yarisinda Avropada basla-
nan sonaye osri, sorq (o climladon, Azarbaycan) mamulatlarina olan talsbatin
azalmasina gotirib ¢ixardi. Bu vaziyystds, Azorbaycan 6z incosonst vo
ticarotini diriltmak istayi ilo, Rusiya ils olan slagslorini gliclondirmays macbur
oldu. Azarbaycanin yiiksaldilmis ipak ixraci, Rusiyanin toxucu sonayesinin in-
kisafina boytik tosir gostorirdi.

18-ci osrda Azorbaycanda silah, dari vo basga momulatlar hazirlayan ¢oxlu
emalatxanalar var idi. Samaxi, Gonca vo Tabriz sohorlori yun parcalarin asas
istehsalcilart idi. Soki vo Susa coxlu muxtolif cesiddo zorif tikmolor istehsal
edirdi. Bak: yaxinhiginda yerlogson Hilodoki (©Omircan) emalatxana yalniz vo
yalniz eksport li¢tin istehsal olunan gozol xalcalarla mashur idi.

Arasi kasilmoayon viranedici muharibalor ucbatindan kond tasorriifati vo
qgoyunculuq giiclii tonoazzilo ugrad: ki, bu da yunun qith@ina gotirib ¢ixar-
di. Soxsi istifadoyo toxunan xalcalardan oOtrii toxucular arqac veo oris tgilin
kotandan, xov tliclin iso daranmis yunun qirintilarindan istifade edirdilor. Bu
dovrdo Azoarbaycan Rusiya ilo birlosmak tictin daha ¢ox vasitolor axtarirdi.

18-ci osrin axirlarina yaxin Azorbaycanda igtisadi durum giindon-giino
pislosirdi. Ticarat demok olar ki, dayanmisdi vo soharlords shali durmadan

azalmaqda idi. 18-ci asrin axirlarinda siyasi vo iqtisadi voziyyat o qader pislosdi
ki, Azorbaycan daha miistoqil dovlet kimi mévcud olmaq qabiliyystinds ol-
madi.

1828-ci ildo Rusiya v Iran, Tiirkmoncayda siilh miiqavilasi imzaladilar, bu
muigaviloyo asason simali Azorbaycan Rusiya imperiyasinin bir hissasino cev-
rildi. Noticada, yerli iqtisadiyyat cicoklonmayo basladi. Yenidon qoyunculuq
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inkisaf etdi, yun todartikiintin barpast iso xalcaciliq sonatinin dir¢colmasini vo
inkisafin1 tomin etdi. -

1830 vo 1850-ci illor arast boyiik miqdarda kilimlor, zililor vo sumaxlar
toxunurdu, ciinki bunlar ticin coxlu miqdarda ipliklor tolob olunmurdu. Bu
xalcalar asason kogori vo yarimkocori ohali torafindon istehsal olunurdu, sohor
vo kond sonatkarlart ise xovlu xalcalar istehsal edirdilor.

Tarixi monbaloro asason, 1843-cl ildo Azorbaycanin alt Xozorotraft rayo-
nu 18 min xalca vo xalca momulat istehsal etmisdi. Bakida Sirvan va Quba
xalcalari, Tobriz vo istanbulda iso Qazax vo Gonco xalcalar satilirdi. '

19-cu osrin axirlarinda ticarat miinasibatlorinin yaxsilasmasi sayasindo xal-
ca bazarlart da artdr. Olkonin osas ticarat markazlori Bordo, Susa, (.Quha,. I'Sa-
ki, Gonco vo Samaxi soharlori idi. ©halinin vardislori vo hayat torzi d9y1§11d'1
vo yeni tolobatlar meydana cixdi. Bu, xalq sonatinin forma vo mazmunlarinda
. e :

i 2{6811:11; ta(I)It):fqlarl olan iri binalarn tikilmosi, iriformatl xalgzllarl? tox.le—
mastna gotirib ¢ixardi. 19-cu osrin ikinci yarisinda dast xalx—ggbal dl?fl gri
xalca dosti meydana ¢ixdi. Samaxi vo Cobrayilda Tirkiyo v? .Irzlr’m el spczlr’
iictin coxlu miqdarda ipok xalcalar hazirlayirdilar. 19-cu osrin ax1£ ar};n a
Aigrl)aycanda kustar istehsalat, o ciimloden xirda xalcacihq s:?nayesl, ‘L11’SI—
ya, Turkiyo vo Avropadan gatirilon ucuz mallarin (sorq xalcalarinin n‘axu; ;rl
osasinda ornamentlonmis fabrik parcalar da daxil olmagla), coxalmasi ucba-
zziilo ugrad.
tlnd:;letri;)z:;can xal%;aglarl homiso tebii boyalardan istifado ed;.;.rq'iler. 19’-c.u
osrin axirlart — 20-ci asrin avvallorindo onlar xovun boyanmast Gi¢tin A.ln?a{n-
yadan gotirilon davamsiz kimyavi boyalardan istifgda etmaya basladilar ki, bu
da xalcalarin keyfiyyotine 6z gticlii tosirini g(’)stgrdl.. bk
Sovet hakimiyyatinin ilk illorindo xalcaciliq 6z dirgalis ¥119r1r11 yasadi. ?5 -
kiayliq xalcaciliq kurslar toqdim edon ilk moktablor a'g?ldil.
s olunurdu: yeni ixti-
asdinldi

cii ildo alti- vo oni :
Bu moktablorin uguru xalcaciligin biitin sahalgrind.a his |
saslandirilmis miitoxassislor tohsil aldilar, texn(-)l()gwa.(')ld.uqca yaxsil
vo yeni texniki vo badii istehsalat vasitolori inkisaf clftdlrlldl. s

Sosialist sonayesinin inkisaft va kollektivlagng'nm bu§lang1c1.1lal le l()ra 1')
totbiqi senatlor, xalcaciliq da daxil olmagla, 6z inkisaflarinin yeni marholosing

gadom qoydular.

Siawosch U. Azadi, Latif Kerimov, Werner Zollinger.

Azerbaijani-Caucasian Rugs (Azorbaycan Qafqaz Xalcalary).
Hamburg, 2001
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4 Xadlca "Sjdahal”. Qarabad,
Azarbaycan. XVl asrin sonu
- XVl asrin awvali. Tekstil
Muzeyi, Vasington

< "Dragon” carpet. Garabagh,
Azerbaijan. Late 17th — early
18th cc. Textile Museum,
Washington

24

Azarbaycan xalcalari

Texniki vo badii xtisusiyyatlorine gora xovlu vo
xovsuz xalcalar1 dord asas tipo ayirmaq olar — Qu-
ba-Sirvan, Ganco-Qazax, Qarabag vo Tobriz, — bun-
lar da 6z novbolorindo qruplara ve yarimqruplara
boltntirlor.

Quba-Sirvan tipi

1. Quba qrupu. Buraya Quba, Davaci vo Qo-
naxkond (burada vo sonra: biz adi ¢okilon rayon-
larin har biri lictin, orada hazirlanan xalcalarin on
adi tiplorini vo daha cox yayilmis adlarini veririk)
otrafinda yaranan adi xovlu xalcalar daxildir.

a) Quba. Burada “Koéhna Quba”, “Quba”, “Al-
pan”, “Xirdagil-cici”, “Sirt-gici”, “Alcagtil-cici”, “Qi1-
mil”, “Qadim minara” vo “Hacigaib” xovlu xalcalar
vo homcinin xovsuz sumaxlar hazirlanir.

b) Davaci. “Qaraqaslt”, “Sahnoazorli”, “Mollaha-
mallt”, “Lacadi”, “Pirabadil”, “Garat-Pirobadil”, “Zey-
va”, “Zagl”, “Olixanlt”, “Bilici”, “Ugax” vo “Carax”.

¢) Qonaxkand. “Orduc”, “Afurca”, “Yerfi”, “Cek”,
‘Omz”, “Ciny”, “Hasi’, “Qonaxkond”, “Arsalan”,
“Xan” vo “Salmasoyid”.

Quba xalcalar1 Qusar rayonunun Hil, Yasab,
imamqulukond vo Zeyxur kimi ¢ox yaxsi taninmis
xalcaciliq markozlorinin momulatlarina dorin tosir
etmisdir. Baxmayaraq ki, bu kondlor Azorbaycanin
torkibino daxildir, onlarin xal¢alart Dagistan clin
sociyyavidir.

2. Sirvan qrupu. Buraya Samaxi, Morozo, Agsu,
Kiirdomir vo Haciqabul otraflarinda toxunan xovlu
xalcalar daxildir.

a) Samaxi. “Sirvan”, “Qobustan”, “Samaxi1”, “Isra-
fil” vo “Orciman”.

b) Maroza. “Maroza”, “Nabur”, “Cuxanlt”, “Caqur-
li” va “Comcamli”,

¢) Agsu. “Bico”, “Qased” vo “Pirhasonli”.

¢) Kiirdomir. “Ktrdomir”, “Silyan” vo “Sor-sor”.

d) Hacigabul. Xovlu xalcalar — “Haciqabul” vo
“Siralibay”, xovsuzlar — palaz vo kilimlor. Bu zona-
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da homginin naxis vo texnikasina goro Sirvan xalcalarina oxsayan “Qabolo”
vo “Selyan” xovlu xalcalarini da istehsal edirlor.

3. Baki grupu. Bu qrupa Abseron yarimadasinda va Xizida istehsal olunan
xovlu xalcalar daxildir.

a) Abseron. “Baki1”, “Hila-buta”, “Hilo-ofsan”, “Suraxanit”, “Novxan1”, “Go-
radil”, “Qala” vo “Fatmai”.

b) Xiz1. Xovlu xal¢alar — “Findigan” vo “Haadi”, xovsuzlar — zili.

Oxsar texniki xarakteristikalarina baxmayaraq Quba, Sirvan vo Baki xalca-
lart naxuslarina goro farqlonirlor, tistalik Quba xalcalarinin kompozisiyalari ol-
duqca miirokkobdir.

Insan, heyvan, tosorriifat alotlori vo basqa snonovi kicik motivlor, asas
etibarilo, Sirvan xalcalarinda qarsiya CIXIr.

Quba-Sirvan xalcalart adaton kicik olctilti olur, onlarin sahslori 1 vo 4
kv.metr arasinda doyisilir. Hordon 10-dan 15 kv.metradok Quba-Sirvan xalca-
sina rast golmok olar, amma 20 kv.metr 6lciido xalca artiq qayda deyil, bir is-
tisnaliqdir. Ilmo sixhigi adaton 1 kv.metrs 160 mindsn 300 minadak ola bilir,
bununla yanasi, 359 minadok ilmo sixligt olan xalcalar da var. Quba-Sirvan
xalcalarinin gozol, sanballi ronglorlo zongin bozadilmis naxislari olur va on-
lar ya simmetrik, ya da qeyri-simmetrik ilms vasitosilo toxunurlar. Onlarin six,
amma yumsaq xovunun uzunlugu 3 — 6 millimetr olur.

Ganca-Qazax tipi

1. Ganca grupu. Buraya Goncanin, Qasim-Ismayilovun (1991-ci ildan son-
ra Goranboy; tarc. geydi) vo Gadoboyin xovlu xalcalart daxildir.

a) Ganca. “Goanca”, “Qadim minars” vo “Sumax”.

b) Goranboy. “Cayli”, “Sadli” vo “Faxralr”.

¢) Gadabay. “Gadobay” vo “Cirxli”. Buraya hamginin “Qaraqoyunlu” xal-
calarmi da daxil etmok olar, harcond onlar Ermanistandaki conubi Incevanin
Caykand vo Golkond keandlorinds toxunurlar.

2. Qazax grupu. Bu qrupa Qazax vo Borcal otraflarinda toxunan xovlu
xalcalar daxildir.

a) Qazax. Xovlu xalcalar — “Qazax”, “Salahll”, “Sixli”, “Komorli”,
“Damirgilor”, “Qaymaqli”, “Goycali”, “Dagkosamanli” vo “Oysuzlu”, hamc¢inin
xovsuzlar — vorni va zili.

b) Borgali. “Borgalr”, “Qarayaz1”, “Qacagan” vo “Qaragop”.

Har¢ond, Borgali rayonunun xalcaciliq morkozlori Giirciistanda yerlosir, am-
ma badii vo texniki xarakteristikalarina g6ro bu xalcalar Gonco-Qazax tipli xal-
¢alarla gohumdurlar. Baxmayaraq ki, Gonca vo Qazax xalcalari imumilikda tex-
nika baximindan eynidirlor, onlar naxislarina gora biri-birindon farglonirlor, bu-
nunla yanasi, Gance xalcalarinin ornamenti daha miirokkabdir. Basqa torofdon,
Qazax xalcalari daha iridir. Gonco-Qazax xalcalarinin sahasi 3-don 10-a qodor
kv.metr ilo forqlonir. Hordon Gonco vo Qazax otraflarinda dost-xali-gaba ki-
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mi tanmnan xalca dostino rast golmoak olar va bu da Qarabag .Ugt.'m xarzlk‘t.erik-
dir. Gonco-Qazax xalcalarinin kompozisiyas: daha sadadir, noinki Qlflm—;ﬁl‘rl\v’arr’]
xalcalarininki, onlarin daha cox handosilogmis nax1§lar1- vo on ¢ox sari, yasil vo
korpic qirmizist calarlari ilo islonan mohdud rong s>‘(eml var. L

Olduqca davamli olan bu xalcalarin 1 kv.metrnr‘ldg adatgn (.)0 mingc anf :
minadok ilma olur. Hom simmetrik, hom do qeyrl-.s‘lmmet'rlk 11.1'1191?r istifada
olunur. Hazirda istehsal olunan xalcalarin sixligt az, xovu iso hiindtr (6 — 12

mm.) olur.

Qarabag tipi

1. Qarabag qrupu. Buraya Bardonin vo Agcabadinin xovlu )ial%‘alan dax1113dn
a) Bordo. Xovlu xalcalar — “Boards”, “Xankarvg{ld“, “{‘Xran roa‘, 5 uy——
nuz”, “Deryanur”, “A¢ma-yumma’, “Saballd—b.uta’ "va Baliq”; XO‘IIS,U]Z, arda
soddoa, varni vo zili. Texniki vo badii slamotlorine goro Naxcivan xalcalari
. g?:gczi)c{i;ir: “Lombaran”, “Qarabag” vo “Xantirma”; xovsuzﬂlar 5 Cfginll.d“
2. Susa qrupu. Buraya “Mahbey;li”i “Lzmplac’l’j “Bagcada giillor”, “Bulud”,
S illor” vo “Nolbaki guil” xalcalar: daxildir. }
537:‘215:;};; qrupu. Xovlfxalgalar — “Xanhq”, “Qa"raqoyt‘mllit”, “Qllll’l)a;_ﬂ\l} 9,
“Kiird”, “Qasimusagt”, “Bshmonli”, “Mugan” vo “Tahs”; xovsuzlar — pala
klhlg.arabag xalcalart Dagliq Qarabagin Hadrut, Dasbulaq, Tug, Cflral:g;a\;j
Tagla kandlorindo hazirlanan xalgalara vo ba§qu xovlu vo Xf)VSlL;’Z mamCLQbra .
giiclii tosir gdstormislor. Qarabag tipi vo onun u¢ grupu, Qar:z;( .dg“\f(-) : Qtlz)fri
gruplarinin 6zlori do daxil olmagla, banzar nz-1‘x1§lz}r1 }/9 texni 12 . gpSLlsxyflyrakte-
niimayis etdirir. Kompozisiyalar olduqca miuixtolifdir vo ’t:;r i }nzgk;lgrdgn
rik hondesi giil naxiglart daxildir, bu naxislar G?ch-Qazax tlpml e
miirokkobdirlor. Rong sxemi parlaq vo (;oxren.gl{dlr, an ¢ox q1$l 1—:sard ,a =
rugu, ¢ohrayi, gohvayi vo ban<‘5V§.9yid(;éllar(liazi 1st.;fad9 olunur. Yuxarnda 4
i st-xali-gobo, Qarabag ticlin do yad deyil. :
ggkéi?aizz );zllgaglan b§§qa xilgalardan daha iridirlor vo uzulnso;/] 'fcc)lr:;ail;a’(;
r var. Bir qayda olaraq, onlarin sahosi Z—den 20 lfv.metradak o’u9r(,) nj:n 4 160
25, yaxud hatta 30 kv.metra cata bilor. [Imo sixligr — 1 .kv.fnt‘etri) T
min arasidir, bozi hallarda ise — 200 min. Orta vo asagt ilmo si1x 1}2;11113(11 1,‘ =il
malarina baxmayaraq, Qarabag xalgalar yetorinco davamli vo gqalindirlar.
toxunan xov hiindiirdiir: 6 mm.don — 10 mm.dak.

Tabriz tipi

1. Tobriz qrupu. Bu qrupa novbati moaghur xalcalar daxildir: “T;ibrilz“,
“Baxsayis”, “Qaraca”, “Goravan”, “Heris”, “Lacok-turunc”, “Ofsan”, “Agacl’,
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“Ovculuq”, “Dord fasil”, xovsuz xalcalardan — palazlar, kilimlar, vorni vo zili.

2. Ordabil qrupu. Bu qrupa ndvbati genis yayillmis xalcalar daxildir:
“Ordabil”, “Seyx Sofi”, “Sahabbasi”, “Sarabi”, “Zancan”, “Mir”, “A¢ma-yumma”
va xovsuzlardan — vorni vo zili.

Oz texnoloji vo badii xiisusiyyatlorine gdra onlar Qarabag tipi ilo oxsar-
dirlar. ©gor “Hilo-buta” vo “Hilo-ofsan” Baki xalcalarini, yaxud “Xanhq” vo
“Baliq” Qarabag xalcalarini Tabriz tipinin “Sarabi”, “Ofsan”, “Locok-turunc”,
“Heris” yaxud “Qaraca” xalcalar ilo miiqayiso etsak, onda bu iki tip xal¢ala-
rin inkisafindaki eyni spesifikant vo aralarindaki: qarsiligh tasiri aydinca izloyo
bilorik.

Tobriz tipinin xalcalari 6z olctilorine gora miuxtalifdirlor. Onlarin sahalori
1-don 40 kv.metraodok olur. Hordon 50 kv.metr 6l¢iisti olan xalcalara da rast
golmoak olur. Tobriz tipi xalcalarinin sixligt 1 kv.metro 60 mindan 360 minadok
ilma say1 olur. Cox nadir hallarda 1 kv.metrinda 400 min ilmasi olan xalcala-
ra rast golmak olur. Tabriz xalcalarinda xovun hiinduirliyt (xalcanin galinli-
&1) 2 vo 15 mm. arasi olur. Son vaxtlar xtisusi sifarislo xovu 40 mm. uzunlugu-
na catan xalcalar toxunur.

Tobriz xalcalarinin kompozisiyalart cox miirakkabdir, ornamenti tsullas-
mis vo hoandoasilosmis elementlordon ibaratdir. Tabriz xalcalarinin coxu “qulla-
bi ilma” tisulu ilo toxunur, bazan da “dolama ilma” Gisulu totbiq olunur.

Tobriz xalcalarina tokco cox taninmis xalca emalatxanalarinda vo Tabrizin

>

-
2 -
OzUinilin, Ordabilin xtisusi evlarindo hazirlananlar deyil, homcinin Pombasalvar, 6 =
Lalo, Livan, Xoca, Sordari, Omzeynaddin, Heris, Zoncan (Zongan), Goaravan,
Baxsayis, Qaraca, Sarab (Sarav), Xoy, Marand, Axar, Salmas vo basqa yasayis
montogalorinds toxunan xalcalar da aiddir.
°
o
- &)
Rugs & Carpets from the Caucasus (Qafqaz Xalcalary). 5
Aurora Art Publishers, Leningrad, 1984 ;
'; s
j : RN )

5
"

-

-

» Xalca “Namazliq”
Tabriz, Azarbaycan. XV asrin sonu.
E. Parovacinin saxsi kolleksiyasi

» “Namazlik” prayer carpet.
Tabriz, Azerbaijan. Late 15th century.
‘ E. Parovacci’s private collection
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A Brief History on the
Evolution of Azerbaijani
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In order to explore the origins of carpet weav-
ing I would like to examine the early days of man-
kind. The raw material of carpets consists of threads
made from wool, cotton, silk and other materials;
the more a thread is plied, the more hard-wear-
ing it becomes. Even our earliest ancestors were
able to put this knowledge to practical use when
they manufactured tools for work or hunting which
were fastened with ropes made from fibrous plants.
Over the years their practical experience with the
material grew and they discovered that the strength
of a thread depends on the degree of its twist.

In order to protect themselves from the cold, our
early ancestors wore animal skins. Later, they re-
alised that animal wool was a viable alternative and
they began to produce yarn by twisting the wool.
However, braiding and knitting only emerged after

: : a long period of trial and error. The cobweb may

y éﬁzx’%;ﬁgﬁgf e, quite possibly have served as a model. By follow-
Tarix Muzeyi, Stokholm ing this example, our ancestors were able to weave
rushes or twigs into fences, bast mats, protective

Y gl cope el M shelters and other objects. Using the same meth-

Azerbaijan. Early 15th century. kg, ;
M saipa.of Hitery, Sck ods, they made fishing nets from plant fibres. The
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various techniques of textile weaving evolved over time and a primitive loom
was invented. Gradually, our ancestors discovered the purpose of warp and
weft and thus the necessary prerequisites for weaving.

Over the centuries, the art of weaving was further developed. During
this process of development, various tools were invented. Later, our ances-
tors realised that they could make textile floor coverings on a loom in order
to protect their homes from cold weather and damp. This led to the weaving
of coarse fabrics, which gradually became more refined and diverse. Carpet
weaving techniques also became more diverse and new tools were invent-
ed. A new technique for the weaving of pile carpets was developed at a lat-
er stage.

The long development process of pile carpets and fiatweaves can be di-
vided into four major periods:

First period. During the first period the weaving of bast mats, Palases,
Shals and later Jejims was developed. Jejims were woven in a simple weft
wrapping technique, that is, the weft threads were wrapped around the warp
threads from one end to the other. The fabrics of this period originally had
only one colour and no decoration. Simple lines and stripes were incorpo-
rated into the design at a later stage. The patterns were created by taking ad-
vantage of the different natural colours of the wool.

Second period. During the second period carpet weaving made great ar-
tistic progress, which is why it may also represent the first period of skilled
carpet weaving. The weaving technique for Kilims was invented, that is, a
“‘complex weaving technique”, which was an important step towards the fur-
ther refinement of carpet weaving. With this new technique the weavers were
able to incorporate simple and basic patterns into the rug.

Third period. During the third period the weaving techniques for the fol-
lowing types of carpets were developed: Shadda, Zili, Verni and Soumak,
that is, the very popular simple and complex weft wrapping techniques. This
period therefore also represents the second period of skilled carpet weaving.
The “complex weft wrapping technique” allowed further variations in the
decorative elements. For the first time, the technique made it possible to in-
corporate pieces of precious metals and stones into the carpet.

Fourth period. During the fourth period carpet weaving reached its tech-
nical and artistic peak. The technique for pile carpets was invented and sub-
sequently developed, the weft wrapping technique first, and then the K#lla-
by ilme technique.

Technique. The technique of Kullaby ilme (cf. glossary) is still well known
today. In contrast to the other techniques, it is more suitable to design vari-
ous ornamental elements and different compositions. The appearance of met-
al tools, scissors in particular, vastly improved the weaving process of pile
carpets woven in this technique.

During archaeological excavations in the Altai mountains, Soviet scientists
found a pile carpet from the 6™ or 5" century BC in the fifth Pazyryk barrow

9.

which was relatively well preserved.! This proves that the weaving technique
mentioned above was known centuries before the Christian calendar.

The four major periods of development which I described above d(? not
imply that advances in carpet weaving had come to an end with the achieve-
ments of the fourth period. It continued to develop and was influenced by
historical events. Some regions experienced periods of decline followed by
periods of revival. According to reliable historical sources, rugs of §xcellcnt
quality were produced in Azerbaijan during the 5" and 6" c:cntunes. After
visiting Iran in the first half of the 7th century, the famous Chinese research-
er and traveller Xuan Tesank wrote that Azerbaijan was the greatest carpet
weaving centre.? During the era of Sassanid rule, ﬂatw.c‘zaves which were dec-
orated with precious stones were produced in Azerbaijan.

In the middle of the 7" century, Azerbaijan was invaded by the Arzﬂ)s.
During the 30’s of the eighth century, the Arabs finally conquered Azerb@a\n
after ninety years of fighting. The Azerbaijani population was converted to Is-
lam. |

The Arab influence manifested itself quite strongly not only in the lan-
guage, literature and music but also in the visual folk arts an.d crafts zmhd pd‘r—
ticularly in carpet weaving. The Islamic religion strongly objected Fo't e use
of animal motifs. However, this objection did not impede the artistic prog-
ress but rather served to accelerate the development of different ornamental
shapes, geometrical patterns and calligraphy. : e

The conditions promoted the technical development of carpet wc.dvmg
and offered the opportunity to depict these new patterns on carpets \?1”‘[13()5“1
compromising the high level of quality which C.arpct weayngg had acl nc:c)c_
by this time. The Arab art of carpet weaving, which was still in the early stag
es at this time, flourished under the Azerbaijani influence. ‘

Reliable historical sources seem to suggest strongly that the red dye t-()r
yarns and fabrics was made from small red beetles called kermes. These in-
sects which are indigenous to Azerbaijan fed on the bark of oaks.. :

Ibn Howkal, an Arab geographer from the 10" century, de§c1'1hcd th?. in-
sect as resembling a silkworm. He states that where the Kura”rlver ﬂ(?\:V.S }n‘u')
the Caspian Sea (now part of the Neftchala district of Azerbaijan) [{]CIT Wd::
large island, called Albab, which was home to the kermes beetle. People we
there from Barda to collect kermes beetles. )

Al Istakhri, a researcher, traveller and contemporary f)f Ibn H()wka‘l, re-
marked that the kermes was exported from Barda to India and other coun-
me?n the same century, Mukaddasi wrote that the kermes was a type ()f‘nr.l-
sect which was found on the ground. The women collected these beetles in

yet to the Iranian weaving

srofessor Rudenko and other experts attributed this cary x 4
sihyinic i ibuted to the Turks of

tradition. However, I have reasons to believe that it has to be :1Ftrl ]
1 - st e » T »C1Q > \,.

Central Asia. I am going to examine all aspects of my hypothesis be ()\.| i

> Ketabe Honare Iran, Prof. Gedar, p. 471, translation by B. Habibi, Tehran.
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» Xalca "Heyvanat”. Tabriz, Azarbaycan. XVI asrin ikinci yartsl.
Cozef Vinderin saxsi kolleksiyas!

» "Heyvanat” Animal carpet. Tabriz, Azerbaijan. Second half 16th century.
Joseph Winder's private collection
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brass containers and dried them in an oven. The beetle was used to die fab-
rics made of goat hair, flax, wool and silk.”

Hamdulla Kazvini, the 15" century author of “Nuzkhat al-Kolub” wrote
that there were beetles called kermes in an area south of the city of Marand
(in Iranian Azerbaijan). The beetles should be caught during the last week
of spring. If they were not caught in time they would tear open their cocoon
and fly away.!

In his work “Tuhfat al-albab”, the 12" century Arab geographer Al-Anda-
lusi wrote that one of these islands was called Siyahkuh (Karadakh - black
mountain). It was a large island with many springs, trees and plenty of drink-
ing water. It was also the home of the kermes, which was exported to other
countries. The island was located near the eastern shore of the Caspian Sea.

These accounts show that the &ermes, an insect indigenous to Azerbaijan,
has attracted the attention of carpet and textile weavers since before the 10%
century and was used to produce red dye.

The anthology “Barrasihaye tarikhi™ states that the European term “car-
mine” is derived from the word “kermes”. The word “Gurd” which the Azer-
baijani weavers and dyers use nowadays, the Persian “Daneh” or “Deneh”
and the Russian “cochineal” (bot. perennis Linn) correspond to the term “ker-
mes”.

Red dye was extracted from this insect or from madder, a root which con-
tains a natural dye. However, when the mineral dye alizarin became avail-
able in the 1870s, the use of kermes and madder as raw materials declined be-
cause the extraction of dye was very labour-intensive.

According to sources from the 9"-10" centuries, the Azerbaijani weaving
tradition had already reached a high standard as an independent art form and
was famous all over the world 1,400 years ago. Research shows that carpets
(Palas, Kilim, Zili, Verni, Soumak etc.) were more numerous and of a high-
‘ er artistic standard in Azerbaijan than in the countries of the Near and Mid-
i dle East.

As the towns and cities prospered in the 11" and 12" centuries, the dec-
orative crafts in Azerbaijan were also developed further. Weaving flourished
during this period, in particular the weaving of wool and silk flatweaves and
pile carpets. On foreign markets the demand for Azerbaijani rugs increased.

In the 12" century when architecture, the fine arts and carpet weaving
were undergoing further development, the art of calligraphy also began to
blossom, particularly the Kufic script. Ornamental (plant) patterns were in-
vented. Because the Kufic script resembled and corresponded to Oriental or-

naments it was used in ornamental art and particularly in carpet weaving. ]
" . IR i
Azerbaijan, like the rest of Asia and some of the Western European coun- {
| tries, was invaded by the Mongol hordes in the 13" century. The invasion |
Il — -
‘ 1 “Nuzkhat al-Kyulub”, p. 28.
2 “Barrasihaye tarikhi”, Tehran 1349, No 3, p. 92.
[
|
| 5
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ca used greult damage to the economic and cultural development of the occu-
pied countries. However, the Azerbaijani masters continued their craft
under these difficult conditions. By the late 13" and early 14" centu evlen
economy began to recover. The towns which had been destroyed lr)}; Ef::
Mongol invaders were gradually being rebuilt and the craftsmen and artists
who had fled to other countries returned. s
Under the Mongol rule a huge territor
many artists and craftsmen settled in Azerb
pendent School of Arts was est
netian explorer Marco P

'y was united in one region and
. aijan, and eventually a large, inde-
ablished in Tabriz. In the 13t century, the Ve-
olo described Azerbaijan in a chapter called “Derbent

4 Xalca “Qazax”. Qazax, Azarbaycan. XVIll asr.
Turk va Islam Ssarleri Muzeyi, Istanbul

4 “Gazakh” carpet. Gazakh, Azerbaijan. 18th century.
Museum of Turkish and Islamic Art, Istanbul

- Kaluga” as the home of a large number of master craftsmen who manufac-
tured woven fabrics, rugs and sabres, which were traded all over the world.
However, Azerbaijan had been conquered by Hulegii's army. Hulegti took
great interest in the country and chose Tabriz near the salty banks of Lake
Urmiya as his centre.'

Although the visual arts and the decorative crafts of the time were influ-
enced by Far Eastern painting, this influence gradually declined because of
the superior local style. The art of calligraphy underwent further develop-
ment in conjunction with literature, architecture and the decorative crafts.
Books were copied in beautiful calligraphy and were decorated with delicate
patterns. Carpet weaving also evolved further. Because of a shortage of wool,
only Palases, Kilims and flatweaves were produced in great quantities. Since
flax and goat hair were the only raw materials available in sufficient quanti-
ties, the products were very coarse and had a rather simple design.

A few wonderful high-quality flatweaves and pile carpets were produced
from sheep wool and camel hair. However, they were not intended for per-
sonal use, but were made by order of the Mongol brigands. The brutality
of the Mongol army commanders manifested itself particularly in the carpet
weaving centres Mokan and Kabystan. The Mongols guarded the craftsmen
and merchants, gave them special privileges and promoted the development
of their skills for their own benefit.

The number of local carpet weavers greatly increased because there was
a large number of Turkish-speaking weavers among the Seljugs, Mongols,
Timurids, and the Ak Koyunlu and Kara Koyunlu tribes which were resettled
in Azerbaijan between the 10™ and 15" centuries. As a result carpet weaving
began to flourish and develop in Azerbaijan.

During the 14" and 15" centuries, the decorative crafts (particularly the
ornamental arts) entered an extremely productive stage of development. The
Azerbaijani artists kept very close cultural links with artistic centres such as
Baghdad, Herat, Meshed, and later also Shiraz, Istanbul, India etc.

During the Il-Khanid dynasty, the decorative crafts of Azerbaijan were in-
fluenced by Uiguran culture. This influence manifested itself particularly in
the ornamental arts. However, it did not harm this still developing art form.
On the contrary, because it was incorporated into the local motifs, great com-
positions like the ovchulug (hunt), bulut (cloud band) and “Phoenix fighting
the Dragon” were invented.

During the Seljug dynasty, a design called kbatai was further perfected and
became more widely applied in carpet weaving and also in the design of books
and as an architectural decorative element. Apart from miniature paintings, the
ornament became the basic element of the decorative crafts of this period.

During the second half of the 15" century, carpet weaving began to un-
dergo fundamental changes in Azerbaijan, which particularly affected pile

1 V. Shklovskii, Marco Polo, Baku, 1973, p. 43.
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carpets. Two types of ornamental design were being established, geometric
patterns on the one hand and floral patterns on the other. Carpet composi-
tions, such as Sheke bendlik, Lachak-turunj, Afshan, Islimi bendlik, Khatai and
Bandi-rumi, were slowly being perfected. Original border designs, such as
Goel-bendlik and Agajly, evolved at the same time. During this era, many Eu-
ropean artists portrayed Azerbaijani carpets in their paintings.

While the artistic development was previously driven by the technical
progress, that is the move from simple to more complex weaving techniques,
this process was reversed during the second half of the 15" century. The ap-
pearance of so many new patterns provided new inspiration for the creative
design, which in turn influenced the development of new weaving tech-
niques.

During the first half of the 16" century, the largely perfected art of car-
pet weaving reached a high artistic and technical standard. During this peri-
od, artistically exquisite rugs were made from wool, silk and particularly from
bright metallic threads.

The arrival of the Safavids in the 16® century and the formation of a uni-
fied Azerbaijani nation had a positive effect on the economic development
of the country. The improvements in economic and political trade relations
with Russia and other European countries further inspired the artistic devel-
opment of the country, and carpet weaving reached an unprecedented lev-
el of perfection. This period produced some excellent rugs, which were des-
tined not only for the palaces but also the mosques, temples and other places
of pilgrimage. The rugs of this period are masterpieces, and those like Sheikh
Safi (the Ardabil rug at the Victoria and Albert Museum, London) are exhibit-
ed in many museums all over the world.

In the same century, double-sided rugs, the Ikiuzlu, appeared in Azer-
baijan. Their weaving technique was far more difficult than that of ordinary
rugs. Each side of the rug had its own design and colour composition. They
were mainly used as curtains in doorways which connected the halls of an-
cient palaces and temples.

In the 15" and 16™ centuries, Ardabil, one of the oldest cities in Azer-
baijan, was the country’s second artistic centre after Tabriz. The decorative
arts, particularly carpet weaving, had reached a high standard in the city. Ac-
cording to the accounts of the French traveller Tavernier, Ardabil was not on-
ly famous for the grave of the tsar but also for its trade in arts and crafts and
in particular for its high standards of carpet weaving.! Famous masters had
left Ardabil for various reasons and settled in Turkey, India, Samarkand and
Afghanistan where they continued their craft.

In 1544, on the eve of the internal unrest in India, the Indian Shah Nasser
al Din Muhammad found refuge with Shah Tahmasib. He was very interest-

I Ismail Dibadj, Rahnamaye assare tarikhiye Azerbaijane shargi, Tabriz 1334, p. 57
(Persian).
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ed in carpet weaving, which was highly dcvelopcsl at that time. Bcf()l.‘clh’c,rc-
turned home he asked Shah Tahmasib to allow him to takc.somc.()f the :rt—
ists from Ardabil and Tabriz home with hilp. Shah'Tahm‘zml) ()hhgccll t(; lns
request. This is how Turkbaf rugs became famous in India at the end of the
th ~a .
16 IC:VI:)ILL:I‘Z'like to explain the term “Turkbaf” at this point, a term ‘\\;h.ic:h 1s1
deeply rooted in carpet weaving all over the world. Azerl?zu‘]u’n clu tfvflt,tf_
close links with its neighbouring countries for.many centur{es m(l lwlis ld)(l
tively involved in the exchangfe of artistic experience. These cultural links lec
2 i several art forms. :
- t;?ni(ti; prfleornc(f);t of carpets, especially ﬂatwejaves and‘ﬂatw‘ezw’e flll)ncs
which have become famous as Kavkaz (Caucasm'n), are in f'aﬁt sz‘el )xtl]lgxf
carpets, which greatly influenced both the technical and artistic aspects
carpet weaving in the Caucasus and in Turkey apd Iran. )
In numerous workshops in the southern Iranian -K.erman, in the ’1.() B‘
province and in the northeast and its towns and cities G()nal)zlq, leyn’, )LT-‘
inurd, Torshiz (today Qashmar) and particular.ly Mesiled, ic czup“et ;; e)a::n):
mainly worked in the Farsbaf technique, that is, the “Persian ‘lfn’ot). ﬂlchz eg.l,_
made from thick thread were usually thick and coarse. Thcml dr; ls 1 .
baijani master craftsmen working in these wo'rkishops t.odax T]fe J))x (;i thegz
produce are of the highest technical and a~1“ust1.c quahty. [he ‘mllc) mlmh‘cr
workshops is not based on the number of their looms but ()n) ‘tlu. i g
of their master craftsmen who have command of the Turkbaf technique 2
om Azerbaijan.' . e
Wh(’;lft(: n;;fzbdf techniq]ue, the origins of vxfhic“h go l;;dC‘k to un’c1edniht;n;;:£
was further perfected during the second half of the 1? ccntflr})f fm b ,1,1‘1._
2 of the 16™ century. It allows the weaving of fine czupcts., particu
o a very high knot density. The Ghiordes technique, which

e e Id be regarded as an offshoot of

is used by the Turkish-speaking peoples, cou
technique. . -
thefilltr’;iljgﬂjtfhe seC(?nd quarter of the 16" century, th? Tu.rkllsh Is‘.ultan; 1(1( )L g
to have continued their frequent attacks on Azerbaijan in ‘ml‘;tt.ejm T
quer it. In 1559, Sultan Suleiman I attacked and S‘onqucrcd ,Tf.ll)rlz),l \N‘,ncd E
to a period of unrest in Azerbaijan. Thgrcforc S’hth .’ITZlhl‘](l‘l‘?l’)l r; l(]):‘rrurkiql‘]
capital to Gazvin in the east, far away fl'()l.ll the Furkl.sh ’uplltkl .k i is_
army seized all the works of art, even ar‘chltectu'ral ones, (:nc.lg))(f‘ e
tanbul. They also abducted skilled Craf‘tsnleﬂi mcludmg' )Ul ;1: ;()t.n.]y‘ %
carpet weavers, and used their talents for thcx-r own pzllac;s'.) l} e o
tention to belittle the standards the Turkish builders ha(‘l ac 1@}’L : 1 th‘"t many
ture, or the quality of Turkish rugs or paintings, all I wish to :?‘1y is that me
talented Azerbaijani masters were working in Turkey ?t that time.
In 1587 Azerbaijan’s capital was moved from Gazvin to Isfahan.

said

£ uth in Meshed eight years (1923-1930).
1 The author was working in a carpet workshop in Meshed eight years (192:
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« Xalca “Vag-Vaq". Heris, Azarbaycan. XV] asr. Saxsi kolleksiya

Vaq" carpet. Heris, Azerbaijan. 16th century. Private collection

w “Vaqg

At the beginning of the 17 century, the war between the Safavid and
1 Turkish nations broke out once more. Fighting continued with a few inter-
| ruptions until 1639. Azerbaijani territory once again became the arena for
| these destructive battles. Shah Abbas ordered tens of thousands of Azerbai-
| janis to move to Isfahan and Mazanderan or even forced them to leave their
homeland.
; From the 15" century and especially from the second half of the 16%
| century, the Afshan, Lachak-turunj, Goelbendlik and other carpet composi-
‘ tions which were developed in southern Azerbaijan were adopted by the
‘ weavers in the towns of northern Azerbaijan (Garabagh, Baku, Shirvan).
| The floral patterns on which these designs were based were soon trans-
i | formed into geometric patterns which reflected the local technical and artis-
il | tic preferences.
‘ After moving his capital to Isfahan, Shah Abbas sent a group of talented
i | artists, including architects, musicians, poets etc., to the city. The ornamen-
‘ talists quickly created a new, complex ornament, the Shah Abbasi gul” (The
flower of Shah Abbas). This element was widely applied to the decoration of
new buildings and in the production of textiles, rugs, metalwork and ceram-
ics.

Shiite propaganda continued under Shah Abbas’ rule (1586-1628). Dur-
ing this period, weavers made small Namazlyk rugs whose upper section
contains lines from the Koran, such as “Allahu akbar” or “Ya Ali”. The artis-

l | tic design of the Namazlyks from northern Azerbaijan differed from that of
i | their southern counterparts. This seems to indicate that the Namazlyks, which
il | were used as prayer rugs, responded to the particular religious requirements

r
|

of the Shiites.

In the 17" century, the weaving technique of silk carpets with integral
bright metal threads was simplified. Wool and silk flatweaves and pile car-
pets from Tabriz, Kazak, Mokan, Shirvan, Jabrayil and Barda became famous
‘ at this time.
| During the reign of Shah Safi (1628-1642) and Abbas II (1642-1666), the
towns and cities began to develop trade relations. Despite the destruction
| caused by the endless wars, the Azerbaijani towns and cities experienced
| a revival. This revival had a positive effect on all aspects of cultural activi-

ty. The dawn of the industrial age in Europe during the second half of the
17" century, however, led to decreasing demand for oriental (including Azer-
baijani) artefacts. Under these difficult conditions Azerbaijan had to strength-
en its links with Russia if the country wanted to revive its art and trade. In-
creased silk imports from Azerbaijan had a great effect on the development
| of the manufacturing industries in Russia.
| In the 18" century, there were many workshops in Azerbaijan, which man-
I8 ufactured arms, woven fabrics, leather goods and other products. The cities
I i Shamakhy, Ganja and Tabriz were important producers of woven fabrics.
| Shaki and Shusha produced a wide variety of elegant embroidery. A work-
|
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shop in Khila (Amiradzhan) near Baku was famous for the excellence of its
carpets and produced small and long carpets exclusively for export.

Because of the ravages of constant warfare, agriculture and hence sheep
breeding fell into steep decline, which resulted in a shortage of wool. The
craftswomen used flax for the weft and warp threads and the leftover rem-
nants of the combed wool for the knots of the carpets they made for their
personal use. During this period, Azerbaijan increasingly sought unification
with Russia.

Towards the end of the 18" century, the economic situation in Azerbaijan
deteriorated from one day to the next. Trade all but ceased and the popula-
tion of the towns and cities fell steadily. As the 18" century drew to a close,
the political and economic situation had declined to such an extent that Azer-
baijan was no longer able to function as an independent state.

In 1828, Russia and Iran signed a peace treaty in Turkmenchai, and north-
ern Azerbaijan became part of the Russian Empire. As a result the local econ-
omy experienced a boom. Sheep breeding flourished once more and the re-
stored wool supplies guaranteed the revival and the development of the art
of carpet weaving.

Between the 1830s and 1850s, Kilim, Zili and Soumak rugs were woven
in great numbers because they did not require large quantities of yarn. They
were mainly produced by the nomadic and semi-nomadic population, while
the craftsmen in the towns and villages produced pile carpets.

According to historical sources, the six Caspian districts of Azerbaijan pro-
duced 18,000 rugs and carpet fabrics in 1843. Carpets from Shirvan and Guba
were sold in Baku and those from Kazak and Ganja in Tabriz and Istanbul.

By the end of the 19™ century, the market for carpets grew because of im-
proving trade relations. The cities of Barda, Shusha, Guba, Baku, Ganja and
Shamakhy were the country’s main trade centres. The customs and lifestyle
of the population changed and new needs arose. This was reflected in the
forms and contents of folk art.

The construction of large buildings with big halls led to the weaving of
large size carpets. During the second half of the 19" century, Dest khali-gebe
sets were being developed. In Shamakhy and Jabrayil a large number of silk
carpets were produced for export to Turkey and Iran. Towards the end of the
19™ century, the cottage industry, particularly the small-scale carpet weaving
industry, fell into decline in Azerbaijan because of rising imports of cheap
products from Russia, Turkey and other European countries, which included
ornamented machine-made (among others, with Jacquard looms) ornamental
woven fabrics based on the patterns of oriental rugs.

The Azerbaijani carpet weavers had always used natural dyes. By the end
of the 19" and the beginning of the 20™ century, they began to use unstable
chemical dyes from Germany to colour the pile, which greatly affected the
quality of their rugs.

Carpet weaving experienced a renaissance during the early years of Sovi-
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et rule. In 1934, the first schools
opened and offered six and
twelve-month courses in carpet
weaving. The success of these
schools was felt in all the dif-
ferent aspects of carpet weaving;
a new core of qualified experts
was trained, the technology was
greatly improved and new tech-
nical and artistic means of pro-
duction were developed. As a
result Azerbaijani carpet weav-
ing underwent radical changes.
with the development of so-
cialist industry and the begin-
ning of collectivisation the deco-
rative folk arts, including carpet
weaving, entered a new phase
of development.

(From: Siawosch U. Azadi,
Latif Kerimov, Werner Zollinger.
Azerbaijani-Caucasian Rugs.
The Ulmke Collection.
Hamburg, 2001)

» Xalca “Naxgivan”. Qarabag, Azarbaycan. XVIIl asr.
Turk va Islam Ssarlari Muzeyi, [stanbul

» “Nakhchivan” carpet. Garabagh, Azerbaijan.
18th century. Museum of Turkish and Islamic Art,

[stanbul
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4 Xalca "Ovculuq”. Sirvan, Azarbaycan. 1349 hicril1927-ci il. R. Mustafayev adina Déviat Incasanat Muzeyi

RS 7S IR St U X 4 “Ovchuluk” Hunting carpet. Shirvan, Azerbaijan. 1349 Hijra/1927. The R. Mustafayev State Museum of Art
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Rugs and Carpets of Azerbaijan

In technical and specific artistic features pile and flatwoven carpets may
be divided into four basic types - Guba-Shirvan, Ganja-Gazakh, Garabagh,
and Tabriz - which in turn are divided into groups and sub-groups.
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Guba-Shirvan

1. The Guba group. These include pile carpets common in the neighbour-
hoods of Guba (here and later we give for each of the districts mentioned the
names of the most popular and common types of carpets), Davachi and Go-
naghkand.

a) Guba. Manufactured here are the Kokhna Guba, Guba, Alpan, Khyr-
dangiulchichi, Sirtchichi, Alchagiulchichi, Golluchichi, Gymyl, Gadim Minare and
Hajigaib pile carpets, as well as flat-woven sumac.

b) Davachi. Manufactured here are the Garagashly, Shakhnazarli, Mollaka-
mally, Lejedi, Pirebedil, Herat-Pirebedil, Zeiva, Zagly, Alikhanly, Biliji, Ugakh
and Charakh carpets.

¢) Gonaghkand. Manufactured here are the Orduj, Afurja, Yerfi, Jek, Gyryz,
Jimi, Khashy, Gonaghkand, Arsalan, Khan and Salmesoyud carpets.

The Gubas profoundly influenced the products of such well-known car-
pet-making centres of the Kusary region as Khil, Yasab, Imamkulikend and
Zeikhur. Although these places are in Azerbaijan proper their carpets are
characteristic of Daghestan.

2. The Shirvan group. These include pile carpets common in the neigh-
bourhoods of Shamakhy, Maraza, Aghsu, Kurdamir and Hajigabul.

a) Shamakhy. Made here are the Shirvan, Kobystan, Shamakhy, Israfil and
Arjiman carpets.

b) Maraza. Made here are the Maraza, Nabur, Chukhanly, Jagyrly and Jem-
jemli carpets.

¢) Aghsu. Made here are the Bijo, Gashed and Pirkhasanly carpets.

d) Kurdamir. Manufactured here are the Kurdamir, the Shilyan and the
Sor-sor carpets.

e) Hajigabul. Manufactured here are the Hajigabul and Shiralibek pile car-
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?1 pets, and flat-woven palas and kilim. Also made in this area are the Gaba-
2B | la and Salyan pile carpets, which are similar in design and technique to the
< Shirvans.

3. The Baku group. These include pile carpets, common in the areas of the
Absheron peninsula and Khizy.

a) Absheron. Made here are the Baku, Khiliabuta, Khiliaafshan, Surakha-
ny, Novkhany, Geradil, Gala and Fatmai carpets.
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ja-Gazakhs have simpler compositions than the Guba-Shirvans, more geom-
etrized designs and restricted colour schemes, frequently employing yellows,
greens and brick-reds.

These extremely durable carpets are usually of average dimensions with
a density ranging from 60,000 to 120,000 knots per square metre. Both the
symmetrical and asymmetrical knots are used. Currently manufactured car-
pets have a low density but a rather high pile, ranging from six to twelve mil-
limetres.

Garabagh

1. The Garabagh group. Included are pile carpets common in the ar-
eas of Barda and Aghjabadi.

a) Barda. The pile carpets made here include the Barda, Khankarvand,
Aran, Goja, Buynuz, Darianur, Achma-Yumma, Shabalytbuta and Balyg. Flat-
woven shadda, verni and zili carpets also belong to this group. In technique
and design the Nakhichevan carpet also falls within this group.

b) Aghjabadi. Made here are the Lamberan, Garabagh and Khantirme pile
carpets and flat-woven jejin.

2. The Shusha group. This includes such pile carpets as the Malybeili,
Lampa, Bagchadagiuller, Bulut, Sakhsydagiuller and Nialbekigiul.

3. The Jabrayil group. This includes such pile carpets as the Khanlyg, Ga-
ragoyunlu, Gubatly, Kiurd, Gasymushagy, Bakhmenli, Mughan and Talysh
and flat-woven palases and kilims.

The Garabaghs have greatly influenced carpets and other pile and pile-
less weavings made in the villages of Gadrut, Dashbulag, Tug, Jarabert and
Tagla which are located in the Nagorno-Garabagh Autonomous region. The
Garabaghs and their three groups of Garabagh proper and Jabrayils display
similar designs and technical features. Compositions are extremely varied and
contain a characteristic geometrized floral design that is more complex than
in the Ganja-Gazakhs. The colour scheme is bright and polychromatic, most-
ly incorporating golden-yellow, crimson, pink, brown and purple. The above
mentioned dast-khali-gebe carpet set is also common in the Garabagh area.

The Garabaghs are larger than other carpets and are of an elongated
shape. As a rule, they range from two to twenty square metres in area but
may at times be as large as twenty-five or thirty square metres. The density is
between 90,000 and 160,000 knots per square metre but in some cases there
may be a count of 200,000 knots per square metre. Despite a medium or low
density of knots the Garabaghs are quite durable and thick. The pile in car-
pets which are currently manufactured is high ranging from six to ten milli-
metres.
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Tabriz

1. The Tabriz group. It includes the following famous carpets such as Ta-
briz, Bahshaish, Garaja, Geravan, Heris, Lachak-turunj, Afshan, Agajly, Ov-
chulug, and Dord Fesil pile weavings, and palas, kilim, verni, and zili flat-
weaves.

2. The Ardebil group. It covers Ardebil, Sheikh Safi, Shah Abbasy, Sarabi,
Zenjan, Mir, and Achma-yumma pile carpets, as well as verni and zili.

In technique and artistic features, the carpets are similar to the Garabagh
ones. If we compare the Baku Khila-buta and Khila-afshan carpets or the Ga-
rabagh Khanlyg and Balyg carpets with Serabi, Afshan, Lachak-turunj, Her-
is and Garaja of the Tabriz type, we can distinctly see the identical character
in the development of carpets of both the groups and interference between
them.

Tabriz carpets are various in sizes. Their area is from one to 40 m* Some-
times, there are carpets of up to 50 m? Density of the carpets is from 60
thousand to 360 thousand knots in a sq. metre. Carpets with 400 thousand
knots in a sq. metre are rare. Height of pile in Tabriz carpets is from 2 to 15
mm. In modern times, carpets with 40 mm of pile height are woven on spe-
cial commission too. :

Compositions of Tabriz carpets are very complicated. Their design con-
sists of stylized and geometric motives. Most of Tabriz carpets are woven by
the gullabi ilma or, sometimes, dolama ilma, technique.

To Tabriz carpets belong carpets woven not only in famous workshops
and private houses of Tabriz and Ardebil, but also settlements, such as Pan-
bashalvar, Lala, Livan, Hoja, Sardari, Omzeyneddin, Heris, Zenjan (Zengan),
Geravan, Bahshaish, Garaja, Sarab (Sarav), Khoi, Marand, Ahar, Salmas etc.

(From: Rugs & Carpets from the Caucasus.
Aurora Art Publishers, Leningrad, 1984)
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Lotif Karimov duhasi

Teymur Blinyadov

Akademik, séba mUidiri, Arxeologiya va Etnografiya Institutu,
Azarbaycan Milli Elmlar Akademiyasi, Baki, Azarbaycan

Azarbaycanin xal¢a sonatinin gadim tarixi vardir. Bu sanatin yasit balka da
xalgqimizin yast gadardir. Hor bir xalq 6ztinomoxsus bir cohati ilo forqlonir.
Bizim xalgin 6zlinemaxsus xususiyyatlorindon biri xalca toxunmasidir, hom
do bu masuliyyato xtisusi miinasibat baslomasi, onu sonat saviyyasino qaldir-
masidir.

Xalgmuz ilk avvallor xalcani maisat tolobatini 6domak magsadila toxu-
mus, vaxt kecdikco bu adi moisat masguliyyatindon yiiksok sonat saviyyasino
qaldirmusdir.

XX osrdo isa Azorbaycanin xalq rossami, gorkomli todgigat¢t alim Latif
Korimovun amayi sayasindo Azorbaycanin xalca sonati 6ziinlin zirvasino
ylksalmisdir.

Diiz bir asr avval — 1906-ct ilin 16 noyabrinda Azorbaycanin ilham qaynagi
olan Susada elo bir soxsiyyot diinyaya goldi ki, o Azarbaycan xalcasini diinya-
nin fovqline yliksoltdi! Lotif Korimov Susalidir. Bu fakt onun incasonat yaradi-
ciligr tictin bir 6zl idi. Erkan ganclik illarindo Canubi Azorbaycanda yasayan,
bu garabagli oglan xalca toxumanin an inco yiyslonmisdi.

Moaktabi qurtarandan sonra Mashaddos, 16 yasinda o, mashur usta Mirzo
Olokbar Hiiseynzadonin emalatxanasinda isloyir, xalca toxuyur, xalcada ye-
ni ¢esnilor yaradirdi. Xalca sonstinin onsuz tossvviir edilmadiyi miniatlr so-
noatini o, Tehranda mashur rossam Hiuseyn Behzad Tabrizinin klassik ono-
nolori qoruyub saxlayan moktobindo dyronmisdi. Tobrizi tokco klassizmlo
mohdudlasmayaraq, cosaratlo eksperimentlor edir, 6z tislub vo calarlari ilo ye-
ni xott yaradirdi. Belo istedadli ustanin sagirdi tezliklo incosonatin bu novii-
nii do manimsadi, zorif iplorin dilindo pakliga xidmat, heyrat doguran tarixi
kecmiso eyhamlar, coxosrlik onsnsloro sadiqlik yaradict insant tokca xalcada
deyil memarliq dizayninda, zorgorlik islorinin eskizlorindo, kitablarda, xatiro
abidolorindo, markalarda, portretlorin dekorativ hasiyslonmasindo vo i)ir COX
saholordo méciizalor yaratmaga sévq edirdi. Latif Korimov dithast bu diinyavi
anlayis koklorina baglanirdi — gordiiklorine, esitdiklorina, oxudugqlarina isti-
nad edorok yaradirdi. Onun elo genetik yaddasi, agil xozinesi vardi ki, cox
hassas diqgstindon he¢ na yayinmazdi, obraza coxsaxsli yanasmag, tam vo
xirda toforrtiath strixloro varmaq, musiqinin goriintiilii diinyasini gérmok, so-
zU va albatto, xalcant oxuyub anlamaq istedad: vard. |

O, istonilon xalcada Azorbaycan xalcasinin torkibini, xarakterik elementlorini
ayira bilir vo bunlar biitév sokildo toskil etmayi bacarirdi. Bu baximdan Latif
Karimov daqiq, mentiqi, ononoyo osaslanaraq, sado milli elementlordo, ay-
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din, tosvirin ideya shamiyyatini acan asarlor yaratd. Belaliklo, “Ofsan”, “Xotai”,
“Xotaisayaq” adh ilo diinyada moghurlasan xalcalar yarandi. Latif Korimov diin-
yanin qanunauygunluglari, hatta gortinmazlorin  daimilik analizi, miibhom
sirlori, goriinmoz sehrli qiivvalor haqqinda bilgi vergisi vardi — bu somimi, pak
bir intuisiyanin ardicilliga vo irsliloyiso sirayat etmosi idi. Onun yaradicihiginda
on az derocada belo bu keyfiyyatlori anlamaq, giymatlondirmok mumkiinddir.

Diiz, hondosi, simmetrik forma - Lotif Korimov yaradicihginda tobiotdoki
miirokkob qurulusu lakonik yanasma ilo vermokdir. Bu tokco diinyavi anla-
yislar haqqinda deyil, anlasilan, elmi vo holo kosf olunmayan — insanin fizi-
ki miihito cevrilisi hagqinda malumatlardir. Onun xalcalarinda tobiat ritmlori
vo ronglor elo yerbayer olub ki — hor bir insan t¢iin kohna vo yeni alom,
maraglilar va yaradicilar tclin, bu giin, sabah incasonatin bu mociizosi ilo
tinsiyyatdo olanlar ti¢tin yiiksok manavi giic, o9zm yaradir.

“Forma mozmunsuz 6z magsadini dogrultmaz” — ideyasini dasidigr tictin
Lotif Karimov romziliklori virtuoz gazandi. Buna gora do qruplasdirma gaydasi
kompozisiyalarin formaca eyniliklori ilo deyil, onlarin simvolik shomiyyatino
goro apartlir. Bu hom do modelin struktur shomiyyatini anlamaq imkani yara-
dir. Masolon, dord hissali qurulusda toxunmus “Bahar”, “Yeni bahar” xalcala-
rinda gizli struktur planla morkaz ayrilir; klassik “Dord fosil” kompozisiyasin-
dan golon okingilik romzi — giinos tosviri ilin dord fosli ilo moarkazda yerloson
medalyonda toqdim olunur.

1929-cu ilda Voatena qayidan Latif Karimov Azorbaycan xalca toxuma isteh-
salinda ilk toskilatct oldu. Xal¢acr ustalara, rossamlara uzun illor ©. Ozimzado
adina Rossamliq moktabindo, Incesonat institutunda bu senatin sirlorini
oyrotmisdi. O, Azarbaycan xalca sonatinin asas qollarin doagiqlosdirdi, xalca
moktoblorini miiayyanlosdirdi.

Lotif Korimov Azorbaycan xalcagiliq elminin banisi sayilir. O, birbasa vo
qoti sokildo xalca senatinin itmoyon doyari haqqinda, Azorbaycan xalqinin
maodaniyyat tarixindo darin vo qodim olagolorino dair 0z fikirlorini soylayirdi.

Onun ticiin har sey asan, ongolsiz basa golmirdi, lakin Lotif Korimovun
monavi giicii xalca texnologiyasina dair biliklori, Azorbaycan xal¢asina fantas-
tik sadaqati qalib golirdi, zaman 6z iso on oadalatli hakimdir — hor seyi 6z la-
yiq oldugu yera qoyur. Latif Karimovu diinyanin an métebar sonat ocaglarina,
muzeylora elmi konfranslara dovat edirdilor. O basqa 6lkalorin muzeylorindoki
Azorbaycan xalcalarinit qruplagdirr, onlara dair elmi malumatlar yazirdi. Bu
sahodo, masalon, Latif Korimov italiyaya sofori ¢ox vacib rol oynadi. O bu
olkayo meghur italyan firma sahibkart soxsi kolleksiyasinda iki minadak
Azorbaycan xalgast olan Q. Toluyanin dovati ilo getmisdi.

Lotif Korimov comi 25 giin arzindo xalcalari Baki, Quba — Sirvan, Gonca -
Qazax, Qarabag maktoblorino uygun qgruplasdirds, toyin etdi ki, bunlarin 98%-
i Azorbaycanda toxunub, onlarin badii — texniki xiisusiyyatlorini, toxunma ta-
rixini qeyd eladi. Lotif Korimov Milandaki incosenat Muzeyino, Messindoki
beynolxalq yarmarkaya getdi, isgtizar soforlo Romada vo Palermoda oldu,
orada miihaziralor oxudu, ¢coxsayl suallara cavab verdi.
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O asrlorlo Azorbaycan xal¢asina sohv baxislari, “Iran”, “Qafqgaz” deyimlorini
tokzib etdi. Lotif Korimov xalca senatindo baslica badii toyinatlardan sava-
y1, onlarin mohalli stilistik xtisusiyyatlorini daqiqliklo ayirir, zorgor daqiqliyi
ilo materiallari toyin edir, xalcanin texniki hollini — cox hossas professional
sokildo xarakterizo edo bilirdi. O, Azorbaycan xalca sonstinin asas qollari-
n1 doaqiqlosdirorak, xalq maktobinin elmi-qanuni asasin1 qoydu, bu iso tarixi,
badii faktdir.

Indi diinyada hec kim — no qeyri-ciddi tadgiqatc, no bir diletant onun Azor-
baycan xalcasina verdiyi yeddi xalca moktobins - Quba, Sirvan, Baki, Qazax,
Gonca, Qarabag ve Tabriz maktablorine zorre goder siibhs ilo yanasa bilmaz.

Bundan basqa, Lotif Korimov hadsiz sayda unudulan, itirilmis milli or-
namentlori, Azorbaycan xalca kompozisiyalarini borpa etdi vo onun xalq
ononalorinin yenidon hayata qaytarilmasinda ve zonginlosmasindo xidmatlori
avozsizdir.

1954-cti ilde onun ilk fordi sorgisi acildi vo bu sorgi rossamun sohrot-
lonmosine, genis taninmasina giicli tokan verdi. Lotif Korimov xalca orna-
mentlorinin yenilosmosi liclin unikal xalq irsinden bohrslonarak, yeni orna-
mentlorin yaradicis1 axtarisint aparir, yeni tislublar yaradird. Latif Korimovu it-
tifaq daxilindo bir cox monumental asorlorin yaradilmasina, boyiik sorgilorin
hazirlanmasina vo kecirilmasino rohbarlik etmoys davat edirdilor.

Rossamun stijetli kompozisiyalarinda, portret xalcalarinda, digar osarlarindo
mozmun miixtalifliyi olsa da, vahid ideya, musllif toxayyiilii, dinamika, mil-
li ornamentlorlo tizvi bagliliq ve diistindiirmek, mentiqe varmaq giicii var.
Dizayner, mahir qrafika rossami olmagla yanasi o, digor dekorativ sonat
novlorinin hanusinda gozal sonst niimunslori yaratmusdir. Sonatkarin mil-
li ononslorlo asilanmis asorlori kompozisiya biitovliyt, tosvir vasitolorinin
rongarongliyi vo novatorlugu ilo forglonir. Onun yaratdig: “Ocomi” stijetli xal-
¢ast YUNESKO-nun daimi sorgisi kolleksiyasina daxildir. “Ssrlorin nogmosi”
xalcast iso Boyiik Britaniyada xtisusi kolleksiyada saxlanlir.

Latif muallimin 1986-c1 ilde Londonda fordi sorgisina diinyanin har yerindon
miitoxassislor galmisdilor. Sorgi boyiik maraq dogurdu. Onun asarlori vo bii-
tin diinya tekstil miitoxassislori ticiin do shomiyyatli olan sanballi 3 cildlik
“Azorbaycan xalcasi” monoqrafiyast diinya senat bilicilorinin rogbatine sabab
olmusdur.

italyan alimi Alberto Boralevinin tobirinco desok, “Boytlik qoca” — nazo-
riyyagi-alim Lotif Karimov 1954-cii ildon émriiniin sonunadak Milli Elmlor Aka-
demiyasi Memarliq vo Incesonat Institutunun Oziiniin yaratdigi xalca sonati
sobasinin dayismaz rohbori olmusdur. O homin miiddatds bir sira xalcaci
mutoxassislor yetisdirmis, elmi monoqrafiya vo dissertasiyalarin elmi rohbari,
moslohatcisi olmusdur.

Onun xal¢a muzeyi yaratmaq tclin hazirladi@: xiisusi layiho 1967-ci ildo
hoyata kecdi - Azorbaycan Xalcasi vo Xalq Tatbiqi Sonati Dovlet Muzeyi yara-
dilmast barado gerar gobul edildi. Bu muzey hazirda Sorqds 6z xalca toplusu
ilo on iri muzeylordon biridir.
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Azorbaycan xal¢a sonatino dair Beynol-
xalq simpoziumlarin kegirilmoasi vo diinyanin
aparict miitoxassislorinin bu tadbirlora calb
edilmosi Latif Korimovun Azarbaycan mado-
niyyati qarsisinda boytik xidmatlorindondir.

Lotif Korimovun Azorbaycan musiqi elmi-
no do giymatli tohfolori olmusdur. Hor bir
susali kimi o, sorq musiqisini, mugamlarimi-
71 da Oyronirdi vo yena uzaqgoronliyi onu
dorinlora yonsltdi — Latif tokco mugami klas-
sik sokildo ifa etmirdi, o mugam bilicisino
cevrilmisdi, mugam onun qarsisina gonc yas-
larinda &yrondiyi “sorq musiqisi xalcas” kimi
acilmisdi vo Azorbaycan mugam sonatinin
incaliklorini, xalq calg: alotlori haqqinda “Searq
musiqi terminlorinin mikommol ligati"ni
yazdi. Azorbaycan musiqisi haqqinda elmi
traktatlarin miollifi Sbdilgadir Maragayi-
nin slyazmalarint aldo edon Latif miisllim bu
qgiymatli tapintint todqiq edon elmi — yaradici
qrup yaratmis, bu ¢atin todqigat isino uzun
miiddat rohborlik etmisdir.

Miiallifin mashur musiqi soloflorimizdon
olan Sofiaddin Urmaviyo hosr etdiyi portret
xalcas1 da diggetslayiqdir.

Azorbaycan milli madeniyyatinin inkisa-
finda xidmatlorine goro Lotif muallim Azor-
baycan Respublikasinin Xalq Ressami, SS-
Ri Dévlot miikafati laureat: adlarna layiq gorilmis, “Serof nisant”, “Qirmizi
Omok Bayragr”, “Xalqlar dostlugu” ordenloari ilo toltif edilmigdir. Lotif mitiallim
dahi sairimiz Nizami Gencavinin portretini yaratmaq Ugclin uzun muiddat
islomis, lakin “Nizamini ovoz eds bilmaz! Onu oldugu kimi yaratmaq mim-
kiin deyil” demis, ¢okdiyi asori, toxudugu xalgani logv etmisdir.

Lotif miiallimdo bir “Azorbaycanciliq” ideyast vardir. Biitiin yaradicihigi da
mohz bu iifiigo somtlonmisdi. Ke¢misdon, milli irsdon bahralonib galacayi,
yenisini yaratmaq leytmotivi vardi. O, xal¢a sonatinda birinci oldu. Gglac:?k
nasillor onun yaradicihigini dono - done miiraciat edocok, onun “Ocomi’,
“Sobi hicran”, “Xotai”, “Lo¢ok turunc”, “Firdovsi”, “Sofiaddin Urmoavi” vo
digor onlarla sedevr xal¢alarinda rong spektrlorinin harmoniyasina, obrazla-
rin psixoloji tosvir agimina, mantiq vo ideya gabarigligina heyran qalacaq-
lar.

Biitiin hoyatimi xalqmnin menovi madoniyyatinin toraqqisine hesr edoan,
incasanat vo adobiyyatin ¢oxsaxali ndvlorinde moctizalor, elmi — todqigi ingi-
lablar yaradan insan idi Latif Korimov!
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Azarbaycan Qazax
xalcaciliqg maktabi

Rasim ©Sfandi

Sanatstnasliq doktoru, akademik,

Azarbaycan Milli Elmlar Akademiyasi, Memarliq va incasanat
Institutunun direktoru, Baki, Azarbaycan

Togrul OSfendi
Sanatsunasliq namizadi, Azarbaycan Milli Elmlar Akademiyasi,

Memarliq va Incasanat Institutu, boydik elmi isci, Baki, Azarbaycan

Azorbaycan Respublikasmnin simal-qarbindo yerloson Qazax bolgasi cox-
dandir ki, tarixcilor vo sonatstinaslarin diqqatini ¢ziino colb edir. Bu arazido
zomanamizadok qalmis godim dini mebadlorin qaligi, mohtosom qalalar, kor-
ptlar vo s. burada yurd salmis insanlarin halo uzaq kecmislordo cosqun hoyat
vo yaradiciliq prosesi kecirdiyini gostorir.

Professor 1. P. Petrusevski 1949-cu ilde Sankt-Peterburqda “XVI-XIX yiizil-
liklorin svvallori Azorbaycan vo Ermonistanda feodal miinasibatlori tarixi” ad-
It bir kitab cap etdirmisdi. O, bu asorinds “Qazax” soziiniin manasini Agsta-
fa cay1 otrafinda yasayan tiirkdilli Qazaxlu tayfasinin adiyla izah edir. Orta osr
monbolorinde bu erazids skif, hun, qipcaqlarin da maskunlasdigi qeyd olu-
nur. XVI ytzillikde Nozarxan Qazaxlunun dévriinds bu region siyasi va iqti-
sadi cohotdon xiisusile gliclonir. XVI-XVIII yiizillikds Qazax sultanligina indi-
ki Ermonistan vo Giirctistanin xeyli arazisi daxil idi.

Lakin Qazax bolgosinin tarixi bununla bitmir, son 25-30 il orzindo Azor-
baycan alimlori torofinden aparilmis arxeoloji qazintilar srazinin holo eramiz-
dan avvel V minillikde godim yasayis maskani oldugunu askar etmisdi. Baba-
dorvis, Somutopa, Toyratopa, Saritopo va s. yerlordo aparilmis qazinti tapilan
sonat ntimunalori burada dévran stirmiis tayfalarin orijinal bir madaniyyoto
malik oldugunu gostorir.

Qazax bolgesindo movecud olan el sonotlori icorisindo xalcaciliq on gor-
komli yerlordan birini tutur. Bu da sebabsiz deyildir, ciinki bu orazide onun
cox boyuk tarixi vardir. Hotta bu giin belo burada elo bir kand, oba yoxdur
ki, orada bu sonatlo masgul olmasinlar.

1717-ci ildo Qazax bolgesinin Salahli kondindo anadan olmus gorkomli
Azoarbaycan sairi Molla Panah Vagif 6z qosmalarinin birinda sonat dostu sair
Vidadiyo Qazax qadimlarinin bacaniglt sllori ilo toxunan gozel xalilardan bohs
edorkon, onlarin badii, texnoloji xiisusiyyatlori, hatta bu isdo istifads edilon
omok alotlori (hana, hono, kirkit, paz va s.) barado do otrafli malumat verir.

Biitiin bunlar xalcaciligin bu mahalda ns qoadar dorin kokloro malik oldu-
gunu gostorir.
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Xalca arasdiricilant Azorbaycanda moéveud olan xalca maktablori icorisindo Qa-
zax xalcalarinin orijinal resm, ornament va dolgun rong ahangdarligina malik ol-
dugunu xiisusi geyd edirlor. Onu da bildirmak lazimdir ki, istehsalinin sayt baxi-
mindan bu yerin xal¢alart Azorbaycanin xali sonati tarixinds 6n planda gedir.

Baxmayaraq ki, Qazax xalcalari ¢coxdandir ki, diinya sonatstinasliq elmi-
nin diqqat morkazindadir, 6lkemizdo halo do onlar hagda otrafli malumat
yoxdur.

Arasdirmalar gostorir ki, Qazax xalcalart haqda ilk malumat 1891-ci ilo aid-
dir. Homin ildo Vyanada ¢ap olunmus “Sorq xalcalart” adli kitabda biz bu ye-
rin xalcalarinin toxundugu kondlor, onlarin ornamentlarinin monsayi barada
bozi qeydlors tosadif edirik.

Sonralar Qazax xalcalari hagda nisbaton genis moalumatlar 1909, 1921-ci
ildo Leypsiqds, 1929-cu ildo Berlindo dorc olunmus xal¢a sanati Kitablarinda
da verilir.

1971-ci ildo Cosef Makmillanin rohborliyi altinda Raul Cebul torafindon
Nyu-Yorkda ¢ap olunmus “Qazax xalcalar” adl nafis kitab bu region xalcala-
rinin Sorq xalcaciliq sanati tarixindo 6ziine moxsus yer tutdugunu bir dofalik
tosdiq etdi.

Qeyd etmoak lazimdir ki, “Qazax” adi ilo bir ¢cox diinya muzeylorino yayil-
mus xalcalarimiz tokca Qazax bolgosinda deyil, axir vaxtlara godor Ermonistan
(Polad, Salah, Goyercin, Golkend, Karvansaray, Uzun Tala vo s.) vo Glrcls-
tan (Lambali, Kamalli, Muganl, Diizaqram, Qarayazi, Agbulaq, Qarabulaq,
Borcali, Qacagan va s.) arazisinde yerloson Azorbaycan kondlorindo do toxu-
nurdu.

Bundan slavo Qazax xalcalarina Tiirkiyonin Sorq vilayatlorindo do tez-tez
tosadiif edilir. Holo XIX yizillikdo Tiirkiyonin Orzurum vilayatini gozmis fran-
siz alimi Kyune Buranin Diyadin adli yerdo “Qazaxc¢a” adli orijinal rosmli xal-
calar toxundugunu bildirmisdir.

Bundan olava tiirk sonatsiinaslart “Qazaxc¢a” adl xalilarin Tirkiyonin Ber-
gam bolgasinda do toxundugunu bildirirlor.

Qazax xalcalarin axir vaxtlara goador Agdam vo Bords otraflarindak: kond-
lordo do (Xalfali, Domircilor, Salahli, Qaraqoyunlu, Alpaut, Boyshmadli vo s.)
toxuyurlar. Manbalor gostorir ki, bu kendlorin ahalisinin oksoriyyati XVIII yliz-
illikdo bura Qazaxdan kociib goliblor. Bunu Qazaxda mashur olan xalga mon-
togo adlarinin Qarabagda tokrar olunmasi da siibuta yetirir.

Demoli Qazax badii vo texnoloji tisulu ilo yaradilmus xalcalar harada vo
hanst tarixi sebablarlo slagadar olaraq toxunsalar da onlar Qazax xalcagiliq
moktobino aid edilmalidir.

Uzaq kegmislordon elo zomanomizodok Qazaxin on moshur xalca mon-
togolori bunlar olmuslar: Salahli, Sixli, Kemerli, Damircilor, Qaymaqli, Dag-
kosomon, Qiragkosomon, Das-Salahli, Qarapapaq, Agkoynok, Faxrali, Agsta-
fa, Muganli, Bor¢ali, Poylu, Tatli, Kosalar vo s.

Bundan oalavo Qazaxin 6ziindo do bu kondlordon olavo bir ne¢o vari-
antli “Qazax-sohor” adli orijinal kompozisiyali xallar toxunurdu. Bunlarin
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icorisindo an moshurlart “Dordbuynuz”, “©jdahali”, “Qazaxc¢a”, “Qaraqoyun-
lu”, “Qaraman” idi.

Yuxarida adlarini sadaladigimiz xalca montogoelorindo bir-birindon rongi,
ornamenti vo iimumi kompozisiyast ilo forqlonon ayri-ayri adli vo moévzulu
xalilar da toxunurdu.

Buna yaxsi misal Qazaxin mixtalif xalca mantogslorinds ayri-ayrt kompo-
zisiyalarla malik olan namazliq xalilarin toxunmasidir.

Biittin bunlara baxmayaraq Qazax xalilarini biri-birine banzodan bir cox
xtisusiyyotlor do vardir. Ilk névbade bildirmak istoyirik ki, biitin Qazax xa-
lilar1 orta olcili, sixligr az, galin vo méhkem olur. Qazax xalcalarinin 1 m-
do 90000-don 120000 gador ilms sixligr olur. Qazax xalcalarinda sxematik
hondssi, nobati ornament motivleri vo heyvan, qus tosvirlorine genis yer ve-
rilir.

Qazax orazisindo toxunan xalcalarda forqlondirici cohat hor seydon avval
xalcalarin ara saho yerliyine iri 6l¢tido sokkizbucaqli goliin toxunmasidir. Bu
da suf yalniz Qazax bolgasine moxsusdur.

Bundan oslavo xalcalarin ara sahs yerlorinds horizontal istiqamatds bir-bi-
rinin ardinca diiztilmus tG¢ gol do genis istifads edilirdi. Gollii xalcalarin 9sas
xususiyystlorindon biri xal¢alarin ara saho yerliyinin saya toxunmasidir.

Qazax xalcalarinda kvadrat formalar icorisindo ulduza bonzor fiqurlar
vo bunlart shate edon garmaql elementlor genis olaraq toxunur. Qarmaql
elementlorlo yanast buynuz motivleri do qazax xalcalarinda verilmis naxisla-
rin asasint togkil edir. Orta ol¢tilii cox golli xalcalarda gollorin atrafi garmag-
It elementlorlo ohatolonir. Umumiyystlo, qarmaqli elementlor Qazax xalilart
uc¢ln ¢ox saciyyavidir.

Qazax xalgalarini bir qayda olaraq yerliyi, adoton qirmizi, goy, ag vo sa-
r1 ronglords toxunurdu. Xalida ronglorin saymin az olmasina baxmayaraq Qa-
zax xalilart 6z slvanhigi, kompozisiya qurulusu etibarilo tamasacida yiiksok
estetik zovq yaradir.

Qazax xalcalart ¢cox genis yayilmus sonot osorlorindon sayilir. Onun nii-
munslorine diinya muzeylorinin oksariyystindo tosadiif edilir. Amerika mu-
zeylorindo o xtsusi ilo ¢oxdur. Onlara Nyu-Yorkun Metropoliten, Vasing-
tonun Tekstil, San-Fransiskonun Asiya Gozol Sonatlor, Bostonun incosonat
Muzeylori, Pitsburqun xalca comiyyati vo ¢ox-cox soxsi kolleksiyalarinda da
rast golinir.

Xarici Olkolordo saxlanilan Qazax xalilarinin sayr bununla bitmir, on-
lar Almaniya, Fransa, Italiya, Ingiltors, Tiirkiya, Macaristan, Rusiya vo basqa
olkalorin muzeylorinda do vardir.

Bu xalilardan bir necosini otrafli nozordon kecirok. Hazirda tarix etibarilo
diinya muzeylorinds saxlanilan on qedim Qazax xal¢alarindan biri XV yiizilliya
aid edilon “Ojdahali” xalisidr.

Berlin Incosonst muzeyinin Sorq bélmosinds nimayis etdirilon bu kicik
xalida biri o birini tokrar edon ikistjetli kompozisiya verilmisdir. Xalcanin qi-
zili-saril yerliyi tizorindoki bu stjetlordo Simurq qusu ilo ajdahanin miibarizo
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sohnosi tosvir olunmusdur. Bu xali
coxdandir diinya sonatstinaslarinin diqg-
gotini 6ziino calb edir. Onun barasin-
do alman alimi Kurt Erdman, turk ali-
mi Oktay Aslanapa, fransiz alimi Saq-
qizyanin yazilart vardir. Verilon molu-
matlara gdro bu xali 1896-ci ildo Roma-
da bir antiq mallar saticisindan alinmis-
dir. Onun XV yuzilliye aid olunmasina
XV vyizillikdo yasamus italyan rossam-
lart Domeniko Morene vo Domeniko
Do Bartolonun ssorlorindo verilmosi
do tosdiq edir.

Umumiyyatlo, Azorbaycan xalilarin-
da ajdaha motivlorine genis yer veril-
mosi obas deyildir. Cuinki, o, uzaq kec-
mislordon tiirk dilli xalglarin hoyati,
moisati, folkloru, mifologiyasinda gor-
komli yer tutmusdur.

Fransiz alimi M. Lippiye yazir Kki:
Morkozi Asiyada ojdahanin sorofino
mobadlor tikilir, ona dualar oxunurdu.

Rus alimi O. Zeleninin geydlorino
goro ojdaha Morkozi Asiyada yasayan
insanlar tictin Ulu Tanrinin bir simvo-
lu idi, clinki o yagis yagdirir, hor yeri
yasillasdirir.

Lakin zaman kecdikco ojdahaya
miinasibat tiirkdilli xalglar arasinda ya-
vas — yavas doyisir. O, daha cox sor
qiivvoni tomsil etmayo baslayir. Sohor
miuhitindo o daha c¢ox xeyir nisanosi
olan Simurq qusu ilo miibarizods olan
sokilds tosvir edilirdi.

Ojdahaya monfi miinasibat har yer-
do eyni sokildo olmamusdir. ©gor bu
sohorlorda giiclii, yerlordo, xtisusi ilo
dag otoyi kondlorindo iso demok olar
ki, yox soklindedir. Bu da tobiidir,
clinki konddo yasayan insanlar yeni-
liyi cox ¢atinliklo gebul edirlor. On-
lar uzaq kec¢mislordon golon irso
homiso sadiq qalirlar elo buna goro do
sohorlordon uzaqlarda yaradilan sonot
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9591‘19rind9 ojdahaya miisbat miinasibat olmusdur.
Indiyo godor Qazaxda, Qarabagda ojdahali xalila-
rin toxunmast da bu gabildendir.

Diinya muzeylori icorisindo genis yayilmis Qa-
zax xalcalarindan biri do “Damgal” adli xalcadir.
Onun asas toxundugu yerlor Kir ¢ayr axarinin sag
torofidir (Qarayazi, Lambali vo s.).

Olgii etibart ilo bu tip xalcalar cox boyiik ol-
mur.

Moasolon, hazirda Almaniyanin Miinhen soho-
rindo bir soxsi kolleksiyada saxlanilan “Damga-
It” xalcasinin eni 168 sm, uzunu 235 sm-dir. XVIII
yuzilliyo aid edilon bu xalca todgiqatcilarin digget
morkozindadir. O, bir neco dofs “Sorq xalcalart”
adli albomlarda dorc olunmusdur. Haqqinda bshs
etdiyimiz xali genis ara saho, qosa go¢ buynuzu vo
paxlavart naxisl yelon ilo bazadilmisdir.

Xalcalarin ara sahasi xiisusilo bazokli vo ronga-
rongdir. Xalcanin al qumizi yerliyindoa, ardicil ola-
raq tokrar rongli yeddi goy sxematik xonca yerlos-
dirilmisdir. Oz konstruktiv qurulusu ilo Sorq alomin-
do genis yayilmus, uclar dérd miixtslif torofo ayri-
lan bu resmlor elo real bir sopgido toxunmusdur
ki, sanki onlar bir noqte trafinda firlanaraq daima
horokat edir.

Azorbaycan dekorativ-totbigi sonati tarixinin,
demok olar ki, biitiin tarixi marhalalorinds bu ba-
zok hom soma cismlorinin “sah1” sayilan giinosi,
hom do kainatin dord esas varligini tomsil etmis-
dir. Bu bazok tinsiirii coxdandir ki, diinya alim-
lorinin digqgatini 6ziine colb etmisdir. Ona “ca-
r1 folok”, “dordliik”, “svastika” adi da verilmisdir.
Azorbaycanda bu bozok daha cox dordlik adi ilo
yayilmisdir. Deyilonloro goro bu dairovi qarmagla-
rin biri odu, biri havani, biri suyu, axirincisi iso tor-
pagi tomsil etmisdir. Bu ornament néviiniin Qazax
xalcalarinda belo genis sokildo istifado edilmasi so-
babsiz olmamusdir.

Dinya muzeylorino genis yayilmis gozol vo
baximlt Qazax xalcalarindan biri do “Sixli” xalca-
stdir. Bu xal¢a novii Qazax sohorindon toxminoan
35 km. Arali Kiir sahilinde yerlason Sixli kondinda
toxunur.

Elm alominds ti¢ nov Sixh xalcast molumdur.
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Bunlar icorisindo xalq arasinda “Agacl” vo ya “Cinar” adi ilo taninan uzunsov
xalilar daha ¢ox mashurdur.

Bu tip “Sixli” xalilart qurulusunun sxemi baximindan (¢ hasiyali yelon vo
enli ara sahadan ibarat olurdu. Xalcanin arasahasi xtisusilo zongin bazadilirdi.
Burada, adston, xalcanin boyu ilo slagadar olaraq 1, 2, 3 boylik hacmda
toxunmus paxlavari bozok elementi yerlosdirilirdi. Cox hallarda paxla-
vart bazoklorin daxilindo stilizo edilmis tok agac otrafinda iso su {izerindo
stizon coxlu qus fiqurlart verilirdi. Ara sahonin zongin bazok qurulusu da
diggatolayiqdir.

Onun mavi vo yasili rongli yerliyi Gizorindo simmetriya asasinda qurulmus
2, 4, 6 boyiik agac resmi, xirda giil-cicok, qog, qus fiqurlart tasvir olunurdu.

Xalcanin arasahasinds yerloson bu badii bozok elementlori dord torofdon
moscidlordaki hiindiir taxta mehraba banzor predmetlo ohato olunaraq kom-
pozisiyan1 tamamlayirdi. Sixli kendinin qocaman xalca toxucularinin verdiyi
molumatlara goro “Xalcanin arasahasindo verilon bazokli tesvirlor — connati,
onun dord yanan baglayan hiindiir asyalar iso connatin qapisint tomsil edir-
di”.

Qazax xalcalarinin badii tortibatinin asasini tagkil edon rosm vo ornamentlar,
adoton, belo miicarrad vo lakonik tesvir vasitolori ilo icra edilirdi. Bu tosvir
tislubu Qazax xalcalarinin on xarakterik xtisusiyyatlorindan biri sayilir.

Bu tip vasitalorinin tarixi ilo mesgul olan Isve¢ alimi C.Q.Anderson, rus
alimi B.V.Veymarn onlarin tarix boyu naturalizm, realizm kimi coroyanlardan
kecdikdon sonra belo lakonik tosvir tislubuna (yani az sozlo cox fikir demoyo)
gabil olduglarini geyd edirlor.

Tosvir vasitolorinin lakonikliyi baximdan Qazax xalcalari icorisindo “Borga-
I1” xalilar: ©n planda gedir. Xalca sonati tariximizin dorin bilicisi L.Karimovun
qeydine gora, “Bir neco variantda “Bor¢ali xalilar” movcuddur. Bun-
lar icorisindo “Cobankora”, “Forohli”, “Ziynotnisan”, “Lambali” adli xalcalar
xtisusilo mashurdur”.

Bu baximdan Budapest “dekorativ sonatlor” muzeyindo niimayis etdirilon
XVIII asrdo Borcalida toxunmus “Cobankora” adli xalt xtisusilo diqgati calb
edir.

Haqqinda bohs etdiyimiz xalca iki kemorli nazik yelon vo enli arasahadon
ibarotdir. Yelonin bazoklori elo bil ki, xalga boyu harokatds olan qog¢ buy-
nuzuna banzor qivrim xatlordon vo zoncirtok biri o birisino barkidilmis ardi-
cil tokrar olunan nabati rasmlardon toskil edilmisdir. Arasahs xiisusilo maraq-
lidir. Burada ilk ndvbada genis planda verilmis xagvart bir medalyon digqati
colb edir. Bu bazokli medalyonun icarisinds tiind yasil rongli boytik ¢arcivo,
onun da ortasinda agaran gol verilmisdir.

Bu boyiik corcivo vo ag damgadan hor torofe qosa hacali qivrim xatlor
sopalonmisdir. Bundan slave xalcanin arasaheasindo yuxari vo asagi hissado
simmetrik sokildo {iz-izo durmus Qosa ¢oban iti tosvirlori do vardir. it tosvirlori
saxoli agaca bonzor nobati ornament yaninda yerlogdirilmisdir. Hoddindon ar-
tiq sxematik bir torzdo toxunmus bu tesvirlori qocaman sonatkarlar belo izah
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Nisbaton real sokildo verilmis, elo bil ki, agac kolgasi altda dayanib st- 5 % b, 5 E

rinii qoruyan it tasvirlori xtisusilo diggati calb edir. Qeyd etmak lazimdir ki,
imumiyyatlo it tosvirine biz a9sason Qazax vo Qarabag xalcalarinda tosaduf
edirik. Bu da itin bu arazids yasayanlarin hayat vo maisatindo mithiim rol oy-
nadigini gostarir.

Maraqlidir ki, hazirda xalq arasinda bir elo amsli shomiyysto malik ol-
mayan it uzaq kecmislordo miigoddoas heyvanlardan sayilardi. Monbolor
gostorir ki, kecmisdo Azarbaycanda itdon nainki heyvan siirlisiinii vo yasa-
yis diisorgolorini qorumaqda, hatta miihariba zamani bir komokci kimi do
istifado edilirdi. Onu da geyd etmak lazimdir ki, ovculugla slagadar olaraq
Serqdo ilk dafo ohlilosdirilmis heyvan it olmusdur.

Qazax xalcalar tokco orijinal rosm, naxis va onlarin lakonik tosviri ilo de-
yil, 6ziinomaxsus bazi texniki xtisusiyyatlori ilo do diggati calb edirlor.

ilk névbado qeyd etmoaliyik ki, Qazax xalcalart 6lcti baximindan miixtolif
olurlar. Onlarin on Kkiciyinin Ol¢iisi 2x1 m, an boylyl 4,5x2,10 m-dir. Al-
qurmizt yerliyi olan Das Salahlt xalilarinin bazon uzunlugu hatta 5 metro ¢a-
tir. Qazax xalcalarinin xovu da basqa yerlordo toxunan xalcalar xovundan
forglonir. Onlar cox uzun olur bir ¢ox hallarda 12,14 mm-s ¢atir. Malumdur
ki, xalca tizorindaki xovun uzunlugu xalcanin 6mriinti uzadir.

Ogor basqa xalcalarin 6mri tadricon yavas-yavas sontirso, Qazax xalcala-
rinda bu proses muixtalif marhalolor kecirir. Qazax qoyununun maxmari yu-
nundan toxunan hiindiir xovlu xalilari yasa dolduqca yoni xovu didildikco
sadof tok parildayib ikinci goncliyini kecirmoyo baslayir.

Biz Azorbaycanin zongin gusolorindon biri sayilan Qazaxda xalca sonati
tarixinin inkisaf marhslslori vo onun sakinlorinin bacariglt sllori ilo yaradilnus
an gozal xalca niimunalarini qisada olsa nazordon kecirdir.

Arasdirdigimiz xalca nimunslori  gostordi ki, Azorbaycan xalcaciliq : . : .
sonatinin ayrilmaz bir hissosini toskil etmoklo barabor Qazax xalcalarinin : ; | i ¢ : !
Azorbaycan incosonat tarixindo- 6ziino maxsus xiisusi yeri vardir. Bu oriji-
nalliq uzaq ke¢cmisdon golon yerli badii vo texniki anono, xalqin hayat torzi,
moisoti vo regionun rongarong tobiati ilo hamisa six alagado olmusdur.
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Characteristics of Antique
Azerbaijani Shahsavan
Pile Weaving

Wendel R. Swan
Alexandria,
Virginia, USA

In recent years, many books, magazines, websites and exhibition catalogs
have made specific attribution of pile rugs to the Shahsavan, perhaps only
by default when no other label can be attached. Yet little has been written
about their characteristics and why they are distinguished from other attrac-
tive weavings from Azerbaijan.

The term Shahsavan is virtually absent from the early rug literature and
even commentary on their flatweaves is relatively recent.

My purpose is to explore the characteristics of pile weaving of the nomadic
Shahsavan in the 19th or even 18th centuries by comparing designs and struc-
tural features in order to establish a basis for attributions to the Shahsavan.

The Shahsavan (meaning “friend of the Shah” or “lover of the Shah”) is the
name applied to a number of tribal groups in Azerbaijan sharing a common lan-
guage and customs. They are not purely homogenous ethnic groups, but con-

v 1. Shahsavan camels » 2. Horizontal loom
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sist of various tribes that became a formal confederacy in the 18th Century. While
there are references to the Shahsavan as far back as the Savafid period, it remains
unclear as to exactly which people then bore this designation and why.

The Shahsavan were nomadic pastoralists who migrated in Azerbaijan be-
tween winter quarters in the Mughan steppe and summer quarters to the
south in search of the grass necessary to support their flocks of sheep. As the
nomads were not entirely self-sufficient, it was essential for them to conduct
regular commerce with villages for supplies (metal objects, salt, spices, leath-
er, etc.) and to sell the lambs and the products of the sheep.

The nomads did not necessarily own the animals in their custody, but
sometimes the otherwise sedentary wealthy owners or tribal heads traveled
with their flocks. Pastoral nomadism is an occupation in which an individu-
al or a family can accumulate significant wealth, depending upon their skills,
the contracts they have with the animal owners and their luck with climatic
conditions. Nomads sometimes moved between being settled and being no-
madic, depending upon the wealth they accumulated.

For pastoralists, wealth is measured in terms of the size of the flocks and
herds. Because of their use for transport, camels are the most valuable ani-
mals, followed by horses and then by sheep.

The association of camels and the Shahsavan is significant. Camels were
of limited use to sedentary weavers. Camels produce hair and wool, but it
does not spin as easily as wool nor does it take dyes as well. Accordingly, it
is not a fiber that is well suited to larger weaving enterprises. Yet camel hair
is one fairly common characteristic of what I believe are the pile weavings of
nomadic Shahsavan during the 19th and 18th Centuries.

Because of the necessity to make their utilitarian textiles both strong and
lightweight for migration, we know that nomadic Shahsavan produced an
abundance of flat woven objects: jijims, kilims, bands and extra-weft wrapped
bags, but they wove few pile carpets owing to their nomadic lifestyle and
lack of permanent looms.

Nevertheless, whether for use within the tribe or as a gift to someone out-
side it, there always has been a demand for luxury goods, one of which is
pile weavings. The examples I will show are rare, if not unique

I suggest that nomadic Shahsavan pile rugs can be distinguished from oth-
er symmetrically knotted weavings in the region by:

e relatively simple field and border designs consistent with their flatweaves
e fine red, salmon or ivory wefts, but not blue or brown

e the frequent use of camel hair in the pile

e in many groups, sinuous or undulating warps

The cross or stepped group

One of the most common and distinguishing Shahsavan patterns is the
cross or stepped medallion, often within a lattice. (NOTE: the terms “cross”
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has a striped back that is very similar to many Shahsavan sumak bags from the Mu-

and “cruciform” carry no ethnic
v 5. Crosses reverse sumak or religious connotations.) Sim-
ple, infinitely repeating, stepped
medallions are found in a wide
variety of flat woven structures

ghan steppe.

Within this group, wool quality and color saturation are unsurpassed. In Fig. 8,
W s there are 10 different colors, typical of the Mughan steppe, including aubergine and

camel hair.

M“':‘ B 1 and utilitarian forms such as this
i il kilim chanteh and this very old v 9. Crosses khorjin back
il 'inl” ;;“"“””;‘, sumak khor]1r'1 face (F%gs. 3 and i » i BESE % A
gl G AT i i 4). Both exhibit glowing colors i nitate 1) MR R (LW O A b e
dl “:f;l,' il f,'r}'“ljm"“" L o that are associated with the Mu- R : ROt S "N“?"h.,
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i i g This design is almost always as- e : I T B L g I 88
i;:l“m}m:; ngﬂ:r g gl 4 sociated with a simple geometric ' Wit g TR H Fil BN st
‘ : .' ivory ground border, such as this
reverse sumak khorjin face (fig 5). ke sl o (1 e VAR (110 L0 Waahen a0 St Al . n,
It is also often seen with borders ilite 4o AR ‘ R AR MG
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containing diamonds in a variety of
small utilitarian weavings, such as

bands or the scissors sheath in re- i T s Lo i gk _ :
verse sumak or the sheath or panel it 'i3§|"‘3:§f1‘:1::"': peribi SRR | Al AL Bl H AR i
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representation. i Vo0
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7), with wonderful Mughan colors,
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From the back, we can see A Mughan Shahsavan complete sumak khorjin (Figs. 16 and 17) shows yet

where camel hair was used. another use of the 1 wide, 3 narrow kilim back with its distinctive color ar-
rangement.
The hexagonal The consistent use by some of the Shahsavan tribes of this kilim de-

sign provides a connection between the flatweaves and this pile example.
However, one characteristic of nomadic Shahsavan pile weaving becomes
apparent in the back of the pile khorjin (Fig. 12): undulating or sinuous
warps.

When comparing the back of the pile khorjin (Fig. 18) to that of a typi-
cal pile Lesghi star Kazak (Fig. 19), the Shahsavan warps undulate moderate-
ly forward and back, so as to give a pebbled appearance to the warps, simi-
lar to what is seen on some single wefted pile rugs, even though this has two
red wefts in each shoot. The weave balance of the Kazak creates an even
and flat back, much different from that in the Shahsavan pile khorjin.

lattice group

Fig. 10 is a mafrash side panel ex-
ecuted in 3/1 zili overlay brocade,
an ancient flat weave technique in
which this pattern probably made
its earliest appearance. This hexag-
onal pattern can be seen in various
other techniques, such as “reverse”
sumak, true reverse sumak (Fig. 11)
and pile. It can be found not on-
ly in Azerbaijan but is also used in
Anatolia and Northwest Persia and
even by some Turkmen tribes.

In Fig. 12, we see half of a very
rare item: an intact and complete
pile Shahsavan khorjin with red
wefts and small areas of camel hair
in the pile and camel hair also used
in the kilim back (Fig. 13). The pat-
tern of the back consists of one
broad alternating with three nar-
row stripes in tan, brown, red and
yellow. This is a common method
of decorating the backs of utilitar-
ian objects in Azerbaijan, including a 14, Birds khorjin half a 15. Birds khorjin half back a 16. Shahsavan sumak khorjin
khorjin, chanteh and mafrash. ; G s A iy

This Llasttud chanteh (Figs. 1 4 « 18. Zili pile khorjin back detail . Lesg
and 15) provides one such example,
with its very similar kilim back.

a 17, Shahsavan sumak khorjin back

4 10. Zili mafrash side
u-irmlﬂﬂmm%mwm ool 4 11. True reverse sumak Zili design khorjin

< 12. Zili pile khorjin

it
ol

i 1

< 13. Zili pile khorjin kilim back
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Weave balance and sinuous warps

Weave balance refers to the totality of the factors and materials (including the
size and plies of yarns, the nature of the fibers, warp depression, knot densi-
ty and shape, the manner of inserting wefts and finishing the ends and sides)
that gives the production of any weaving group its structural identity and tac-
tile qualities.

Weaving groups strive to attain and maintain a weave balance as much as
they perpetuate their designs and patterns. Because the weave balance may
endure for centuries, we can often determine the origin of ancient or antique
work simply by structural appearance.

Several factors can affect weave balance. In the case of pile, if the weav-
ers are not primarily accustomed to weaving in pile, certain anomalies in the
weave balance may appear, such as the warps having a sinuous or undulat-
ing appearance rather than being straight under the knots. This is particularly
true if proper tension on the warps is not maintained during weaving.

v 20. Striped sumak khorjin star border w 21. Striped pile long rug v 23. Tessellation pile

68

EEEES

» 24. Housego and tessellation
» 25. Striped long rug back

» 26. Tessellation back detail

Insufficient tension on the
warps may be due to the practice
of wrapping the warps continuous-
ly around the beams or because
a more primitive loom is used. If
the wefts are inserted without suf-
ficient “ease” (scalloping), beating
them down can further cause the
warps to attain a sinuous appear-
ance.

Except for the isolated case of
the single wefted rugs of North-
west Persia, village and urban pile
rugs do not exhibit sinuous warps.

The stars border group

Let us examine the connection be-
tween this diagonally striped Shah-
savan sumak khorjin (Fig. 20) with
two small pile rugs. No region has
a monopoly on the use of diago-
nal stripes, but the khorjin and the
striped pile rug (Fig. 21) have many
stylistic similarities besides the orna-
mentation of the stripes, including
the simple, geometric borders that
are prevalent in Shahsavan weav-
ing.

Note that the star border of the
khorjin in Fig. 20 is nearly identical
to that in the small pile rug (Figs.
22 and 23) with a prototypical Mu-
ghan color palette and saturated
dyes. Eight pointed stars are ubig-
uitous, but the style of this border
seems unique to Azerbaijan.

Yet another khorjin establishes
a nexus between the pile rug (Figs.
22 and 23) and the Shahsavan.

Rarely do we have exact prov-
enances for the textiles we collect,
but on the left of Fig 24 is a com-
plete sumak Shahsavan khorjin that
Jenny Housego was given in the
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1970’s by a prosperous member of the Seyyitler clan of the Shahsavan in Mu-
ghan, who said that it came many years earlier from the Mughanlu Shahsavan.

The khorjin has the star border and other design elements so commonly
seen on Shahsavan weavings. The reciprocating elements (not “birds”) in the
ivory bands of the field are commonly found in both fields and borders (See
Fig. 28 as one example). The Housego khorjin can be directly compared sty-
listically to this small pile rug with a tessellation pattern to its right. On the
basis of colors, borders, design elements, proportions and lustrous wool, one
could readily conclude that the pile rug comes from the Mughan steppe and,
most probably, from the Shahsavan.

Structurally, the striped pile rug (Fig. 21) and the tessellation rug (Fig. 23)
are similar.

The back of the tessellation rug (Fig. 25) and the diagonally striped rug
(Fig. 26) both reveal sinuous warps, although the undulation is more pro-
nounced in the diagonal striped rug. The diagonal striped rug has camel hair
in the pile, but the tessellation rug does not.

The cruciforms group

Fig. 27 is one of several known Shahsavan sumak mafrash panels from Hash-
trud that feature a distinctive cruciform element. Fig. 28 is a Shahsavan ma-
frash side panel with cruciform’s filling the field and reciprocal devices (see
above in Fig. 23) constituting the border.

Fig. 29 is a yellow ground pile rug using the traditional Shahsavan cru-
ciform elements, but curiously oriented, as they would be on the horizontal
of a mafrash panel. This relatively small rug is clearly from the 19th Centu-
ry, possibly mid-century. The warps are conspicuously sinuous (Fig. 30) and
some of the pile is camel hair.

Interspersed among the precisely drawn cruciforms are playful human fig-
ures, animals, amulets and combs, all indicating production outside an urban
environment.

Fig. 32 is the back of a much more carefully drawn longer rug (Fig. 33)
without sinuous warps and with a weave balance that suggests familiarity
with pile weaving. Although this long rug also has some camel hair in the
pile, the weave balance, the more formal balanced border system indicate
that it is more likely to be the product of settled Shahsavan and later than the
yellow ground rug.

The hooks group

Medallions with hooks are ubiquitous, but Fig 34 is a rare and very old rug
that combines hooks with Shahsavan cruciforms on a yellow ground. Al-
though well drawn, it has a rustic quality that may be the result of nomadic
production. The large rug in Fig. 35 displays more sophisticated weaving us-
ing hooks and Mughan colors. It is archaic and may have been woven for a
khan or other important person.
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v 27. Hastrud fine end panel

v 28. Mafrash side 2

. ) ‘ollow aro ack detail
v 29. Yellow ground pile rug v 30. Yellow ground back detail 1
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v 31. Yellow ground front detail v 33. Long rug cruciform ?l’ 4
f v 32. Long rug cruciform back w 34, Hooks cruciform pile
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Fig. 36 is a Shahsavan sumak complete khorjin from the Khamseh District,
with a border reminiscent of that in a large carpet (Fig. 45), but representing
a variation of the hooked medallion.

Mafrash are important utilitarian weavings for the Shahsavan, used both
during migration and while in camp. Fig 37 is a rare all pile complete mafra-
sh with highly lustrous wool, Mughan colors, a main border with reciprocal
elements like those in the tessellation rug.

The back of the pile mafrash (Fig. 38) reveals sinuous warps and a weave
balance that strongly resembles the rare pile rugs that we have seen previ-
ously. No camel hair is present.
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4 35, Coad Azerbaijan a 36. Metdllic thread khorjin half

v 37. Pile mafrash w 38. Pile mafrash back
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4 39. WRS cruciform khorjin ~ 41. Kurdish version cruciform face

4 40. Mast long rug v 42. Kurdish version cruciform back

Not Shahsavan

It is important to comment on some
pile rugs that might be called Shahsavan,
but are probably not woven by nomads.

The cruciform medallion, as is found
on many sumak khorjin (Fig. 39), is re-
lated to the cruciform elements on mafra-
sh panels (see Fig. 27) is a popular Shah-
savan design. Several pile long rugs from
greater Azerbaijan, such as this long rug
in Fig 40, contain this medallion, suggest-
ing to many a possible Shahsavan origin.
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a 43, Shirvan pile khorjin face
a 44, Shirvan pile khorjin face back detail
» 45, 18th C Shahsavan carpet

» 46. Biltmore carpet




4 47. Shahsavan carpet front detail
» 48. McMullan 42 detail 2

v 49, 18th C Shahsavan carpet back

many of the classical Caucasian carpets of the 17th and 18th Centuries. As
with the Biltmore carpet (Fig. 40) from the 18th Century, it was undoubtedly
woven for someone of great wealth or influence.

With its casual filler motifs (animals, amulets, people), this large and im-
pressive carpet appears to be a rustic emulation of formal, urban weavings in
the region. Compare, for example, the eight egg palmettes (one is in Fig. 47)
with those used in those in the classical period (Fig 42).

The back of this extraordinarily rare rug again shows the sinuous warps
that we have seen above as the work of weavers who are not primarily en-
gaged in weaving pile. Those warps, the style and scale of the rug and the
presence of camel hair in the field, all are grounds for reasonably believing
that this is one of the rare pile carpets of the nomadic Shahsavan during the
early 19th Century or even during the 18th Century.

In conclusion, we should take a conservative approach in attributing an-
tique pile rugs to the nomadic Shahsavan, but there is a sold basis for doing
so. Without question, many of the designs and patterns followed the Shahsa-
van as they were forced into settlement, but it is also likely that they devel-
oped a different weave balance if and as they began to create pile rugs sys-
tematically. The subject deserves further exploration. While some opportu-
nities still exist for learning from some of the surviving weavers or their de-
scendants, we should do so.

While this is possible, the complex border format is more commonly found
on Caucasian and Northwest Persian village production. Also, the cruciform
medallion can be seen in Anatolian weavings as well that are clearly not
Shahsavan.

Fig. 41 is an attempt to copy the cruciform medallion of Fig. 39, but an
examination of its back shows what seems to be a Persian Kurdish origin,
completely different from the other Shahsavan pile weavings.

This khorjin face in Fig 43 has many features to suggest Shahsavan weav-
ing: a border commonly found on Shahsavan reverse sumak, Mughan colors,
a stem and bud field found in many Shahsavan flatweaves and lustrous wool
suggesting a mountainous origin. Yet the weave balance (Fig. 44) is clearly
that of sedentary weavers in Shirvan. The cotton wefts, cotton interlace edg-
es and cotton plain weave end finishes are hallmarks of the Eastern Caucasus
pile rugs that we usually call Shirvan. If it was woven by Shahsavan hands,
they were the hands of a settled weaver who learned and adopted the weave
balance of Shirvan.

The main carpet in Fig. 45 is among the oldest pile rugs woven by the
Shahsavan, probably dating from the early 19th Century and possibly from
the 18th Century. The scale of the drawing and its proportions resemble
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Iconography and Interpretation
of Three Early Motifs on the
19th century Azerbaijanianan
Flatwoven Carpets

Dr. Elena Tsareva,
Pete( the Great Museum of Anthropology and Ethnography of the
Russian Academy of Sciences (the Kunstkamera), St-Petersburg, Russia

.Axcrhuijunizm carpets make a special and extremely interesting group of
anntul carpets, and a subject of passionate collecting and intensive scientif-
ic research. An outstanding role in the development of the art of making car-
pets, their collecting and study belongs to Latif Kerimov, a prominent Azer-
baijanian artist and scholar, who’s 100" birthday anniversary is celebrated in
2007. A person of great knowledge, talent and energy, Latif Kerimov made
a lot “to learn... thoroughly”, as he said, the art “which we inherited from
our ;111(‘}*5{01'5.“ The represented lecture is an attempt to add to the research
in the field of identification and interpretation of a few most archaic orna-
ments which can be traced to the ancient past of the Azerbaijanian people
and which can be still seen on traditional flatwoven carpets from the territo-
ry of the country.

For the beginning some words to explain my choice of the flatweaves as
the source of discussion. However early and important are the knotted car-
pets of the people of the Caucasus, it is flatweaves which were the initial dec-
f)rz?lcd rugs to be produced, and it was their decor to apprehend the archa-
ic images of the Paleolithic and Eneolithic past of the mankind, to re-make
icm according to the possibilities of the weaving techniques, zm;l keep them
in the ornamental repertoire of the traditional local representative arts carpet-
making to be included in the row. Transformed with time visually th,zlt orna-
ments still preserved their main, archetypal features/elements. Thi.sj incredible
slul)ilvity of archetypal motifs is a feature to be underlined specially, as impor-
tant for the society-creator images can change: reduce or develop 4 ;;till they
never disappear from the traditional arts, which phenomenon mul;cs‘ it possi-
ble to identify and trace them to the initial archaic source. | A

; However rich is the variety of the 19th century carpet patterns, thorough
historical study shows only a few original series. Further resczu’cl‘l makes it
possible to sort them according to the period and sometimes to the plZlCL: of
crgjfll’i()n, as different in economy and time of formation cultures gave birth to
diftgran spiritual/philosophic concepts, which major ideas were visually em-
bodied in the shape of artistic images and ornaments.
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The variety of Azerbaijanian flatweaves’ patterns reflects richness of eth-
no-cultural origin of the people, of which historic roots go back to the splen-
did past of the agricultural population of the Ancient Near East on the one
side, and the nomadic inhabitants of the Steppe Corridor of the Northern Eur-
asia on the other.

Modern science says, that it is narrow slit kilim bands that make histor-
ically the earliest type of ornamented weavings. Definite peculiar features
of the technique influenced the shape of the made in the slit-kilim man-
ner ornaments, which were simple and had stepped contours. Carpet pat-
tern which can be traced to that very early group of motifs is a zigzag me-
ander, with flanking stepped triangles/pyramids, of which a motif we find as
early as the Eneolithic ceramics of the Ancient Near East. In various seman-
tics schools and in the history of arts the zigzag line is generally treated as a
symbol of running water, which idea is confirmed, for example, by the decor
of the Eneolotic vessels (for Azerbaijanian territory see: Kushnareva, 1993, p.
115). We have reasons to assume that combined with “pyramids”, the zigzag
ornament can be identified as representation of a river which meanders in
between the mountains, which image was of special importance for the ear-
ly agrarians, with their natural irrigated fields. In carpets the motif is charac-
teristic for a group of banded palas rugs (Wright, Wertime, 1 996, p. 77) and
kilims (Kerimov, 1984, fig. 26), as well as for some other carpets with banded
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! r\\ compositions; and is also known as a border or-

nament for rugs with centric compositions (Bo-

ralevi, 1986, fig. 1).

wl Similar archaic in time and “agricultural” in
origin is the diamond motif, usually combined

' ‘ with the streight checks’ composition. Here

the diamond is a symbol of a seed, while the
lattice is an image of a cultivated field (Ryba-
kov, 1981, p. 182), thus the picture as a whole
shows a sowed ploughland (Wright, Wertime,
1996, p. 101, 106; Kerimov, 1984, fig. 29, out-
er border; Tsareva, 2000, cat. 118, central field

and border). Notable to mention that the orna-
ment is regularly fulfilled in zili and other addi-
tional weft pattern-making techniques, thus we can suppose that the compo-
sition was formed in the period when the population of Azerbaijan have de-
veloped the above named method of ornamentation.

Symbol of further development of mankind’s humanistic ideas and cor-
responding symbols is the representation of a female creature giving birth
to a child, usually named as Mother-goddess. This really intercultural image
has several iconographic manners of replenishment, often combined in the
works of both ancient and quite recent masters. The earliest in time and clos-
est in territory variant was found in the shrines of the Catal Huyuk Asia Minor
settlement, which area is practically adjacent to the territory of the South Cau-
casus. There the worshipped female creatures sit “the splits”, with wide open
arms, and are accompanied by bulls and other animals which they definite-

80

ly relate to'. Another iconography
is broadly represented on rock en-
gravings of the Old World, which
ancient Turkic monuments from
the territory of Mongolia were pre-
cisely studied by E.A. Novgorodova
(Novgorodova, 1989). This variant
shows us a woman who gives birth
to a baby, her arms are either open
wide, raised up, or made akim-
bo. A specially interesting deriva-
tion joins several figures, three or
more, put one over another, with
one head and pair of legs, but with
three (or more) pairs of arms. Ac-
cording to Novgorodova, this tree-

looking image shows three gener-
ations of women in a family: the
grandmother, mother and daughter (a late drawing of see in: Kaffel, 1998, p.
26, fig. 4). Extremely popular among the people of the Steppes, both types
can be often seen on textile products of the Turkic population of Eurasia, as
a rule joined in a complicate single composition®.

Azerbaijanian flatweaves demonstrate all the above named variants: the
Catal Huyuk, with “the splits” one; the ancient Turkic “tree-like”; and the in-
dividual figures, with wide spread or akimbo arms. The image is often “load-
ed” with later addings, still can be clearly recognized thanks to preservation
of the identification elements. The latter include general vertical configura-
tion, the head, a pair (or several pairs) of specially shaped arms, and either
“the splits”-shaped legs, or arch-shaped, with baby’s head in between, which

usually gets a form of a triangle.

This image can be pretty simple (Kerimov, 1984, fig. 2; Tsareva, 2000, cat.
117): also loaded with additional elements (Wright, Wertime, 1990, fig. 102),
or turned into a very different from the initial image kind of palmette (Keri-
mov, 1983, pp. 82—86). Still one can easily recognize the archetypal identi-
fication marks; and more than that, Azerbaijanian name of one variant of the
motif — the “maternal flower” - preserved the word “maternal”, which con-

1  The topic was — and still is — intensively discussed by different authors and in
different context. “A weaver's view” was expressed by Marla Mallette in 1990 (Mallette M.,
1990, pp. 32—43).

to decorate felts, their only ornamented textile, and so did the Kirghiz, another Turkic-
speaking folk of Eurasia. For example, see: The Caucasian Peoples, 2000, cat. 22, 22a, 23;
also: Music for the eyes, 1997, cat. 75, 76, ; for “tree” variant: cat.58.

2 Gazakhs, Mongols, Nogai and other nomadic people of the Steppes used the image
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firms, that though strongly changed, the pattern man-
aged to bear its initial meaning in the course of millen-
nia.

An interesting combination of the images of Moth-
er-Goddess, the Senmurv mythological Bird, the S-
shaped symbols of lightning, and other figures, can
be seen on a series of zili covers (Tsareva, 2000, cat.
117). This suggests that on a definite stage of devel-
opment the image melted with a general idea of fertil-
ity personificated by Isis and her associates: the thun-
derstorm and Senmurv — which picture was beautifully
described by Plato in his description of the Mensa Isa-
ica (Hall, 1992, p. 186—200).

Notable to mention that the so-called “fire-place
chain” motifs on the Avarian North Caucasus davagins
originate from the genetically close stock of images as
can be seen through a simple comparison (Kerimov,
1984, fig. 72, 73).

Another thing to point is the fact that Azerbaijanian
carpets with the Mother-Goddess image were made
in a special variant of sumakh-type weave, which is
named zili, independent of the structure of the back-
ground, and characteristic for a very high level of man-
ufacture.
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Boralevi, 1986 — Boralevi A. Sumakh, Flat-woven carpets of the Caucasus.
Florence, 1986.
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teries of all Ages. Novosibirsk, 1992.
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4 1. Lenin carpet, v 2. 'The year 1919’, 1976, Valeri Zamkov, ack. N.V. Voronov h— -A
1957, ack. Baku
Carpet Museum;
Roya Taghieva.

w 3. Cartouche border detail, Ardebil carpet, 1539-40, ack. Victoria & Albert Museurn

Deconstructing the giant Baku
Lenin carpet - the Shah-nama, the
Story-teller, and the Iconostasis

Robert Chenciner,
Senior Associate Member, St Antony’s College University

of Oxford,and Honour Member Russian Academy of Sciences,
London, UK

The Baku Lenin carpet was woven in 1957 for the 40th Anniversary of The
Great October Revolution. *1  The carpet was made according to the gener-
al design of L. Kerimov and under his control. Pictorial (figurative) compo-
sitions in the central and border cartouches were woven from cartoons by
K.M.Kazim-zade and 1.G.Akhundov. The giant carpet covers 75 square metres
- 10,2 metre loomwidth by 7,4 metres length - was very finely woven with 62
x 62 Turkish knots per sq dm. The loom was in Baku, and the 20 young fe-
male carpet-weavers were from different regions of Azerbaijan: Baku, Sha-
makhy, Guba, Agdam, and Nardaran village and other workshops of the Az-
KhalchaSoyuz (Azeri Carpet Association). The wool was dyed with reported-
ly 200 colours and shades, using both natural and synthetic dyes. (“The Len-
in Carpet”, A. Kaziyev, The News of Azerbaijani Academy of Sciences, 1960
No.2; pers. comm. Roya Taghieva) It is one of the largest carpets ever woven,
though some 17th-18th century Indian palace carpets are larger.

It is now well over a decade since the giant Baku Lenin carpet was re-
moved from public display and rolled up in storage. With the passage of
time, study of Soviet ritually codified visual materials need no longer evoke
political reactions and it is interesting to study their possible origins, which
reflects the maxim from King Lear that nothing comes out of nowhere. Need-
less to say, this sort of Marxian analysis was not possible during the Soviet
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v 4. Pardehdar story-teller in full flow in front of a hand-printed cloth portraying
The martyrdom of Husayn, outside the Masjid-i Jum'eh in Zavareh, ack. Layla Diba

period, when the first Baku carpet symposium took place in 1983, which I at-
tended, [pictured here with Ramiz Abulatybov, now president of Azerbaijan
UNESCO Committee, Latif Kerimov and Zaki Baghirov, then minister of Cul-
ture.*]

There appear to be two apparently opposed cultural backgrounds at work
in the Baku Lenin carpet: the Russian Soviet cultural tradition and the Azer-
baijani and Iranian cultural tradition. The majority of the Iranian material was
available in Azerbaijan during the Soviet period.

In order to illustrate the complex background of the Soviet Russian influ-
ence, I have chosen two works of Valeri Zamkov former vice-president of the
Union of Artists of USSR. His work is an appropriate choice for a variety of
reasons some of which are linked with this conference. He was a privileged
Soviet both through his family — a close relative was Stalin’s Chief Marshal
of Aviation Konstantin A. Vershinin, and through his artistic talent expressed
in drawings, paintings, and massive marble mosaics. He also is linked to the
First Azerbaijan symposium through his extraordinary nephew Sergei Klokov.
To give a glimpse of their background, there is a photo in 1972 of a young
Klokov with his uncle, cousin and Yuri Gagarin, the first man in space and
a family friend. [*] Klokov later became a young, enlightened and incredibly
energetic official within, or often outside, the USSR National Commission for
UNESCO, USSR Ministry of Foreign Affairs. Klokov’s energy gained UNESCO
sponsorship for the first symposium through work with Ramiz Abutalybov.
Klokov was not remotely conventional and his total courage and confidence
gave rise to a series of unique cultural events with the West. An example was
the exhibition at the Heinz Gallery in London in 1985, ‘Architecture of Ba-
ku’, where I was enthusiastically helped by Ramiz Abutalybov, Eldar Salayev,
then president of the Academy of Sciences of AzSSR, Ak Mikail Useinov, the
leading architect, and Emile Salmanov the young designer and art histori-
an. Klokov set up several of my earlier study trips to the Caucasus, before 1
linked up with the Academy of Sciences, which resulted in several books, ex-
hibitions and publications. Among a large number of other activities through
Klokov, my old friend James Birch the London art impresario organised the
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exhibitions of British artists Francis Bacon in 1988 and Gilbert & George in
1990 at the New Tretyakov, Central House of Artists in Moscow, which sever-
al commentators thought marked the end of Soviet culture.

Klokov’s uncle Valeri Zamkov was commissioned by the highest in the
USSR as is demonstrated by the tempera study for one of his massive ‘Floren-
tine’ marble mosaics ‘“The year 1919’ for the Supreme Soviet of RSFSR in Mos-
cow 1976 shown here. *2 If one searches for other large-scale works in Rus-
sia and Orthodox Christian parts of the Former USSR, one finds iconostases in
every church, for example in the Elias Prophet Church in Yaroslavl.[*] These
large multi-painting panels have several features in common with monumen-
tal Soviet paintings or works in other media. First as a function of propagan-
da, the iconostasis is covered in many images which both tell stories and are
ritually codified illustration. In addition, the iconostasis is designed as a barri-
er between the public and the secrets of the Church which go on behind the
screen. There are several parallels with the massive Soviet images in all these
respects. It cannot have escaped Stalin’s aesthetic and Orthodox upbringing,
and later public espousal of atheism, that the central figure of Christ or God
or their symbols in the iconostasis were replaced by representations of Stalin,
Lenin and the Red Star in monumental Soviet art works. This doubtless pro-
vides most of the origin of the three massive figural central medallions of the
Baku Lenin carpet. However, it is possible to detect a pervasive Iranian influ-
ence as well.

Russians have a long fascination with the Orient, especially the Caucasus
and Central Asia. Examples of writers are Tolstoy, Lermontov, Pushkin and
Griboyedov; and painters Gagarin, Aivazovsky and Lansere. Zamkov, like
Klokov, also had a passion for the Orient, and in 1952 he visited Kyrgyzstan
where he made some beautiful drawings and paintings, [*], and in the late
1950s he decorated the interiors of the massive Peking Restaurant in Mos-
COW.

There is no doubt that the Azerbaijani and Iranian artistic tradition was
part of L. Kerimov, K. Kazim-zade and 1. Akhundov’s cultural heritage. When
Kerimov visited London in the late 1980s, I took him to the Victoria and Al-
bert Museum where he immediately wanted to be photographed in front
of the giant Ardebil carpet, dated 946AH or 1539-40AD (10.97 by 5.34 me-
tres, slightly longer, but about a quarter less area than the Baku Lenin car-
pet). Kerimov derived the Lenin carpet borders from the Ardebil, but he was
not the first to draw inspiration from the carpet. If we look at the arabesque
painted on the ceiling beam of the main stairway in the Ismailov building
in Baku of 1907, we can see similar arabesques to those in the Ardebil bor-
der *3. Most carpets are designed [*] and Kerimov was a gifted carpet design-
er and draughtsman. As an interesting insight into the difference between the
aesthetic eye and hand of East and West, I once asked him to draw an ara-
besque. He started at the inner spiral and in one stroke finished at the ser-
aph, exactly the opposite way round to how I drew it!
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a 5, Detail of hand-printed cloth, girls
dancing and playing musical instru-
ments, second half 19th century,
Baku History Museum, photograph
by author.

a 6. Shah Abbas Il and the Indian
Ambassador, AH1330 or 1911AD,
oil painting on canvas, Muhammad
Ali ibn Najaf Ali, where female
dancers are shown in front of a
crowded court gathering domina-
ted by the Shah, ack. Layla Diba.

a 7, Shah and horsemen, c1800,
Sheki mural, ?tempera, photograph
G. M. Huseynzade.

Present day Republic of Azerbaijan was part of
Iran until the treaty of Turcmanchai in 1828 drew the
border along the river Arax, and Azerbaijan became
part of the Russian empire. Historic Iran had a long
tradition of propaganda art, usually to glorify the rul-
er, which combined epic and myth with real histor-
ical rulers. For example the ¢5" century AD Sassani-
an silver plate [*] in Baku museum portrays the king
killing a lion in epic combat. Some 500 years later the
Shah-nama of Firdausi completed c1010AD was the
inspiration of many illustrated albums, for example
1440 from Herat [illustrated here*], and many exam-
ples from the Safavid period 1501-1722. The Afshars
(1729-1747), Zand (1750-1794) and Qajars (1795-
1924) continued in this tradition with both copies
of earlier Shah-namas [*] and distinctive monumen-
tal paintings. The best example in Azerbaijan is the
painted mural band in the Shaki Khan’s palace [*],
illustrated here.[*] Though built in 1762, it is likely
that this part of the extensive decorated indoor walls
was painted later, during the 181-19" centuries. The
vibrant provincial style of the painting echoes the
cloth paintings of the professional story-tellers par-
debdar who are still active in Iran today. Thus the
court monumental art was reflected in large paint-
ings which were intended as the backdrops for pub-
lic recitals. The death of Husayn Ali at the battle of
Karbala in 680AD which marked the division of Sun-
ni and Shi’ite Islam was a recurring subject. This bat-
tle is central to Shi’a Muslim belief. The martyrdom of
Husayn, which is mourned by an annual commem-
oration, Ashurah, as portrayed in a large oil paint-
ing [*] by Abdullah Mussavar (¢ 1900) nearly four me-
tres wide, and another photograph of a pardebdar in
full flow in front of a similar hand-printed cloth out-
side the Masjid-i Jum’eh in Zavareh an ancient desert
township about 130 km north east of Isfahan.*4 Ba-
ku museum has at least two large examples of paint-
ed cloths, presently in store while the museum is un-
der restoration. My 1985 photographs of details show
one with royal hunting scenes [*] and another of girls
dancing and playing musical instruments *5, proba-
bly at a royal gathering. Both were also popular sub-
jects in other Qajar paintings. For example the over

87




B4

» Xdlca “Xila-Afsan”, Baki, Azarbaycan. XVl asr.
Azarbaycan Xalcasi ve Xalq Tatbigi Sanati Doviat Muzeyi

» “Khila-Afshan” carpet. Baku, Azerbaijan. 18th century.
Azerbaijanian Carpet & Applied Art State Museum

2 metre wide oil painting of a historical scene of Shah Abbas II and the In-
dian Ambassador, dated AH1330 or 1911AD, by Muhammad Ali ibn Najaf Ali,
where female dancers are shown in front of a crowded court gathering domi-
nated by the Shah.*6 Hunting scenes also feature in the Shaki mural. [*]

As well as high-quality Qajar Court paintings * and story-tellers hand-
printed cloths, there were somewhat cruder, but nevertheless enchanting me-
dium-sized oil paintings on canvas with similar subjects in cayhane tea-hous-
es that were and are a central feature of Azeri and Iranian life, [such as this
series of four *|. Indeed Qajar and later Qajar-style pictorial rugs [such as the
example illustrated here*] copied these scenes. With regard to possible influ-
ence on the Baku Lenin carpet, it is interesting that even in the Shaki mu-
ral, action was created both by large number repetition of for example horses
and riders*7 ; and also by overlapping layers of people or animals, which are
usual horizontally, but which defy gravity and perspective when they over-
lap vertically*, as in the vertical border cartouches of the Lenin carpet. These
styles and techniques of arraying large numbers of people around a central
dominant leader was of course also found in other examples of Soviet mon-
umental art. In the Lenin carpet, there is also some of the mood of the Sha-
ki murals where the figurative frieze is surrounded by larger arabesque de-
signs. [**]

Is it possible that the designers of the Baku Lenin carpet were outwardly
complying with the visual norms of Soviet propaganda, but demonstrating to
those who knew their national art history that there was an older and in their
eyes more distinguished local tradition involved?

His latest book: Tattooed Mountain Women and Spoon Boxes of Daghestan —
Magic medicine symbols in silk, stone, wood and flesh, 2006, (with Magomedkhan
Magomedkhanov and Gamid Ismailov).
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The Architectural monuments of Shaki, E.R. Salmanzade, K.M. Mammad-
zade, 1987, (Russian language).

“The Lenin Carpet”, A.Kaziyev, The News of Azerbaijani Academy of Scienc-
es, 1960 No.2, (Russian language).
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Persian Painting, Basil Gray, 1961.
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Azerbaijan Flatweaves for Storage
— Patterns and Attribution

Dr. Herbert J. Exner,
Wedemark, Germany

Piled rugs and carpets from Azerbaijan, called “Caucasian” in the western
literature, have been well investigated. Pre-1800 rugs show up rarely at auc-
tion and in the antique carpet trade. 19" century Azerbaijan rugs are usual-
ly different in patterns and size to their relatives of the previous century and
easily discernible regarding age and region of their descent. A great step for-
ward was achieved by the late Latif Kerimov, whose attribution to areas and
villages — despite deviating from the western terminology — has set a hall-
mark to the 19" century rugs heretofore generally dubbed “Caucasian”.

Flatweaves made in Azerbaijan have received much less attention in the
past except kilims of rug size, which have been woven in all areas of Azer-
baijan, mainly in the Shirvan, Talish and Kazak region. However there re-
mains an abundant number of flatweaves for the day-to-day practical use.

Because of the different weaving technique we do not speak about warp
faced blankets, so called jijims or jajims, which deserve to be treated sepa-
rately in greater detail. Jajims, which were used to cover items of clothing or
furniture in the household or the tent, have, owing to their textile construc-
tion principle, multicoloured stripes of varying width and a limited range of
patterns. Their size is mostly 2 up to 2.5 meters square. Examples can be
found scattered in the rug literature and in one monograph written by Taher
Sababhi.

Another type of flatwoven items not treated here are bands, predominant-
ly used in tents or as pack bands during the migration to summer or winter

v Fig. 1

e
J r;,v TG vy
N BTN

- Sl &
RETED ¥ A
4 L g o

90

vF)g,2

k 2
T e——————] 3

N¥ AAARALL AR AL A AR

3
FAAPAM AL P,

e OV

camps. Their scope of patterns is restricted due to the narrow Width.

An overwhelming wealth of flatweaves we find however in all types of
textile containers for storage:

Mafrash (Fig.1), called bedding bags in the trade, are flexible chests, made
in pairs. : ‘

Khordjins (Fig.2), saddlebags for transport of goods on the back of mules,
donkeys, horses or camels, depending on their size, were made as double
bags. Smaller ones and single bags were carried by people only.

Namakdan, salt bags, filled with salt through a narrow neck for personal
use and for their animals. . .

Qashoqdan, made by the Shahsavan tribe, used to store their sn—lall 5126
personal belongings within the tent, often consisting of one approx. 40x 3
cm bag flanked by two approx. 20x20 cm smaller bags, fixed to a bz‘m-d ar;l
adorned by a woollen network. Qashoqdan are called spoon bags in the
trade. Only few examples still exist undestroyed.

Scissors bags, by the Shahsavan called “qirkhlig” are about 50 cm long
and 10 cm wide, made in common textile techniques, were used to hold
sheep-shearing scissors, spindles etc. . :
Shcsé)h;hi:;lsn%tbso difficglt to explore these wonderful represe.ntaFwes Qf
skilled and artistic handmade work of Azerbaijan women and their susters’ 1.rT
the neighbouring areas more thoroughly? Of course, du'rmg t.he last 40 yec.usj
an increasing number of publications arose and collections in the c?ur;trles
of origin and in the western world preserved the witnesses to the past g ’ory.‘

The reasons are many and diverse. As already stated above, the flaFweaves
mentioned were made by villagers or nomads for their own practical use.
Therefore they were gradually worn until they became useless and were d%s‘—
carded. Mafrash or khordjins older than 120 to 150 years are no more exis-
tent. Their creators in the 19" century did not think to save worn bags with
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big holes for future scholars or collectors. They simply made new ones be-
cause they had everything available: Wool from their sheep, vegetable dyes
and the knowledge and skills to reproduce what has been lost. Only some
pieces made for dowry may have survived in fair to excellent condition. Dat-
ed mafrash or khordjins are quite rare, so we do not have much reliable doc-
umentation on the time and the name of their originators as we can find
those as inscriptions on Persian carpets. Not only wear on mules’ back dur-
ing migration caused the disappearance of old pieces, but also the climate as
humidity or bright sunlight. Later hungry moths or beetles did their destruc-
tive action. So we can say with some certainty that our knowledge of flatwo-
ven mafrash and khordjins is based on 80-120 years old pieces. Radiocarbon

dating is not applicable.
There is another handicap for the compilation of knowledge. Art histori-
ans and museums do not show, quantifiably, much interest in textiles, even
less in Oriental textiles and

T much lesser in textiles from
villages or from nomads.
There are prominent excep-
tions, of course, in Baku, St.
Petersburg, Istanbul, Lyon
and the United States. The
mainstream however goes
to past times at least 300
years ago. Even in the Car-
pet Museum of Teheran you
will not find a single flatwo-
ven nomadic exhibit. So, to-
day mostly private people,
collectors and specialised
dealers devote their time
and energy to the wonderful
remains of a perished part
of our world society. What
makes attribution of old ma-
frash or bags to certain re-
gions or people so difficult
is the changing of border-
lines in the last two hun-
dred years due to conflicts
between Russia and the Per-
sian kingdom. Tribes living
in the area what is now the
State of Azerbaijan or the
northern provinces of East

02

.

and West Azerbaijan of Iran, migrated every year as pasturalists with their an-
imals and the whole household often hundreds of kilometres unhindered to
their summer or winter camps. Semi-settled people went to their villages dur-
ing winter time. No watch tower or passport control limited their freedom.
Therefore we can find nowadays very similar pieces in patterns and textile
structure in the North and the South as well. So far no method of the natural
sciences gives us a hint, not to mention certainty, regarding age and area.

Pattern of Azerbaijan Mafrash and Attribution

Mafrash are common in Azerbaijan, eastern Anatolia, northern and western
Iran down south in the Zagros mountains to the Gashgai tribes. The Turkom-
an tribes, east of the Caspian Sea, did not use mafrash. The majority of piec-
es comes from both historic Azerbaijans north and south of the Iranian border.
The Shahsavan tribes were the most important producers. Only few mafrash
have been completely preserved, often in good condition, but fragments like
front, back and side panels are in the market today. The trade has cut the com-
plete 3-dimensional mafrash in order to save weight and to keep the decora-
tive panels of 2 dimensions for sale. The plain woven parts and the bottom of
the mafrash were taken apart and the woollen yarn was used for restoration.

Mafrash from all areas show at least on the front panel decorative embel-
lished horizontal bands of different width mostly without or seldom with a
border at all four edges of the panel. Mafrash from the mountainous region
of the Caucasus generally do not show one or more borders around the edg-
es of the panel. Mafrash, with borders (Fig.3) are found in the frontier area to
Iran and along the West coast of the Caspian Sea, i.e. the Guba and Shirvan
provinces. Mafrash made in slit kilim or sumakh technique on the front panel
often continues this pattern on the other three sides. The middle one of the
wide horizontal bands, being the widest, is flanked above and below by one
narrower band, made in the same weaving technique but with a different
pattern. The three bands are usually separated by narrow stripes in sumakh
technique decorated with concatenated geometric elements, for instance the
“running dog” ornament. If the front panel is decorated and sides and back
panel is made in kilim or plain weave technique, that mafrash stems with
high probability from the Shahsavan of Khamseh in West Iran.

Another distinguishing criterion regarding the area of origin is the kind
and combination of materials used. We find white cotton warps in the Hash-
trud-Mianeh region of western Iran, while in the Caucasus woollen warps
of natural white wool are used in the Gendje-Gazakh-Borchalyu area. In the
Guba-Shirvan-Karabagh area warps of mixed natural colours, white-brown-
black occur. For better tensile strength three woollen threads are plied Z3S.
Warps plied of two threads, Z2S, have been used in the Shahsavan and Kurd-
ish region of West Iran, albeit Z3S occurs for reason of durability also. Wefts
in Azerbaijan sumakh mafrash are usually white or natural brown wool, while
in the Khamseh area of West Iran we often find red dyed woollen wefts.
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White cotton yarns for the bright white parts of the pattern in (Fig.4) mafra-
sh are common all over Azerbaijan. However it is unpredictable where and
when also undyed white natural wool has been applied. The chapter of dif-
ferent materials and its textile structure should be more thoroughly investigat-
ed on a statistical basis. If a single piece stands for attribution an unambigu-
ous judgement will not be possible. We have to be satisfied by a high proba-
bility, if the available data allow.

The pattern of the panels are generally geometric in character, due to the
rectangular warp-weft foundation of the kilim or sumakh textile structure. The
size of the panels and of the horizontal bands do not allow large compositions.
So more or less small ornaments known from Caucasian rugs are used either as
the determining feature or as small flanking elements. Slit kilims are less differ-
entiated than sumakh mafrash. Main ornament and most used is the hexagon
and the thombus with or without all kinds of hooks, sometimes dubbed bird
heads, often concatenated by a bar. It is amazing what a variety of patterns can
be invented on the basis of the geometric hexagon or rhombus figure.

The other way to adorn the panel of a mafrash is the repeating array of a
master ornament, varying in colour gives an impression of diagonal stripes.
In this case the whole panel is covered and at the edges a narrow stripe,
sometimes triangles are placed. The Shahsavan of the Iranian part of Azerbai-
jan enclose the panel by a white small ornamented border. Sumakh mafra-
sh can also show these diagonal stripes (in Iran called “Moharamat design”).
These pieces come either from the Shahsavan of the Mughan steppe or from
Karabagh at the southern border of Azerbaijan to Iran. Mafrash from this ar-
ea and the western Caucasus are often made with a lattice design in cicim or
plain weave with extra weft wrapping technique.

At the West coast of the Caspian Sea, in the Guba and Shirvan provinc-
es, we find another unique type of mafrash pattern (Fig.5). It is almost always
made in sumakh but sometimes in cicim or brocaded plainweave technique.
Here we can see panels with cotton in the white parts of the pattern and bor-
ders on all four sides. The borders are often patterned by an array of carna-
tion, what confirms our judgement, because the carnation filled guard bor-
ders are frequently encountered in piled rugs from the Guba province.

A further criterion can be added if we consider the size and the patterning
of the bottom of a mafrash. On average the mafrash from the Northwest ar-
ea of Azerbaijan are longer than those from all other areas. The length in the
high Caucasus is 110 to 130 cm, while all others are 80 to 110 cm long. The
bottom is woven in kilim technique of small stripes and alternating colours.
In the Mughan steppe often blue and brown stripes occur, in the Northwest
red and blue stripes, sometimes in combination with white or yellow. In the
Shirvan area we can observe wider stripes between the narrower ones, of-
ten yellow or other light colours, never green. The Iranian mafrash have bot-
toms in red kilim but with stripes also. One has to keep in mind that all con-
jectures have to be interpreted as statistical ones.
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Pattern and Attribution of Azerbaijan Saddlebags

Saddlebags (Fig.6) have been a universal tool throughout the Orient from
Anatolia to East Turkestan. Their number is uncountable. Saddlebags from
Azerbaijan are mostly flatwoven, rarely piled. The people of Azerbaijan North
and South of the border, particularly the Shahsavan tribes and the Kurds,
have been the great artists creating bags of impressive design and colour
scheme. In the Caucasian part of Azerbaijan we find unique examples no-
where else discovered.

In the North of Azerbaijan, in the region around the town Zakatala, where
pile rugs of eclectic patterns have been made, saddlebags have recently come
to the market in greater numbers. They are always in kilim never in sumakh
technique and they are always rather dark with a few white highlights. The
pattern is similar to the mafrash of the Gazakh region made of bands with
rows of hooked lozenges, separated by small kilim (never sumakh) stripes.
The colour scheme is reduced and subdued, the yellows have a reddish hue.
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The front side not only shows bands with lozenges or hexagons but also ver-
tical saw tooth bands in varying colours. The warps are of dark brown wool,
228 plied, the back is made of narrow kilim stripes, while the bridges often
show a different pattern. No other area has lent pattern elements from Zakat-
ala, on the contrary.

The region between Gendje and Gazakh-Borchalyu brought out saddle-
bags with “saw tooth” design, mostly as kilim or on balanced plain weave
with weft float brocading (Fig.7). This is also a unique trait for saddlebags of
the area not found elsewhere. The saw tooth pattern has not been used on
local mafrash or on saddle bags in Iran. Along the border to Iran, particular-
ly at the Mughan steppe and southern Karabagh the Shahsavan tribes have
produced beautiful saddle bags in sumakh technique with kilim striped bot-
tom. Generally no cotton is used, warp and weft are of natural white wool Z-
spun and S-plied (Z3S). The majority of bag fronts are designed with at least
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one border. The border ornaments of precious bags show 4-leg animals or
stylised dragons. Preferred field pattern at pieces (Fig.8) of the Mughan ar-
ea have the “turtle” or “cross arrow” design. The nomads of the region have
produced an overwhelming wealth of pattern, made of fine quality wool and
bright natural vegetable colours. It is impossible to display this wide spec-
trum of saddlebags here.

Queries

Western researchers, scholars, writers, collectors have been chasing the flam-
ing pearl of age and attribution concerning oriental textiles, rugs and car-
pets in general and sometimes flatweaves and even less household goods
of nomads. What, if we could really know that a certain saddlebag has been
made in summer 1898 in the Mughan steppe 55 km west of Salyan? Is this
the end of this special research? Would this be a real discovery? Progress to
our knowledge? What, if we could know all technical data? Is there some-
thing missing? YES! There was a human being, a woman probably, in whose
mind must have been the image of her intended work and the skills to re-
alise it. Was she young or old, what was her age? How many children has
she had? How often had she migrated to this pasture in summer 1898? We do
not know. We will never know anything about her but her existence. There
is no oral history, we only know that at auction for her saddlebag the ham-
mer was knocked down at $43,000 an amount she could have acquired half
of the province or Khanat she had lived in. Should we continue our efforts
and invest our energy and means in order to elucidate as much as we can of
this transient, perishable folk art? YES, not only for the pieces but to honour

their creators.
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Heris: its place in the history
of the Azerbaijani carpet

lvan Szanto

Lecturer of Islamic Art,

Eotvos Lorand University of Sciences,
Budapest, Hungary

The township of Heris lies in the heart of Azerbaijan, about 100 kilome-
tres northeast of Tabriz, in the Iranian province of Eastern Azerbaijan. Locat-
ed on the western slopes of the Késedag: mountain range, Heris shares with
Ardabil a cool, sometimes even harsh, climate. The population is overwhelm-
ingly Azeri. Industrialization remains poor and subsistence still rests on agri-
culture and handicrafts. Being a stable source of income, the latter constitutes
an important factor of the local economy, as has been so for at least the past
two centuries.

In mediaeval times, however, Heris and its land fell within the network of
prosperous satellite towns around metropolitan Tabriz. The emergence of the
present-day settlement dates back to the Tlkhanid period (1256-1335 AD) when
the whole region enjoyed efflorescence, as attested by some imposing histor-
ical monuments.! Although Heris did not see any substantial building activity
ever since, the one-time wealth of the region is obvious from the monumen-
tal stone constructions left standing in localities such as Asnaq? or Baruq.® Af-
ter the decline of the central government in Tabriz, the region relapsed into ru-
ral life once again but later its inhabitants could find a new craft to excel their
skill: carpet making. Carpets were made locally perhaps as early as the Ilkha-
nid period, or even before, although we do not have indisputable material ev-
idence reaching before the 19" century.* Unfortunately, the earliest examples
are still without well-defined provenances.’ Furthermore, our information about
pre-Qajar Heris is next to nothing. In fact, textual sources and the geographical
position of the principal Ilkhanid monuments do not accord with the modern
settlement-pattern. As elsewhere in the region, there must have been a con-
stant fluctuation in larger population centres. A village might grew to a town,

1 This essay is the result of a field-work made at Heris in March 2005, which was
generously funded by the Avicenna Institute of Near-Eastern Studies (Piliscsaba. Hungary).
‘Abd-ollah Karang: Asar-e bastani-ye Azarbaygan. Asar o abna-ye tariki-ye sahrestan-e
Tabriz. Tehran: Angoman-e asar o mofakar-e farhangi, 1374/1996, 635-660.

2 Bernard O'Kane: ‘The Friday Mosques of Asnak and Saravar’, Archaologische
Mitteilungen aus Iran 12 (1979), 341-351, pls. 56-63.

3 Unpublished.

4 Letif Korimov: Azerbajdzhanskii Kover, Baki: Gonclik, 1983, vol. 3, 238-239.

5 John T. Wertime — Richard E. Wright: The Tabriz Hypothesis: The Dragon & Related
Floral Carpets”, in: Asian Art. Second Annual of HALL London, 1995, 31-53.
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4 1. Medallion carpet, Tabriz, Azerbaijan (16th century AD, Lisbon)
4 2. Star-medaillon carpet, Heris, Azerbaijan (c. 1890 AD, Sotheby’s)

4 3. Dragon carpet from Divrigi, possibly southern Azerbaijan
(17th century AD, Istanbul, Turk ve Islam Eserleri Muzesi)

and vice versa. Different settlements, when emerged to
prominence, could inherit the name of a previous large
town and the adoption of new or alternative names
for old towns was not uncommon.' Heris, for instance,
seems to be absent from Safavid administrative records,
although its name was already mentioned in Ilkhanid
times.? The Tadbkirat al-Muluk, dated 1137 AH (1725
AD), records the beglarbegis of Azerbaijan but Her-
is does not figure in the list.’ Instead, there are sever-
al unidentifiable names which either refer to now-van-
ished localities or include, among others, a substitute
for Heris. Likewise European travellers, such as Adam
Olearius (1599-1671), who crossed the whole Azerbai-
jan, forgot about the town and its crafts.

Precisely how and when carpet industry began in
this area is likewise open to speculation. Upon sty-
listic grounds the standard Heris rug connects easily
with carpets that are associated to sixteenth-century
Tabriz (ll. 1).* Their basic features are a star-medal-
lion in the main field centre, the spandrels around this
motif, and the elaborate border system which include
inner and outer guard stripes (ill. 2). The medallion is
an eight (or more)-pointed star of varied contours and
its layout is often repeated by the corner elements.
Patterns cover the surface in multiple levels. Techni-
cally, ordinary Tabriz carpets of the sixteenth centu-
ry are knotted pile carpets made on a woollen base
with double Z-spun yarns plied S (Z2S), employing
the symmetrical (Turkish’) knot. To this group may
belong also some 27 examples of the so-called Salt-
ing-carpets, named after those in the Victoria & Al-
bert Museum in London.’ In modern times, the craft-

,—l For the first type one may cite the example of Gurgan,
for the second Sultanabad/Arak should be mentioned. :

2 Vagfnama-ye Rab’-i Rasidi. Facsimile edition, Irag Afsar
— Mogtaba Minovi, eds. Tehran: Entesarat-e Angoman-e Asar-e
Melli, 1350/1972, 376-377. .

3 Tadhkirat al-Muluk: A Manual of Safavid Administration.
Vladimir Minorsky, tr., ed. Cambridge: Gibb Memorial Trust,
1943 (reprinted Cambridge: Cambridge University Press, 1980),
100-101. .

4  See Lotif Korimov’s typological classification in Korimov
1983, vol. 2, Appendix.

5 Murray L Eiland: *Scholarship and a Controversial Group
of Safavid Carpets’, in: Iran 38 (2000), 97-105.
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4 4. Knotted pile carpet, Heris,
Azerbaijan (19th century AD,
Sotheby's)

4 5. Knotted pile carpet with
inscribed cartouches (19th
century AD, private collecti-
on, photo: Carpet Museum,
Tehran)

speople of Heris employ similar techniques (with
the exception of preferring cotton rather than wool
for the weaves). On the other hand, it is senseless
to link the carpets which were made after ca. 1860
with Safavid examples: not only the large time-gap
warrants against this but also the unsolved ques-
tions of historical geography. Referring to a con-
troversial set of dragon rugs, John T Wertime and
Richard E Wright (1995) proposed Heris as their
possible place of manufacture, thus offering them
as an intermediate stage between 16®-century Ta-
briz products and modern Heris rugs (ill. 3). In a
careful analysis, they rejected Anatolia, Persia and
the Caucasus as having been the place of origin of
the dragon carpets and drew attention to similar-
ities between the ‘Tabriz’ and the dragon groups.
The long interim period between the famous Ta-
briz carpets of the 16" century and the rise of Her-
is in the 1860s the two authors attempted to fill
with the hitherto untraced dragon rugs. Since these
came up from central and eastern Anatolian cen-
tres, which were served by trading routes to/from
Tabriz, it can be assumed that they were manufac-
tured around the latter. In this way, post-16"-cen-
tury Tabriz and its hinterland could now be as-
signed with a product of their own.

Still a lot of questions remain open, however.
There are signs that the star-medallion type as such
has lost its significance in the 17" century, thus
suggesting a discontinuity in the use of the motif
in Azerbaijan.? From this, together with travellers’
accounts ignorant of locally made carpets, one can
realise that in the 1600s and 1700s the time of Her-
is had not came yet. Anything that was made in
Heris proper before the middle of the 19" century
might have supplied primarily domestic consump-
tion. That from the late 19" century on the medal-
lion has became the central element in most Her-
is pile carpets can be explained first of all by mer-
cantile motives. The middlemen who knew both

1 Wertime —Wright, 44-50.
2 It remained, on the other hand, a frequent feature of
"Polonaise’ and "Portuguese’ carpets.
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the Western tastes and the ability of manufacturers chose the medallion type
in order to create a link with the already classic Tabriz rugs. Modern Heris
carpets are heavily commercialized goods, made for worldwide export from
the beginning.

However, to undervalue their artistic and technical qualities would be a
misunderstanding of this elegant type of Azerbaijani carpets. First, the best
Heris rugs present an imposingly coherent, yet varied design. Through choos-
ing and mixing suitable motifs their creators acquired a degree of refinery.
The skill of local craftspeople and the extent to which the population is in-
volved in carpet weaving prove that this art has grown out from an age-
old practice of household-production. In addition to the standard medallion
form, several other types of knotted pile carpets are made around Heris. One
characteristic class, for example, has its central medallion reduced in size,
surrounded by an alternating system of squares and palmettes (ill. 4). This
type is documented from the late 19" century and is particularly close to the
Caucasian carpets of Azerbaijan. Another interesting specimen presents a cal-
ligraphic design in the main field (ill. 5). Although both were made about the
same time, this type of carpet is quite unlike the previous one. The design is
minutely woven and enclosed by an admirably complex bordure. It was ob-
viously intended to satisfy the tastes of an urban clientele, whereas the geom-
etrizing type retains more of a tribal heritage. Heris carpets of the last turn-of-
century owed their success to this creative and adaptive attitude towards dif-
ferent markets.

Although information about the economical situation of the area during
the first Safavid rulers is scarce, the earliest cottage-woven carpets were chan-
nelled into the bazaars of Tabriz by local entrepreneurs perhaps in the late
1600s. But another two hundred years passed until large-scale internation-
al trade commenced and the term of ‘Heris’ entered common knowledge.
By this time the whole industry went through a radical transformation. In
Southern Azerbaijan (including Heris) carpet-making was controlled from Ta-
briz, provoking a return to a supposed Safavid ideal. In Northern Azerbaijan,
where Baki tradesmen took over the industry, the archaic traditions of Azer-
baijan folk art remained more intact. Sirvan, Susa, and Quba carpets could
better maintain the older structures. But in general, the newly set-up manufac-
tures supplied an international market the ever-changing demands of which
reshaped traditional techniques and styles. The change was so complete that
by the later 19th century any precise criterion was lost to describe the char-
acteristics of an 'original’ carpet. Thus, instead of a hunt in vain for pure’ and
‘classic’ examples, one should take into view the interplay of the various per-
spectives which keep the notion of Heris volatile. At least three agents are re-
sponsible for this uncertainty: i) confronting historical interpretations, ii) com-
mercial factors, and iii) contemporary production of ‘Heris’ carpets both with-
in Heris and elsewhere. Putting together these three factors will show that a
carpet-type is far from being absolute. Nonetheless, the third category, i. €.,

101

R




a look at what is made
in 21th-century Heris,
pays the most.

Carpet weaving in
Heris today is a semi-
private industry, the
manufacturers  being
dependent on distrib-
utors who are based
mostly in Tabriz. The
contractors and their
family work at home:
workshop-like  co-op-
eratives are insignifi-
cant. The industry is
spreading out from
the town in a substan-
tial radius. In addition
to Heris municipali-
ty, related carpets have

v 6. Knotted pile carpet in a Heris home
(contemporary, photo: Ivan Szanto)

been made in the near-
by hamlets of Xanym-
rud, Alan Baraqus, Badystan and Baxsayis as well. The latter, situated on the
confluence of the Aci Cai and Ucan Cai rivers, to the southwest of Heris, is
a major production centre on its own and therefore often appears separate-
ly in carpet literature. Unlike, however, many carpet-weaving areas where
the main places of production are in rural households outside towns, the best
Heris carpets are woven within Heris-township.

As has been said above, the importance of weaving in local economy is
as large as ever. Comparatively, carpet-making has a greater share in the in-
dustrial output of Heris than perhaps in all other towns of Eastern-Azerbai-
jan. Even newly built houses are designed so as to facilitate the establishment
of looms. In recent years more than half of Heris households include a loom.
These are set up in purpose-built rooms, usually between the kitchen and the
central room of the house. The main hall serves for family gatherings and re-
ceptions and it is here that some homemade carpets, kept for domestic use,
are put on display. The loom-rooms are small, allowing space for one vertical
loom only. A standard contemporary loom at Heris consists of two upright
wooden poles fastened to the shorter walls of the workspace. The poles are
bored through at regular intervals so that a movable rod can be fitted to them
with pegs, according to the various stages of work. The width of the weaving
equipment rarely exceeds 220 cm, hence an average carpet can also be up to
220 cm wide. For the length there is no such limitation.

Usually the whole family participates in the work but the complex process
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during which a carpet takes shape is under the control of the housewife. She
knows the general design from memory, although more often than not a car-
toon is provided by the employer. The girls are always assisting their mother
in order to learn the various methods and techniques. Nevertheless, the trad-
ers at Tabriz contract with the male members of the family. Whilst the hus-
band is, therefore, the supplier, he rarely owns the products which are made
at his home. Indeed, not even the loom is possessed by the labourer, but it
is hired from the main contractor who can take it back whenever the quali-
ty remains below his expectations. Of course, within Heris there are produc-
ers with varying financial conditions. The architect Yassin Haidarzadeh, for
instance, controls not only the domestic industry in his wide family network,
but as an architect he himself has designed and constructed dozens of pur-
pose-built local houses, including the loom-rooms. He is one of the bigger
manufacturers. His wife produces 10-15 carpets annually and other members
of the family, living in separate households, can also keep this pace. Since
the carpets are marketed in Tabriz almost exclusively, one cannot find good
pieces on sale at Heris. Interestingly enough, most carpets in domestic inte-
riors are machine-woven. In 2005 the Haidarzadeh family kept only three of
their own manufactures. Of the three, two were small, only one was ordi-
nary-sized. This type (ill. 6) could be seen anywhere around the workshops,
hence it might be regarded as the contemporary standard of Heris rugs.

A strong red dominates the colour-scheme. It fills the middle field and
provides a richly floriated ground for the medallion. The stylized flowers and
clouds are defined by straight lines, curvilinear designs are infrequent. For
the floral decoration, which is omnipresent on Azerbaijani carpets,' pink, pur-
ple, yellow ochre, blue and green yarns are chosen. The central medallion
may assume several forms. Basically these all belong to a pattern that Latif
Korimov has called the lagak-turunc motif, i. e., a star with two side projec-
tions facing the main axis (ill. 7).? In some examples the lagak-turunc might
be enclosed by a floriated niche.? The medallion is an eight-pointed star and
almost like a square, in which only the four vertices pointed to the main di-
rections are breaking the angular contours. Indeed, an inner star pattern, ro-
tated at 45°, is outlined by an unbroken quadrate. The borders and guard-
stripes line up meandering designs as well as rosettes, and are always differ-
ently coloured than the centre.

Since several hundred Heris carpets which follow this pattern are known
from at least the late 19" century and they outnumber all other designs, the
type may be regarded as the standard modern Heris. Of course lots of chang-
es occurred in the past hundred years. By the early 1900s natural colours
were replaced by various synthetic dyes. Today threads of natural colours

1 Rasim Ofandi — Togrul Ofondi: Azorbaycan bozok sonati/Azerbaijan Decoration.
Baki: British Petroleum Company.

2 Korimov 1983, vol. 2, 208

3 Korimov 1983, vol. 3, fig. 181.
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v Xadlca “Faxrall”. Ganca, Azarbaycan. 1344 hicri/ 1926-ci |l.
Azarbaycan Xalcas va Xalq Tatbigi Senati Doviat Muzeyi

v “Fakhrali” carpet. Ganja, Azerbaijan. 1344 Hijral1926.
Azerbaijanian Carpet & Applied Art State Museum

< 7. Lagak-turunc motif.
Drawing after Karimov 1983
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temporary, Stockholm, 2006
AD, photo: Ivan Szanto)

are very rarely seen in Heris. Haydarzadeh'’s carpets, for instance, consist of
about a dozen colours, all of them artificial. In olden times the wool for the
yarns were obtained from the Shahsevan, a tribal group of pastoral nomads,
but nowadays semi-finished and coloured threads are much more common.’
If not provided by the main contractor, the weavers purchase them in nearby
cities. Another sign which shows the decreasing importance of locally pro-
cessed wool is the use of cotton for the foundation weave. Some older rugs
were woven on a woollen foundation. On the other hand, the finest pieces
are, then as now, interwoven with silk.

During the past century, the Heris rug became a fashionable commodi-
ty in the global marketplace. Being an unregistered brand, its manufacture is
not exclusively reserved for the natives and evidently there are far more ‘Her-
ises’ circulating in the European Union and the United States than what can
be purveyed by local weavers. Many carpets with that label are coming ac-
tually from Tabriz. At best, their design can be called a medley of Heris and
other motifs. One can find this label merely attached to any Tabriz carpet
(our example was seen in Stockholm, in 2000, (ill. 8). An even bigger load of
‘Heris’ carpets are manufactured in India and especially in Pakistan. Although
this fact is known and condemned by Heris weavers, they cannot take any
serious protective measures against it. Many Western-based dealers exploit
cheaper workforce, maximise profit, and — in the United States — compen-
sate the commercial embargo against Iran by sending Heris designs to Indi-
an and Pakistani weavers. Thus these tradesmen, several of whom are com-
ing from Azerbaijan, effectively threaten the subsistence of their compatriots
and the integrity of their art. What is, however, a danger of deterioration from
one perspective, can be seen from the other as a continuing artistic exchange
which was already noted by Korimov.? He argued that while the Azerbaijani
carpet has constantly received influences from neighbouring countries, it left
its own mark on something as distant as the Italian renaissance.* By recent
years this influence has reached a global scale — from the Pakistani weaver to
overseas trade.

Aavuay

..........

1 Jasleen Dhamija: "Carpets and Textiles II: Raw Materials and Dyes”, in: Encylopedia
Iranica, Ehsan Yarshater, ed. London: RK&P, 1985-, 839.

2  Korimov 1983

3  Korimov 1983, vol. 2, 208. 4 g ; T i T
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Carpet in the Context
of Azerbaijanian
Ethno-Culture

Dr. Roya Taghiyeva,

Director, Azerbaijanian

Carpet & Applied Art State Museum,
Baku, Azerbaijan

In the modern Azerbaijanian carpet study there
is a lot of questions concerning pile-less carpets.
And they are not only questions of inconsistent
terminology. If we are based on the initial nation-
al terminology and typology of carpets, the given
contradictions will be reduced to a minimum. More
complicated a question, even a scholarly problem,
is the semantics of pile-less carpets, their symboli-
cal meaning and purpose, their place in rituals and
cult practice. Why do striped “snake” patterns and
motives of serpent-dragons prevail in flatweavings?
What do terms of flatweavings define? What “na-
tional philosophy” supported them in the very re-
mote past? We shall try to answer these and other
questions with using a comparative-cultural meth-
od to shown flatweavings in the context of history
of the Azerbaijanian ethno-culture.

Azerbaijan is a country of ancient culture. The
ethno-cultural tradition of Azerbaijanians goes back
to millenniums B.C. when it related directly to Ini-
tial Tradition of humankind, Tradition of the single
Eurasian parent ethnos.

The conception of Initial Tradition has been de-
veloped by the French scholar and Sufi Rene Gue-
non (Sheikh Abdul-Wahid Yakh’a), as well as in
works by his followers. According to his doctrine,
in the very ancient times of the Golden Age, there
was Initial Tradition which later divided into differ-
ent branches of esoteric, religious and ethnic tradi-
tions. According to the theory, humankind at first
commanded the whole knowledge of the Truth
which later became apparent only fragmentarily.
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Most likely, Tradition developed in two parallel branches that, being intri-
cately intertwined, evolved into two forms — Yoga and Tantra. R.Genon sup-
ported the same opinion and regarded the practice of Yoga and Tantra, first,
as the preparatory step for the actually spiritual esoteric practice, and second-
ly, by no means specifically Indian or Indo-European.

The aim of Yoga was the cognition of Absolute through asceticism, while
in Tantra the Non-Dual Reality of Shiva and Shakti was achieved through he-
donism and sensual pleasures.

Yoga and Tantra supplemented each other. Like any tradition, prohibi-
tions, limitations and rituals of Yoga formed the structure of Tradition, while
the Tantric freedom going to extremes filled Tradition with the innovative
spirit of Dionysius.

Tantra is a sexual-spiritual meditative practice based on stimulating the
energy of Kundalini to make her to go up to the Sakhasrara chakra when an
adept becomes enlightened. This energetic process in Initial Tradition was
mythologized, and it was reflected in later ancient myths of the Indian, Slav-
ic, Greek, Baltic, Iranian, etc peoples.

Sadly, up to present, the ancient Turkic culture has not been studied to
find any Tantric elements in it. Such work would be undoubtedly interesting
to cultural studies and could make clear the mystery of origin of first carpets
in Eurasia.

Archeologist .N.Aliev has prepared and published a lot of rock drawings
revealed only in one zone of Caucasus, namely in the east of Absheron Pen-
insula of Azerbaijan. These drawings, representing erotic pictures and going
back to the 3 Millennium B.C., were characteristic of Tantra." The majority
of drawings represent so-called “merging of energies of partners in the mi-
crocosmic orbit of the two”.2 The specified moments are in “Kama-Sutra” and
in Taoism treatises about love.’?

We may think that the above is related only to the Indo-European con-
ception, but it is not the case. The mentioned relations between the Azerbai-
janian and Indian traditions indicate that the Azeri Turks and the Indo-Irani-
ans had developed from an ancient Eurasian parent ethnos which practiced
Initial Tradition which survived in the form of Indian Yoga and Tantra. The
stylistic similarity of the Baku “Giz Galasi” (Maiden’s Tower) and Indian tem-
ple in Pattadakali confirms this assumption.

There are indirect indications, mainly in Slavic written sources, which tell
about inhabitants of ancient Azerbaijan, called rabhman or nag-sages, who
were ascetics and whose way of life was similar to the yogi’'s one. Moreover,
the word “nag” means “snake” in Sanskrit. This fact indicates the Tantric tra-

dition.
1 Aliev, IL.N. Near-Eastern Parallels in Rock Drawing of Absheron // The World of
Rock Painting. Proceedings of the International Conference. Moscow, 2005, p. 25-28

2 Pond, D. The West in Search of East. Moscow, 2004, p. 314 — 319
3 Ibid, pp. 314 — 319
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We can assume that the tradition of ancient Azeri-Turks
was closely related to Kundalini-Yoga and Tantra. This fact
is supported with archaeological objects found in Azerbaijan.
D.A.Akhundov revealed and analyzed terracotta female figu-
rines from Mingachavir and the Fizuli and Ismaily zones of
Azerbaijan.! These figurines are patterned with the represen-
tation of serpent which is curling upwards or coiling around
the zone of womb, i.e. near to Muladkhara-chakra where the
serpent is placed by the Tantric conception. At the same time,
the word “snake” is of masculine gender (Ajdar or Ajdakha),
contrary to the Hindu Kundalini.

According to Akhundov, as well as B.A.Rybakov who re-
searched similar Slavic findings, the female figurines coiled
with the snake symbolized invisible Great Mother of the
World? i.e. Great Emptiness known as Makosh among the
Slavic, Shunya among Buddhists, and which combined with
the Serpent-Veles-Adjar. Sadly, we do not know the Azeri-Tur-
kic word for Great Emptiness. According to their conception
and stylistic features, the female figurines from Azerbaijan are
similar to statuettes from Namaz-Tepe in Turkmenistan, Im-
iris-gora in Georgia, statuettes from the Knoss Palace in the
Crete, and a figure of the goddess Ishtar from Ashur. All of
these Eurasian archaeological objects represent the mystic al-
liance of Snake and Mother-Emptiness, the fact that witnesses
to the conception, now increasingly establishing in humanitar-
ian sciences, of ethno-cultural and language monogenesis of
the Eurasian peoples.

As for the mystic alliance of Serpent and Emptiness, it does
not contradict to the conception of monotheism. In fact, the
basis of Tantra is the metaphysics of Advaita (Non-Duality)
advocating the monotheism?.

The myth of Great Serpent was survived in names and pat-
terns of Azerbaijanian pile-less weavings, such as palas, jejim,
and verni.

As demonstrated below, the traditional Azerbaijanian car-
pet terminology reflects words of early Eurasian language
which existed in ancient times before the division of a single
Eurasian people into Turanians and Proto-Turks, on the one
hand, and Indo-Europeans and Indo-Iranians, on the other.

During the recent period, the conception of ethno-cultur-

1 Akhundov, D.A. Architecture of Ancient and Early Medieval
Azerbaijan. Baku, Azerneshr, 1986 — pp. 137-145

2 Ibid, p. 137-148

3 Elliade, M. Yoga. Moscow, 1998
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al and linguistic monogenesis is increasingly developing in ac-
ademic science. The conception advocates a theory of originat-
ing peoples and the world cultures from a single root. At least,
we may now say about the common origin of most of the Eur-
asian peoples. The single origin of the Eurasian ethnic groups
is indicated with the resemblance of main mythological mo-
tives and the interrelationship between names of ancient gods
worshipped by our ancestors.

The origin of the word “palas” might be related to the geo-
graphic term of Balasakan which “covered the Mughan steppe
of northern and southern Azerbaijan where Varsan and Mu-
ghan were situated south of River Araks”.!

However, the name of the weaving, as well as the name of
Balasakan, is cognate to the ancient Turkic and Indo-European
word “Vala-Vaal-palas-balas-Veles-Vels-Volos-Iblis”.

To find the origin of carpet term “palas”, we should indicate
one word that is encountered in myths of different peoples of
Eurasia. The term can be traced back to the most ancient layer
of mythology of the early single Eurasian people from which
descended the proto-Turanian-Turks and proto-Indo-Europe-
ans. The origin of the name of palas was related to an ancient
word from which derived Veles (Volos), the name of the Slav-
ic “cattle” god,? Vels, the Baltic god of the Other World,* Vala,
the Vedic demon?, the biblical Beelzebub, and the Moslem Ib-
lis. Some of these names designate the serpent, such as Beelze-
bub and Iblis. Thus, the name of palas was connected with the
archaic myth about “Great Serpent™ In this connection, a ques-
tion arises: why our ancestors called the carpet with such un-
worthy word?

The fact is that the myth of fighting with the serpent is rel-
atively new, while in the most ancient layers of mythology of
Eurasian peoples, the worship of Serpent-Dragon was preva-
lent. As indicated by D.F.Akhundov, at the early stage of histo-
ry (4" — 3 cc. B.C.), the snake motive was very typical of Midi-
an, ancient Albanic and Tripol ritual-magic ornamentation. The
serpent’s coils twined around massive breasts of Great Mother,

1 Geybullayev, G.A. On Ethnogeny of Azerbaijanians (Historical-
Ethnographic Study). Baku, “Elm”, 1991. Vol.1, p.99

2 Petukhov, Y.D. Along the Gods’ Ways: Ethnogeny and Miogenesis
of Indo-Europeans. Moscow. Metagalaktika, 1998, p.169

3 Myphological Glossary. Edited by E.M.Meletinski, Moscow, “Soviet
Encyclopedia”, 1990, p.121

4 1Ibid, p. 112

5 Akhundov, D.A. Architecture of Ancient and Early Medieval

Azerbaijan. Baku, Azerneshr, 1986 — pp. 86-87
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as well as motives of snake were represented on vessels and their lids; the
snake was the main motive of tattoo on Tripol female figurines and one of
the elements in the well-known Tripol spiral.

We can sometimes see representations of the single serpent on ceramic
vessels, but more frequently they are paired serpents.’ According to Akhun-
dov, Great Serpent was conceived as “the guarder of womb, home, sacred
vessels etc” in art of ancient Azerbaijan.” The serpent-dragon woven in bor-
ders of many of Azerbaijanian pile carpets serves as protection against evil
powers.

As for Azerbaijanian flatweaves, the serpent is the main motive in ver-
ni weavings. Palases also demonstrate motives related to the serpent. Multi-
colored stripes in palas resemble snakes, and this impression is strengthened
with the slight waviness of the lines. But one might hardly overlook the “ser-
pent” character of zigzag patterns in chiyi-palas. It is interesting that drag-
ons and snakes are represented striped by Tajiks. So, the name of palas was
linked to the archaic myth on Great Serpent.?

So we can see that the origin of names of many Azerbaijanian pile-less
carpets, as well as the genesis of their patterns, were related to the worship
of Great Serpent. Such cult goes back, certainly, to the ancient period. How-
ever, patterns and the names of pile-less carpets have survived almost unal-
tered up to nowadays.

In the ceremonial practice of Azerbaijanians the special place was occu-
pied with the flatweaving. Palas was a sacral symbol; it was used to make
clothes, cover mosques as a token of mourning; it was used while praying,
Sufis who put on palas called themselves “palas push”. Researchers wrote
about a people “plajen”, and today in Iran the word “palas” is applied to
name not only the weaving technique of striped pattern, but also some Tur-
kic-speaking Afshar tribes.

The ethnic tradition of Azerbaijanians and their artistic tradition have ap-
peared to be so continuous and conservative (in the finest sense of the word)
that patterns and technology of many types of flatwoven rugs have passed to
the present day from the remote past. And it is first of all palas related to the
origin of the Azerbaijanian ethno-cultural tradition and Initial Tradition.

Ibid, p.93
Ibid, p.86-87
Ibid, p.86-87
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v Xalca “Adacl”. Tabriz, Azarbaycan. XIX asr.
Azarbaycan Xalcasi va Xalq Tatbigi Sanati Doviat Muzeyi

v “Agajli” Tree carpet. Tabriz, Azerbaijan. 19th century.
Azerbaijanian Carpet & Applied Art State Museum
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Similar features between
Azerbaijani and Anatolian
Turkish carpets

Dr. Bekir DENIZ

Professor, Egey University,
[ a 2. Besik kilim. Gordes Carsl Mosque, B.
lzmir, Turkey e

» 3. Carkli-Elekli carpet. Sap Koy Mosque,
Ayvacik (Canakkale), 18th century. B.
Deniz, 1992

Woven carpets are called Hal¢a and plain-woven materials palaz in Azer-
baijan among which are jijim, zili, sumak, shedde and verni techniques used
for plain weaving fabrics, however the latter two are rarely used in Anatolia.
Other weaving materials resemble one another in technical terms, especially
shedde and verni type of woven materials are filled with (S) shape ornamen-
tation which are popularly described as camel or dragon motifs supposed to
have been derived from water cult. Similar ornaments appear in Anatolian
woven items as well. Floral ornaments are mostly created with buta patterns.

The fact that the background of Azerbaijani carpets are decorated with
squares shaped or octagonal lake forms reminds us of background ornamen-
tation of early Ottoman carpets in 15th and 16th centuries. Such ornaments
in Turkish carpets date back to central Asian Turkish carpeting composition.
Division of the background into octagons or lozenges in central Asian Turk-

ish carpeting came from Pazyrk items woven IV B.C. to Oguz tribes, ances-
tors of Anatolian and Azerbaijani Turks and was used during of Seljuk, Sefe-
vid, in Azerbaijan and Seljuk Beiliks and Ottoman periods and is even today
used (Photo: 1-4).

Background of Azerbaijani carpets of 17th and 18th centuries and divi-
sion of the background into octagons and lozenges are quite comparable to
so-called Holbein in other words, early Ottoman carpets. Azerbaijani carpets
woven in this way probably resulted from early Ottoman carpeting items',
which are wrongly identitified as Memling carpets by foreigners and woven
from 16th century, namely early Ottoman period to the present time. Today
Tekeli nomads, Yunddag (Manisa), Kemalpasa (Izmir), east Anatolian tribes
and nomads in Siirt, Bitlis, cud Kars, and rural people of Emirgazi, Ayvacik
in central Anatolia still keep on weaving the above mentioned items whose
background is separated into octagonal, lozenge and square sections. These
ornaments set in slided axes appears as if they would never end. Such an or-
namental feature is a kind of pattern which has been used in Turkish car-
peting since earliest times in central Asia, the motherland of all Turks. It was
brought to Anatolia by Seljuk Turks, preserved the main background plan
with animal figures on it during Beiliks and then passed to Ottoman era car-
pets. Even today it continues its mere existence in Anatolian carpets (Photo:

1-4).

< 1. Agjman carpet, Shirvan group, A Al B i ol : b
19th century. (L. Kerimoyv, 1 -“The Star Collection”, Hali, “Special Priew, Issue-7th 1ccoc, April/May 1993, tssue 08,

from “Azerbaijani Carpet”) pp. 90-103.
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But a serabend is of floral character seen on Tabriz and Baku group of car-
pets in Azerbaijan. This ornamentation that can be defined as a cypress tree
whose upper leaves and branches bend back or down due to strong winds ap-
peared on carpets. Plain weavings cloth and miniatures in 16th century. Cy-
press tree has long been known as infinity, endlessness and death symbols,
which is why Anatolian cemeteries are full of cypress trees which are used as
an ornamental patterns in Anatolian carpets, especially those from Kars, Agri
and Erzurum which are neighbouring provinces close to Azerbaijan. Minia-
tures, fabrics and carpets, now can hardly be seen anywhere (Photo: 5).

The background plan with octagonal and lozenges from early Ottoman
era in Azerbaijani carpets caused a group called dragon Caucasian carpets to
emerge in 17th century'. When also hooked Anatolian carpets and geomet-
rically patterned Anatolian carpets appeared which have octagonal and loz-
enges divided on the background. Some items included geometric patterns
around which curved figures called snake curves or curvatures by people,
therefore they are named hooked or curved carpets after such patterns, most-
ly available in Manisa, Usak, Sivas, Kars, and Erzurum which are all famous
for such carpets exported through the Caucasus to Europe, with dragon car-
pets in Azerbaijan appearing which were inspired by eastern Anatolian cities
where carpets are bought and sold in west to east direction.

Dragon/Ejder figure is known to have been widely used in Anatolian
Turkish items following 16th century, with some variations emerging. There
is remarkable difference between Dragon/Ejder figure in Azerbaijani carpets

3 1 .-K. Erdmann (Cev. H. Taner), Der Turkische Teppiche Des 15. Jahrhunderts, p. 6-62;
9. Yetkin, Ttirk Hali Sanati, Istanbul, 1974, p. 74.
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« 4. Kilim, Baku group, 20th century.
(L. Kerimov, From: Azerbaijani

Carpet)

and that in Anatolian Turkish items;
Azerbaijani dragons are described as
a horrible creature, while those in
Anatolian Turkish carpets are in the
form of cloud or snake. Dragon fig-
ure in Azerbaijani weaving is shown
as a snake-like animal placed in oc-
tagons composed of leave patterns
(bute) stylised on the background.
Some examples of dragons facing
each other or staying back to back
exist in the carpets as well' (Photo
1-4).

The hand-motif used in Azerbai-
jani and Anatolian Turkish carpets
on the background, geometrically
characteristic ornamentation on the
borders, writing-alike ornaments,
minarets, clouds and stylised floral
patterns are of similar character, ex-
amples of which are quite abundant
(Photo: 6-7).

Dragon figures in Anatolia dur-
ing 16th century are in the form of a
cloud seen in Azerbaijani miniature
art and found also in some of Usak
carpets in 17th century, especially
white-base Usak carpets appeared
in 17th century in the same form as
those above. Almost in the same pe-
riod, it emerged in the items wo-
ven in Gordes, Kula, Milas, Kirsehir,
Kayseri, Avanos, Nigde, Aksaray and
Sivas as short border material. To-
day, it is sewn or woven in ayetlik
in western Anatolia and sandik of
central Anatolia, both of which are
rectangular frames. With ayetlik and

1 -V. Paseyeva-N. Pagayev.,
“Ejderha Desenli Azerbaycan Halilart”,
Giizel Sanatlar Enstitiisti Dergisi, Atatiirk
Universitesi Glizel Sanatlar Enstittisu
Miidarliigii Yayini, No. 15, Erzurum, 2005,
p. 101-122.
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v 5. Buta patterned carpet, detdil,
buta motifs. Baku, Azerbaijani
Carpet Museum, B. Deniz, 2003

w 6. Minareli carpet (gadim minare,
eski minare), detail, early 20th
century. Baku, Azerbaijani Carpet
Museum, B. Deniz, 2004.




v /. Seccede carpet, Sirvan group, 20th century.
Baku, Azerbaijani Carpet Museumn, B. Deniz, 2004

» 8. Karabulut carpet. Seklik Kéyu Mosque (Bergama-izmir), ‘
18th-19th centuries. B. Deniz, 1987

sandik disappearing in later years, the background was sewn or woven with
a flower on both sides or a snake figure quite similar to a real one. Yunddag:
and Ayvacik carpets have them on their border band. They are woven in the
same way as in 16th century in the form of a cloud called black cloud by
native people today. Therefore, those woven now are named black cloud,
which is regarded as the motive of abundance, health and recovery among
people. In addition, the snake or dragon are known as a representation of
hostility such as occurred in Tireyis epic, and heroism and rivalry in Er Tos-
tuk epic' (Photo 8).

Description of dragon figures in back to back or face to face in Azerbai-
jani carpets stance resembles descriptions in which birds stand face to face
in Anatolian Turkish items. The same kind of ornaments can be also seen on
Anatolian Seljuk stone decorations. Similarly, descriptions of dragons whose
bodies intertwined each other found in the examples of ince Minareli Me-
drese Art Museum located in the castle of Konya and uper as Konya Stone
Works Museum, on the arches of the Sultanhan Késk mesjit between Kayseri

¢ and Sivas and on Karatay Inn’s entrance eyvan alinlig: just the same way as in
Azerbaijani carpet with dragon figures hugging each other.

On Anatolian and Azerbaijani carpets are often seen figures of horse,
camel, dog, bird, cat and sheep. Among bird patterns are carnivorous spe-

1 -B. Deniz, “Kirsehir Halilar1”, Arkeoloji-Sanat Tarihi Dergiisi, E. {J. Edebiyat Fakiiltesi cies such as eagle, hawk and other species such as flamingo, pigeon, goose,
Yayni, No. III, Izmir 1984, p. 25-81; B. Deniz, Le Motif du Dragons Dans Le Tissage de bird. eagle and hawk have historically been considered sacred birds called
L‘Alrllzlltolie—Tm‘ci / AII]LId()IUATfll'l\' I)okumul'ilrullda Ejder ;Vlotifi;, Millelt}cr:llrzm Tiirk Soylu Tézongun on felts excavated from pazyryk kurgan and eagle is described
Halklarinin Hali, Kilim ve Cicim Sanati, Uluslararasi Bilgi $oleni Bildirileri, 21-27 Mayis y ; G . I s :

~ ’ ’ i Z Z 1t with stork, especially resulting in ea-
1996 Kayseri, Ankara 1998, pp. 87-108; B. Karamagarali, “Ejder ve Lotus Motifi'nin Hali sepamtely but O?Cas.londll?,’ ina fig P FL 1 L & Sl
Secc delerdeki fkonografisi, Ars, Y. 1, No. 4, Nisan 1998, p. 32-39. gles beating their rivals finally. Because they are described as strong an

mighty creatures. Eagle was accepted as a sacred bird probably because it
was considered strong in Turks as well as in all ancient communities. During
Anatolian Seljuk era, breeding eagles and hawks used to be treated as a re-
al profession as they were used as prey-catching birds, in the inscriptions on
cemetery stones and in Ince Minareli Medrese, Istanbul, Turkish and Islamic
Works Museum and Aksehir Museums. Eagle is still regarded as sacred hunt-
er bird and trained for this purpose in central Asian Turkic states and relative
Turkish tribes.

Finally, material, shape of knots and carpet varieties resemble in Azerbai-
jani and Anatolian-Turkish carpets. Especially geometric patterns, floral mo-
tifs and background ornaments with lake-centre create a similarity between
the two countries.

Anatolian and Azerbaijani Turkish carpets and plain-weavings include geo-
metric patterns very realistic floral motifs, human and various animal figures.
Hieraldic system on carpet surfaces, geometric patterned carpet and other
woven materials resemble Holbein-called early Ottoman era items in many
respects. Animal figures are common central Asian, Anatolian and Azerbai-
jani carpets and other woven items, which means that although cultural ori-
gin and wealth differ to some extent, common or shared aspects live in dif-

ferent geographies.
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Azerbaijani carpet from Darband
to Sarband via Shahsavans

Karim Mirzaee

Lecturer, Tehran and Tabriz Art University, Tabriz, Iran
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It is required to clear his-
torical and geographical po-
sition of area before any-
thing. A place where Shah-
savans of Azerbaijan have
been active for four cen-
turies. One head of our re-
search domain is Darband.
The city lies north of Azer-
baijan along the western
shore of Caspian Sea. Dar-
band through much of his-
tory a strategic point which
controlled one of Caucasia’s
tow north-south passes, was
a Sasanian, then Arab, fron-
tier city. Here and in neigh-
bouring Pirebedil a pile rug
type not materially different
from that of Guba originat-
ed.

Rashid-al, din Fazlollah
(1247-1318) states in “Ja-
mi, al-Tawarikh’ in oghuz-
name part: “Here [Darband]
is a very narrow and difficult
passage-way, one side sea
and the other side elevated
mountains.” !

We should look fur-
ther at the meaning of this
term, which seems to have
involved a series of linked
symbolic values. Primarly

and explicity, the word shabsevani meant ‘loyalty to
the Safavid Shahs’; this implied, secondly, fidelity to
the Safavid Sufi order and the Shi’i faith, especially
to ‘Ali and the Imams, of whom the monarchs were
representatives if not incarnation.’

Tribal groups of the region, Shahsevan or oth-
er, appear to have provided military contingents,
such as the Shahsevan garrison mentioned by Ev-
liya Chelebi in Baku in 1647, or Shasevan gorchi
(apparently from Azarbaijan) campaigning in Kho-
rasan in the same year, or the Afshar and Shamlu
Shahsevan gorchi stationed in Darband in 1668, or
the Shahsevan Ajirli gorchi at Shaki and Shirvan in
1704.

However Shahsavans lost military organization
after a century, but they had important role in polit-
ical and social situation. Later eras, Nader Shah be-
came The king of area, he was from Afshar tribe, a
subdivision tribe of Shahsavans, perhaps the orga-
nizer and founder of it in Shah Abbas period. Lat-
er Shahsavans defended the city in fron of russians
at Qajar period, also they suppoted Shah of Qajar
in armament expedition toward Khorasan. But they
had mostly nomad life and then spent their time
by animal husbandry and agriculture. Radd (1886)
and Markov (1890) state: “The main occupation of
the Shahsavan is stock-rearing. They rear (i) sheep,
from which they get milk and wool, the milk and it's
products being eaten and the surplus sold and the
wool also being partly used for various things; Only
the women make crude cloth from sheep and camel
wool, and also carpets and the felt for their tents.”™

Shahsavans have lived in different zones of Iran
and Azerbaijan since beginning of their organiza-
tion. Their route extends from Darband down to
south of Sarband. This is a long way, that on this
route are located Peribedil, Guba, Shush, Baku,
two sides of Araxes river, Mughan plain, Belasuvar,
Meshkin (Khiyav), Ardabil, Ahar, Tabriz, miyane,
Zanjan, Qazvin, Varamin, Saveh, Malayer, Arak and

1 Richard Tapper, p.130 .
%~ Ibidip.d31:
3 Richard Tapper, p. 176.
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so on. Their extended migrations left their
mark on the tribe’s carpets. It was impossi-
ble to avoid being influenced by all the car-
pets seen in villages passed over the course
of almost four centuries.(ill.1)

Many women married into the tribe over
the years, and continued to weave in the
same way and by the same patterns as they
had learned in their native villages. As a re-
sult, many patterns were added whose ori-
gins can be traced to this long area. For this
reason, we chosed Sarband as the another
head of this route.

Sarband is a city in south of Markazi
province, in it's neighbouring located Saruk
city where it’s carpets are very strong, close-
ly woven and extremely popular. They are
known as “American Saruk” because of they
were originally made to order for American
importers.

People of Sarband and its area are Azeri
and they are from the generation of Azerbai-
janis who migrated here under the name of
Shahsavans. “The Inallu tribe wintering be-
tween Tehran, Saveh and Qazvin and sum-
merig in Kharaqan, according to fortescue,
‘are said to have been moved from the mu-
ghan plain by Agha Muhammad Khan Ka-
jar’, while Minorsky says they ‘used to live
in Mughan, whence they were transported
by Nader Shah (?) to Khamsa [Zanjan areal
to form a bulwark against the incursion of
the Bilbas Kurds.”

Borchaly (Bozchalo) in the north of Sar-
band is another town in which famous carpets
are woven, Borchaly can be taken it's name
from Borchaly where located in Kazak region
of Azerbaijan, because inhabitant of two plac-
es are Azeri, and we can see releationship be-
tween their carpets. Inhabitant of region must
be from survivor of those Azerbaijanian who
emigrate here as Shahsavan tribes.

1 Richard Tapper, p.350& 351.
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Radde points to Shah Abbas era (17" century) and belives: Kurt (Qurt)
Beyg came Iran with Yanser Pasha. A numbers of tribes were separated from
Qurt Beyg and migrated to Arak [Sarband area}.!

As we see on Raddeh report, Shahsavans inhabited in Sarband region
in seventeen century and with their residing, brought meny elements and
parts of Azerbaijanian culture that one of these, can be carpet weaving which
shows the participated point from Darband to Sarband. The carpet weaving
is one of protector and preserver of Azerbaijan culture and art’s genuineness
and basis in the area.

A, Gomul carpet, Guba

I would like to indicate a carpet that possess medallion and corners. Latif
Kerimov in “azerbaijan Carpet” (2th volume) presents a type as second kind
of Gomul carpet belongs to Guba group. Illustrations of No.125, 126, 127 and
colour plate of 12 have been allocated for Gomul type.(ill.2) all of them are
from 19 century except No.127 that belongs to 18 century.

Guba is the most fertile part of Shirvan, thickly populated and abundant-
ly cultivated. The district consists primarily of foothills, with a relatively small
coastal margin. Guba is one of the foremost rug producer in Azerbaijan.

The ground of the carpet is unfilled of any flowers except a series of lat-
ticed diagonal lines with light colour close to main ground colour. The bor-
ders of each five carpets are singular and pendants have diagonal straight
lines that remember the tail of Shahsavan’s peacoak (Tavous).(ill.3)

A-1, Mughan type
Nicolas Fokker points to a carpet with two medallions and two pendants

and introduses as a Shahsavan type.?In this carpet we can not see corners as
Gomul type and the borders are different from it.(ill.4)

In my research in Germi district in Mughan plain , I encounter a car-
pet that is very similar to Gomul type, the weavers of locality names “Quba
Nakhshe” (Guba design).

A-2, Zanjan Type

Zanjan is a very important city between Tabriz and Sarbasnd route, the
people of here speak Azerbaijani. Afshar tribe as a branch of Shahsavans
have dwelled in rich earth of Khamse from Zanjan province.

Nicolas Fokker shows a rug illustration in p.127 of his book that looks
like to Gomul type however the border of Zanjan type differs from previouse
kinds and the pendants are alike stairs, and the corners are not quarter of
medallion but the decoration of them and their lozenges with ram’s horn on
each angular have special resemblance to medallion one.

I=silbidipi 35151
2 Nicolas Fokker, p.113 .
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In this carpet we can see half-finished motives in the ground. The apple
flower (Alma guli) and dog’s claws (It ayaghi) fill inside of medallion, pen-
dant and the head of corners.(ill.5)

A-3, Sarband type

We should indicate a carpet that possess extremely particular similarity
to Gomul type. This carpet is from Malayer not far from Sarband. Malayer is
a little city between Zanjan and Sarband. The area’s most interesting carpets
are woven here.(ill.6)

The ground of the carpet is solitude as Gomul type,(ill.2) corner is quarter
of the medallion and inside of medallion has been filled by small octagone
shape in which is a octagrame star that proves the resemblance of Malayer
type with Gomul’s . more than ever in each two types the colour of corners
are dark blue, the medallion is reddish and the ground is light colour. the on-
ly difference of them is in motives of borders.

The collecting of urban style with rustic one is a important feature in this
type. Existence of medallion and corner demonstrate the urban outcome and
in all probability, can be borrowed from Guba or Tabriz carpets That village
weaver has produced by geometric lines with unparalleled skill.

In all of types, medallions and their decor and inner arrangement have
the most common specifications. The single geometric flowers in the carpets
show the appearance of the tribal art in these designs. The colour of each
carpet possess it's feature but in Gomul and Malayer types are very close.
Vicinity of Gomul type with Malayer one, clears a relatioship ring between
them and this is not except Shahsavans who emigrated from North to South,
and at last Gomul type is a very significant Azerbaijan carpet that has affect-
ed other carpets.

B, Khanliq carpet, Shusha

A design with half-finished medallion in top and bottom of light coloured
ground and a sun-like motif with thin and thick rays in four angle of main
border. Besides of it we can see the geometric vases of flowers in border.

Latif Kerimov in “Azerbaijani Carper” (2th vollume) in p.51, points to a il-
lustration as Khanliq carpet of 19 century, from Shusha and Karabagh group,
saved in Petersburg museum.

Unfortunately, the illustration is uncomplimentary and it's center medal-
lion is not seen but margin and half-finished medallion in bottom of ground
help us reach to our aim.

B-1, Tabriz type

Preb.en Liebetran in “Oriental Rugs in Colour” indicates a image belongs
to Tabriz. The border of this carpet is different of Khanliq but it's half-fin-
ished medallion remembers Khanliq type. The ground of carpet filled of ani-
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»ill. 6

»ill. 7

mal figures instead of floral motives. Al-
so Cecil Edwards shows a image' that has
very resemblance to Tabriz type and the
half-finished medallion is very similar to
Khanliq carpet.

B-2, Sarband type

The design that attracted us to itself
belongs to Sarband area, in the name of
“donbgoli”(tail of flower), main border
with sun-like pattern, vases of flower and
the half-finished medallion in ground are
the same of Khanliq type. The carpet is
the property of Tehran carpet museum. In
spite of Tabriz type in this carpet is not ob-
served any urban style but the geometrical
forms confirm the effect of rustic and trib-
al particularity. This fact is very significant
that precision in symmetry and proportion
indicates that carpet has been recommend-
ed by a formal or important person.

It is required to add a carpet into this
section woven in Tafresh from Sarband ar-
ea. Cecil Edwards points it in his book.?
The carpet in spite of it,s basic transform-
ing, still carries the shapes and characters
of Khanliq type. In this one the specifica-
tions and qualifications of tribal weavings
are very clear and confirmed.

C, Alpan carpet, Guba

The carpet that we would like to point
it, is of Latif Kerimov's “Azerbaijan Carpet”
(2th vollume) with No.116. The repeat-
ed flowers can be seen all over the light
colour ground of the carpet. The flowers
are very similar to lotus (shah Abbasi) and
have been diagonally composed.

Ralph Kaffel indicates a prayer rug from
Darband region that is very alike to Alpan
type and probably has been extracted from

1 Cecil Edwards, p.85 .
2 Cecil Edwards, p.118 .
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it."' Because the sub margin is common in each
two types also the flowers of the ground.(ill.7)

C-1, Zanjan type

It is required to identify a horse blanket
from this group that belongs to Khamse of Za-
njan that Parviz Tanavoli shows in No.27 of
his book.?as we previously stated, the inhabit-
ants of Khamse are of Afshar tribe, one of the
branchs of Shahsavans that still produce rugs,
kilim and other weavings.(ill.8)

This horse blanket has Alpan characters but
for the reason of kilim weaving the geometric
lines and shapes are confirmed and the tribal
distinctiveness is very specifiable. Ground co-
lour is light and the object belongs to early of
20 century.

C-2, Sarband type

The carpet with characters of Darband Type
is woven at Sarband area from markazi prov-
ince in Liliyan village. This carpet possess all
of Darband and Alpan particularity and for this
document we were made to go on the route
of shahsavan’s migration. The separator of Sar-
band carpet from Darband and Alpan types is
the existence of four corners in four angles of
Sarband one. And also the border of Sarband
type is more effected from urban style however
the form of composition and the colour of car-
pets are the same of together.(ill.9)

D, Boteh of Darband

Another element in carpets of our research-
ing area is Boteh. Tiny or large, geometric or
curve, and other shapes are available in Dar-
band, Guba, Baku, Shusha, Mughan plain, Se-
rab, Tabriz and Sarband carpets.

It is necessary to indicate to a Darband car-
pet that Ralph Kaffel shows in No.57 of “Cau-

M »

casian Prayer Rugs”.”Striped designs were em-

1 Ralph Kaffel, p.59 .

2 Parviz Tanavoli, No.24 .
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ployed on prayer rugs throughout the cau-
casus region,... this rug is of a somewhat
unusual design. With it’s riot of colours (a
total of 15 are used) and the alternating pat-
tern of boteh and quartered diamods with-
in the bands.™

This rug is very similar to Sarband type
that we are going to point it subsequently.
It is necessary to show another rug of this
group belongs to 19 century from Darband
region. With stripes of Botehs, remembers
Karabagh’s rugs. Boteh group feature the
design of broad vertical bands contain-
ing Botehs with angular meandering vines.
This rug is comparable with border design
that Latif Kerimov named “Gotazli”.? such
design can be seen in Baku and Marasali
type with setting of diagonal.

D-1, Mughan type

We must show the design from this
group that Shahsavans weave in Mughan
plain, named of “Darvish Borki” (the hat of
Darvish). This motif is composed diagonal-
ly and the effect of urban style is very un-
ambiguous.

The other type in south of Azerbaijan
and Mughan plain carpets is the Boteh that
Shahsavans apply in their Kilims and rugs.
This Boteh is geometric with latticed com-
position, is very similar to Baku type or

Khilabuta.

D-2, Tabriz type

Boteh in carpet of Tabriz is another
type of the group, in which, urban style
is obvious. Butehs have been set diago-
nally. Border in Tabriz group are filled by
same Botehs, between them located lotus.
but whatever joins Tabriz type with rugs of
north Azerbaijan is the rugs of Serab town

1 Ralph Kaffel, p.108 .
2 Latif Kerimov, p.132 .
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near Tabriz. Cecil Edwards shows a illustration from Serab rug without any
explanation in p.22 of his book. It is geometric floral Boteh with a diamond
shape in bottom of it,Jooks like Darband type and that Boteh has been used
with distiguished distance inside of the border.

D-3, Sarband type

The rugs of Sarband are known as “Boteh Sarband” throughout world. Its
Boteh is from tiny type howerver the weavers of neighbor cities apply large
Butehs, specially Saruk weavers.

Sarband Botehs are diagonally arranged in the ground and they are in two
forms, first “all over” and second “medallion & corner”. In second form the
design of border is used for filling of medallion and four corners space. The
border of Sarband is from Gotazli type and has the most likeness to Azerbai-
jan type, chiefly to Darband.
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» “Chalabi” carpet. Garabagh, Azerbaijan.
1342 Hijra/1924. Azerbaijanian Carpet
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Azerbaijani Mugham and Carpet:
Cross-Domain Mapping

Inna Naroditskaya,
Associated Professor, Northwestern University, USA

In Azerbaijani culture, carpet closely connected with mugham. Carpets
cover the walls, floors, and couches of private houses, taverns, and teahouses
— everywhere mugham is performed. Carpets shape cultural space, filled with
the sound of mugham, both artforms embodying the same aesthetic and so-
cial principles.

This paper argues that the two relate structurally, semiotically, and social-
ly. Comparing a single carpet and a single mugham, 1 reverse the spatial and
temporal categories associated with each and explore social structures, espe-
cially with respect to gender segregation — mugham performed historically by
men, and carpets woven by women.' Is the performance of mugham linked
with the production of carpet? Is it plausible that woven patterns help a mu-
sician to navigate Azs musician journey and, conversely, that musical patterns
serve as a sound template for the weaver as she weaves ber carpet?

Cultural Cross-Domain Mapping
Cognitive scientist Lawrence M. Zbikowski suggests that “a mapping between
the domains of physical space and music. . . gives us a glimpse into a process
of meaning construction” (2002: 201-202). Finding Zbikowski’s idea of cross-
domain mapping instrumental to the interpretation of Azerbaijani culture, I
propose thinking of carpet as a material domain that contains patterns, ideas,
and sequences closely related to mugham performance.?

For centuries, mugham compositions were performed in poetic mejlises
(gatherings of poets and mugham performers), private gatherings, restaurants,

1  Women have for centuries performed wedding songs, marsias (laments), and. Men,
though they did not weave carpets, were involved in dyeing wool and in creating some
designs used in weaving,
2 In undertaking the study of mugham, I am not dismissing the traditional theoretical
tools and models but borrow an instrument of analysis from within the culture itself. ‘

3

4 Figure 1: Carpet Pirabedil, buinizu
(horns) surrounded by four turkeys

4« Figure 2: Variety of eight-petal
flowers and turkeys
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v Example 1: Gushe Rast performed by
M. Mansurov (Mahmudova, 1997:106).
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and parks. The major performing venue was and remains weddings (Arif
Babayev, interview, 1997). Carpet likewise relates to religious and domestic
rituals that affirm a collective national identity. Individual #amazlyks (prayer
carpets) cover the floors of mosques and houses. Like mugham, carpet is
closely linked with weddings covering floors, walls, and benches in tents.
They are essential to the bridal dowry. Like a boy repeating after his father or
master an intricate line of mugham, a little girl learns carpet making from her
sisters and mother.

Mugham and Carpet as Modal Systems

Although combinations of basic colors can generate a wide range of shades
and tones, for a given carpet a weaver ultimately has a relatively fixed pal-
let typically comprising seven to eleven colors (Azadi 2001: 91). Like modal
scales in different mughams, each carpet family has a characteristic pallet. In
the same way that the modal scales of mugham serve as a source of melodies,
the colors of carpets are the basis of woven motifs. Azerbaijani aesthetic per-
ception is rooted in the process of recognizing and decoding color/tone and
motif/pattern in carpets and mughams.

Modal System as Process. Carpet designs are composed of micromotifs
— geometric units whose repetition and variation create larger patterns. The
juxtaposition of these larger segments defines the dynamics and the overall
structure of the carpet. Pirabedil — a carpet composition belonging to the Gu-
ba-Shirvan group- is easily recognized by a distinct pattern known as gaichi
(scissors) or buinizu (horns) (Figure 1).!

Typically a chain of buinizus positioned perpendicular to the long sides of
the carpet constitutes the central axis of the carpet while others, rotated by
ninety degrees, enclose the main field (Aliyeva 1987: 110). Surrounding the
main pattern, elements identified with this carpet type — geometric turkeys,
haystacks, leaves, and flowers — occupy the field (Figure 2).

Like carpet, a mugham composition is woven from short melodic units
known as awazes that may be combined to form a gushe.? Each gushe bears
the name of the mugham and/or section. For example, Mahmudova introduc-

1 See photographs of various Pirabedils in Azadi, Kerimov, and Zollinger 2001: 220-
233: Kerimov 1985: 7, 9; Aliyeva: 1987: 110.
2 Avaz has various meanings. Hajibeyov differentiated avaz and gushe by size

(Mahmudova 1997: 21). Ramiz Zohrabov defines avaz as a melodic element smaller than a
gushe (1992: 31-32).
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es the gushe of mug/aam Rast consisting of three avazes (Example 1).! The
carpet “modal” system is a repository of different color scales, patterns, de-
signs, and overall dynamic structures. (Latif Kerimov’s work on carpet con-
tains descriptions and classifications of woven patterns, like the types of me-
lodic gushes defined by Uzeyir Hajibeyov.)

Carpet and Mugham Compositions

Mugham performance is a sequence of improvisations, interspersed with met-
rical tasnifs and rangs. A carpet is a compound piece with one or several of
large medallions — g#lii — in a central field. The smaller figures that fill the
main field* can be compared with metrical sasnifs and rangs, and the rows
of borders in carpets are comparable to the opening and closing sections in
mugham performances. This paper compares a mugham, Rast, performed by
the ensemble Jabbar Garyaghdi,’ with the carpet Shabnazarli from the Guba-
Shirvan carpets in Kerimov’s catalogue.* This comparison requires the con-
version and reversal of spatial/visual and temporal/musical categories. Con-
versely, the examination of sequence of carpet patterns encourages its per-
ception as a temporal art.

Basic Structure. In Azerbaijani architectural monuments, palaces, and gar-
dens as well as in designs of carpet and mugham, visual/temporal space is
shaped, constrained, and regulated by borders. The frame of Shahnazarli
(Figure 3) consists of several borders, each with its own motifs, many of
which reappear in the main field.

The outer border — an interlocking chain of hooks (garmagq, “double
hook”) — introduces the red/black tonal combination that defines the major
colors of the carpet’s main field. This seemingly insignificant motif plays the
role of a visual gushe, which, as in mugham, appears throughout the carpet’s
design. >

The wide middle row exposes the color mode of the carpet and com-
bines the geometric design from the outermost frame with the tiny floral

1 Mahmudova’s example of a gushe with three avazes (1997: 21-23, 106).

2 Kerimov catalogued the figures and the groups that fill the main field between
medallions and other large figures. Each figure has its own name and belongs to a specific
group of carpets (Kerimov 1983a, 71-96).

3 The ensemble carries the name of Jabbar Garyaghdi (Karyagdy) (1861-1944), a
legendary Azerbaijani khanandes. (Pan Records Ethnic Series: 1993).

4 This particular Shahnazarli of the late nineteenth century is included in Kerimov’s
collection (Kerimov 1985: 28). Its design consists of a central field with giiliis (medallions)
framed by six rows or borders with varying width, colors, and designs (Figure 13). The
performance of mugham Rast lasting for 59°07 minutes includes twenty-nine parts following
a traditional formula.

5 The name and the picture of this motif are found in Kerimov’s “dictionary” of carpet
designs (1885: 28-67). Luciano Coen also refers to this type of frame motif as the simplified
form of the “running -dog” motif (1978: 94).
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a Figure 3: Shahnazarli carpet

design of the innermost row, there-
by uniting the borders and the car-
pet’s main field. The range of col-
ors expands from those introduced in
the first rows (red, black, and white)
to the whole color scale of the car-
pet, including green, red, orange,
tan, white, and black. After the elab-
orate middle row, two inner borders
(white/red and black/red) mirror the
two outer borders, and are followed
by three progressively narrower and
less contrasting ones. One can com-
pare the borders in Shabnazarli with
the opening of mugham — Daramad,
Tasnif, and Bardasht — and its closing
— Tasnif, Rak, Rang, Gerai, and Rast
Ayag.! The Daramad, is a short (0’51)
instrumental prelude that introduces
the tonal range of the mode Rast and
two gushes (Examples 2 and 3)

The Bardasht (4'50) and the mid-
dle row of the carpet frame are sim-
ilar proportionally within the tempo-
ral/visual structure — about 1/12 of
the compound compositions. Both in-
troduce the full scope of their tonal
and color modes. The transition from
the Bardasht/middle frame to the
Maye/main field is remarkably logical.
The singer starts Bardasht in a high-
pitched range and gradually moves
towards a lower register, where the
singing changes to expressive decla-
mation — a process parallel to the in-
creasingly narrow and modest colors
in the borders approaching the main
field.

1 See, for instance, Zohrabov (1992:
25-28). Zohrabov identifies the introductory
sections (overture) and a conclusion,

proposing several ways of dividing the
mugham performance into “microcycles.”
(37):
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v Example 2: Daramad (gushe 1)

» Example 3: Daramad (gushe 2)

Maye/Central Field. Maye is central to mugham composition. Rena Mame-
dova describes maye as the stable element of the mugham composition — the
warp and weft constituting the fabric of mugham. In Shabnazarli, the central
field serves as background and powerful center of the deep (dark blue, almost
black) ‘tonal’ color, like the maye ‘home.” Three of the five gilis in the carpet’s
main field display the red and black combination; the other two are saturated
with bright colors. The elaborate design of the medallions results from the con-
figuration of the simple geometric flowers, repeated, transposed, rotated, di-
minished, and enlarged in size and modulating to different colors. Each motif
can be seen as an independent unit, repeated in different colors and sizes, con-
verging at the center of the field and growing into large medallions.

Like in the canvas of the carpet, where a sequence of the colorful géliis
explores and emphasizes colors and combinations, the mugham sections fol-
lowing maye initiate travel to other tonal/modal zones.

The visual outline of the two halves of the mugham composition — the se-
quence of sections, the recurrence of metrical pieces, and the departure and
arrival to the main modal area — reveals elements of symmetry reminiscent of
carpet design. The pattern of modal journeys also appears symmetrical. In the
first part of the composition the tonal shift follows a chain of fifths and reveals
a symmetrical structure: G-D-A-D-G. The modulations in the second part also
follow a symmetrical order, although by a chain of thirds: G-B-D-B-G.

Dynamics of Shabnazarli and Mugham Rast. Both mugham and carpet are
produced knot-by-knot, pitch-by-pitch. Any addition or omission, any dis-
placement of a few knots/pitches transforms the overall design. Both mu-
gham and carpet lack the elements associated with contrast as a characteris-
tic device in most Western visual and musical art forms. The developmental
processes in Shahnazarli and Rast are achieved not by contrasting melodies,
ranges, tempi, or volume, but rather through gradual internalized exploration
and expansion of each speck of sound/color.

In mugham and carpet, balance and symmetry result from the repetition
of musical and visual motifs. In carpet the eye recognizes the same figures,
lines, and colors repeated and reflected; the upper part mirrors the lower, the
left side repeats the right. The same symmetry seems to define the form of
every small motif, pattern, and element of the carpet, each element having its
own ‘tonal’ center and its cadence. In the same way, equilibrium in mugham
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involves repetition of similar rhythmic or melodic patterns, cadences, or sin-
gle pitches.

An analogy can be drawn between the proportions of the mugham-com-
position and the carpet. The lengths of the mugham’s opening and the con-
clusion are nearly the same; both are equally ‘positioned’ with respect to Tzs-
nif 3, echoing the relation of the carpet’s frames to its center. The compound
time of the ‘overture’ and ‘coda’ — the ‘frame’ of the dastgah Rast, is equal to
15 minutes or 1/4 of the ‘performance time’ of the composition. According to
the Azerbaijani tradition of carpet-making, the width of carpet’s frames is typ-
ically 1/5 or 1/4 of the breadth of the carpet (Kerimov: 1983a, II, 133). (Fig-
ure 3: Shahnazarli; Figure 4: Map of Rast)

Interplay of Symmetry and Asymmetry. While the symmetrical structure
of carpet pleases the viewers, a close perusal of the carpet gradually reveals
startling asymmetry. In the middle border of Shahnazarli, the regular repe-
tition of the overlapped hooks is disrupted in one of the corners, while the
other three look the same. Small figures placed around the central pattern of
the main field disturb the symmetry. Looking at different carpets, one realiz-
es that in refined carpets and designs asymmetrical elements are hidden in
mirrored patterns. In the midst of powerful and complex cultural metaphors
— gardens, love, paradise — each fragment of asymmetry trumpets its own sig-
nificance and asks for interpretation.! Congruently, the symmetry of Rast is
likewise both deceptive and meaningful. One recalls that the songs never
sound the same. The recurring motifs of motifs are never the same. Even the
repetition of single pitches varies due to uneven rhythmical pulsation. The
enjoyment of both listeners and performers is derived from the recognition of
familiar gushes but even more from subtle unexpected deviations.

The dichotomy of symmetry and asymmetry, stability and change, reveals
both a universal, hidden cognitive layer of meaning and a culture-specific
‘formula’ of Azerbaijani creative thinking. The interpretation of patterns, col-
ors, tones, and structures is relevant to understanding Azerbaijani identity.

Conclusion: Dialogue of Love?
Several elements of carpet/mugham production and structure compel me to

1 See Arnheim (1984) regarding the compelling effect of symmetry and asymmetry in

art and music.
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‘ » Xalca “Malibayli”. Qarabag, Azarbaycan. 1229 hicri/1813-cu il. : ! il
| Azarbaycan Xalcas! ve Xalq Tatbigi Senati Doviat Muzeyi - S 53T

R~

PR

» “Malibeyli” carpet. Garabagh, Azerbaijan. 1229 Hijra/1813.
Azerbaijanian Carpet & Applied Art State Museum

focus on the semiotics of gender: historically carpet was produced by wom-
en and mugham by men. Carpet can be seen as a constructed signifier of
the historical and cultural territorialization of Azerbaijani women, its multiple
borders suggesting the physical and cultural walls of the domestic space as-
signed to women. Conversely mugham, traveling in space and covering an in-
definite territory perhaps represents the space and motion traditionally asso-
ciated with men. The images of the female weaver and the male mugham per-
former correspond to the allegorical pair, gé/ and bulbul, invoked in poetic
and musical performances.'

Though carpet and mugham embody and perhaps reinforce gender bound-
aries, the two art forms also serve as an agency of inter-gender communica-
tion. In male gatherings, carpet signifies the absence of women, thus simul-
taneously serving as their bodily representation. On the other hand, although
women, physically separated from men by black curtains, tents, and walls
within the houses, remain within the male sonic orbit and hear mugham. Pen-
etrating these boundaries, mugham reaches and fills the female space, while
carpets cover male territory, controlling and directing man’s inspiration. Thus
the two, mugham and carpet, act as agents of communication, carrying on an
unspoken dialogue.

This dialogue requires a language of high intensity, paradoxically hermetic
and explicit. This language portrays paradise, relates to everyday life and rit-
uals, conceals little human figures, images of the artists themselves, weavers,
singers and their beloved ones — all woven into an ornamented arabesque.
Extending their dialogue into the present, when segregation between wom-
en and men has been officially dismissed, carpet and mugham, though adapt-
ed to modernity and existing as both an oral (handmade) tradition and some-
times mechanically produced (or reproduced), still preserve the intimacy of a
language accessible to insiders, who do not need to transcribe this language
in words.

MAP OF MUGHAM

P
3
2
o
%
Yap fassy

< Figure 4. Map of Rast

T - Tasnit
R-Rang

I The giil is a metaphor for a woman — beautiful. stationary, and silent; the bulbiil
fluttering around the giil represents the male, singing and full of motion.
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v 1. Xadlca “Ziynatnisan”. Qazax grupu. Azarbaycan, XIX asr

» 2. Torba “Ayna qocaq gol”. Yomud grupu. Turkmanistan, XIX asr

Azarbaycan va Turkman
xalcalarinin ornamental
motivilarinin muqayisali tahlili

Narmina Tadiyeva

Sanatstnashq namizadi, dosent, Azarbaycan Milli ElImlar
Akademiyasi, Memarliq va Incasanat Institutu, boyiik elmi isci,
Baki, Azarbaycan

Sorq xalgalar1t — bagoriyyatin daimi menavi sarvatidir. Onlar mohtosom
muzeylords, diinyanin hor yerindo movcud olan soxsi kolleksiyalarda, das-
qas mucrlstunin incilori kimi qorunub saxlanirlar, onlar — Sorq xalglarinin
madoni irsinin qizil fondudur ve badii maziyystlori yiiz il, min il bundan énca
oldugu kimi, bu giin do yiiksok dsayorlondirilir.

Sorq xalcaciligr boytik bir orazini — Tirkmonistan, Qirgizistan, Qazaxis-
tan, Pakistan, Hindistan, Iran, Turkiys, Iraqin bir hissosi vo Qafqaz, — paralel,
coxsaxali sokildo ohate va inkisaf etmis moadoniyyat sistemlorine qarsiliqli nii-
fuz edir, bu iso elmdo aksiomaya cevrilmisdir.

Hor Olkonin, har regionun xalcalart bonzorsiz, nadir vo &ziinomaxsus
torzds gozoldir, har birinin arxasinda hoyacan dolu hisslor vo distincolor
diinyasi, onlarin yaradicisinin ustaligs, ilhami, folsofasi vo oxlaq ideallar: du-
rur: bu sonst ssorlorinin minillorlo 6l¢iilon tarixi bizo, onlarin naxislarinin
toxunma 6zslliklorini da, rong qammasindaki forglorini ds, xalcalarla xalqla-
rin hoyat torzi arasinda olan six glﬁqeni toyin edan vohdoati do, bu regionla-
rin madoniyyatinin asas badii ifadogisi kimi xalcanin miithiim rolunu da cat-
dirmigdir. Sorq xalcalari, no qader region forglori olsa bels, texnoloji vo badii
cohatdon imumi xassolori yaxinlagdirir. Biitiin 6lkalorde xovsuz ve xovly xal-

calar istehsal olunub. Xovlu xalcalarda asimmetrik, yaxud simmetrik diytin- -

salma (ilmo) texnikas: totbiq olunub. Resmlor vo naxislar sorq xalcalarinda
handssi vo nabati fiqurlar ilo tofsir edilib.

Azorbaycan vo Tlirkmonistan — coxasrlik bir tarixi, zongin modoni ononalori
olan 6lkslardir, onlarin banzarsiz incasonatinds yer tutan xalcaciliq - xalq ya-
radicihiginin on cox inkisaf etmis vo kiitlovi néviindon biridir.

Azorilorlo tiirkmanloarin tarixi slagelori, etnogenetik qohumlugu, tadqiqatcila-
rn rayinco, moisot vo madeniyyst oxsarligini, xalcaciliq sanatinds olan timu-
miliyi misyyon etmisdir. Azorbaycan xalcalarinin ornamentikasinda tiirkmon
naxislarinin ¢oxlu qodim motivlori izlanilir. Azorbaycan vo Tiirkmenistan xal-
calarina xas olan elementlor — miixtslif qadim t@mga motivlori vo daha sonra-

lar meydana ¢ixnus miirokkob naxislar — ge/lordir. Oxsar vo bir-birino gene-

tik bagli gellor (medalyonlar) sirasina coxsayli variantlarda, o ctimlodan oguz
tayfasinin imumi totemlarindon birinin tosviri ilo, Youmudun dirnaq-geli vo
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Azorbaycanin guyrumlu-geli aiddir. Tamga (damga) motivlorino Sirvan, Mu-
gan, Qazax, Naxc¢ivan xalcalarinda rast golirik. Tirkmonistanda eyni naxis-
lar Salor, Sarik, Takin, Youmud, Coudor tayfalarinin maisatindo yasayirdilar.
Paralellorin an ¢cox sayi Azorbaycan xalilarinda, bir do Tiirkmonistanin You-
mud xalcalarinda askar olunur, Tokin naxislart osas etibarilo Quba-Sirvan xal-
calarinda yasayir, Salor vo Sarik ornament motivlori iso tez-tez Ganca-Qazax,
Mugan vo Naxcivan xalcalarinda rast golinir.

Tiirkmonistan vo Azerbaycan xalcalarindak: ornamentlor yizillor orzindo
{imumi motivlorin sarsiimazligina malik olaraq, eyni zamanda da 6z parlaq ifado
olunan milli xarakterina sahib idi. Buna misal — tiirkmon xalcalarinin, ortasinda
kicik rombu va carpazin uclarinda bir ciit buynuzabanzor (qarmaggokilld) bu-
ruqlari olan xacsokilli motivinin Azorbaycan xalcacihgmnin Qazax moktobindoki
interpretasiyasidir. Bu motivi (zaman) mensayine goro incasonatin arxaik
tobaqolarino aid etmok olar ki, buna da halo Azarbaycan vo Orta Asiyanin
eneolit dovriniin keramik memulatlarindaki ornamentlordo rast golinir. Tam-
ga (arxaik) motivlori, ornamentli xal¢a naxislarinin osrlorlo mirokkoblogorok
gortintislorini doyismesi, tokmillosmasi, tisluba diisorak inkisaf etmosi tc¢ln
struktur tomali oldu. Onlardan biri uclarinda buynuz buruglart vo xaglarin ¢ar-
pazlasdigi yerdo romblar olan xagsokilli elementdir — xal¢a ornamentikasinda
on cox yayilmis bu elementin adi — “kaykalak” — Orta Asiyada genis yayilib.

“Kaykalak” naxislar1 on ¢ox xal¢a vo digor miixtalif ctir kicik momulatlarin
motivlorinda yayilib vo anonavidir. “Kalak” terminini “haykel” — biit — s6zl
ilo baglayirlar, medalyonlardaki bu cantli motiv Tiirkmon-Srsarinlarda “qo-
sa-kollo” adin1 dastyir. V. Q. Moskova hesab edir ki, motivin tomslindo sita-
yis tosviri durur: “Ehtimal ki, ortada yerlogdirilmis rombu onun téromasi he-
sab etmak olar. Malum oldugu kimi, romb Orta Asiyada insan sifotini tosvir
edir...” Alim geyd edir ki, sads, ortasinda kicicik romb, carpazin uclarinda
iso qosa buynuzsakilli buruqlar (qarmaglar) olan xagsokilli formani, goriiniir,
“kaykalak”in oan qodim formast hesab etmok lazimdir. “Kaykalak” todricon
inkisaf etmis vo zonginlosmisdir: carpazin merkozindon olave olaraq, Ustl
hamin buruq elementlori ilo értiilon, dord stia ayrilib. Bununla birge motivin
morkozi do doayismisdir; carpazin ortasindaki rombsokilli gozciik, xirda naxis-
larla doldurulmus romba cevrildi.
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Bu motiv homginin tiirk vo azori xalcalarinda da genis istifado olunur. Ti-
rk xalcalarinda qarmagqsokilli motivlor, biitin balalardan qoruyan naxis rolu-
nu oynayir, hoyatin 6ziiniin mudafiasini tomsil edir, imumilikdo qoruyucu
funksiyasini dasiyir.

Azarbaycanda onu “kohns naxis” adlandirirlar, bu da onun, hamgcinin
gadim mansayindon xabar verir. Nozors almaq lazimdir ki, ibtidadan mtiayyan
ayina bagli olan bu motiv Azarbaycan xalcaciliginda 6z manasini itirmir, bu
da coxdan mohkomlasmis vo yaddan ¢ixmamis ananadan xsbor verir. Bu da
tosadiifi deyil ki, o, burada da ayin simvollari ilo algadar olan xalcalarin kom-
pozisiyasina daxil olur vo bu “Heykal” xalcalarinin, ibadate aid namazlig-xal-
calarin adlarnin 6ziindo saxlanilib. Onu qadin ustalar bir sakral (miihafizo
edon) isaro kimi bilirdilor vo miivafiq olaraq kompozisiyalari ti¢ iri romb for-
mali medalyondan ibarat olan miiayyan xal¢ca novlorindo inkisaf etdirirdilor.
U¢ romb motivino yiiksolon bu medalyonlar tunc dovriinden baslayaraq,
Azorbaycanin miuxtolif név dekorativ-tatbiqi sonstindo genis yayilmisdi.

Bu motiv ssrlor boyu Azorbaycandaki miuxtolif bolgolorin usta qadinlari-
nin alindo no goador inkisaf edib zonginlosmisdirss, bir o gador, tiirkman xal-
calarinda totbiq olunmaga basladigi zamandan beri hor hansi bir miihiim
doyisikliklora ugramamusdir. Onlarin tstiindoki kompozisiyalarin qurulusu eyni
clirdiir, aslinds bu — bir motivin biitiin xal¢a sahasi boyunca ronglorin moahdud
gammasinda rapportlu tokrarlanmasidir. Homginin tiirkman xalcalarinda motiv
statikdir — romblar, carpazlar xal¢a tistiindo 6z “duruslarint” doyismirlor.

Adsten ciirbactir medalyonlara ¢evrilon, romb, ¢coxbucaqli vo kvadrat formala-
rinda ¢okilon bu naxislar Azorbaycan xalcalarinda genis istifads olunmusdur. Am-
ma onlar an ¢ox 6ztinemaxsus interpretasiyani, mohz gadim simvolikali, miixtalif
noazors carpacaq hondosi fiqurlarn istifadasi ilo forglonon Qazax xalcalarinda ta-
piblar. Qazax xalcalar kimi taninmus xalcalar, Qazax-Tovuz sahsasindon basla-
magqla, simal-qorbdon Trialet, Cavaxet vo Pambak dag silsilolorini shato emaklo,
sorqds, Tiflisdon Qarayaz diizii do daxil olmaqla, Sevan (ke¢mis Goyca) goliing,
Qaraqoyunlu dorasino, Daralagoz silsilosine vo Basarkecor rayonuna enmoklo,
Azsrbaycanin tarixon boyiik orazisinde hazirlanirds.

Boyuk muxtslifliyi vo kompozisiya hallinin tisullart ilo forqlonan qarmaqso-
killi elementloro malik romb motivinin islonib hazirlanmasinda on parlaq iizo
¢ixan - Qazax xanimlarinin naxis yaradicihiginda olan tislub 6ziinemaxsuslugu
idi. Zongin xalq anonalorino sdykenarok, onlar bu motivi cox anonavi kom-
pozisiyalarin qurulusuna moharatlo daxil etmisdilor, forma goriiniistinii, 6lcii-
lorini doyisorak vo sarbostliyo catdiraraq medalyon kompozisiyalarin sonsuz
variant muixtalifliyine nail olmusdular.

Xalgalarda medalyon sxeminin inamli xarakteri bu regionun uzun snasinin
naticasi idi vo onun gadim monsayindon xebaor verir, bu da ki, cox giiman,
oldugca qadim astral sxemdon smolo goalir.

“Qacagan”, “Dagkosomon” xalcalarinin ornamentli bazoklori, orijinalligi-
na vo gqarmaqgakilli elementlori olan romb motivinin islonmasino géra xiisusi
diqgato layiqdir, bu elementlor xalcalara xiisusi naxisliliq verorok, “dirnaglt”,
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“gqarmaqlt” adlarin1 dasiyan silsilo medalyonlar zoncirinin osasina ¢cokmuisdiir.
Qarmagsakilli cxintilart olan rombsakilli medalyonlar “Borgali”, “Komorli”,
“Dagkasomon”, “Qacagan” xalcalarinda vo “Namazliq”, “Damircilor”, “Goycali”
Borgali xalcalarinin qurulusunda giic vo monumentalliq qazanir. Saquli sira-
larla yerlosdirilmis medalyonlarin yan toraflori ziqzaqsokilli, ifadsli zolaglar
yaradirlar ki, bunlar da naticods Borcali xalcalarinin markazinds oldugu kimi,
hasiyslorindo do sarbast kompozisiya gismindo isladilirlor.

Azorbaycan ornamentikasinda saxlanilmis “kaykalak” tirkman motivi in-
kisaf prosesindo hom toyinatli, hom do asili olaraq yeni, miixtalif sokilli for-
malar almisdir. Belaco, bu motiv, gobslordo, sahani uzununa o bas-bu bas tu-
tan, bir sirada duzilmus sonsuz rapportlar soklindo yerlosir. Medalyonlarin
daqiq ritmi xal¢canin kompozisiyasina xtisusi dinamiklik verir. Bu ciir traktov-
ka yalniz gobslords miisahido olunur. Homin bu motiv kicik “namazliq”larda
elementlorin daha sado cizgilari ilo arxaik medalyon daracasina catir.

“Domircilor” adli xalcalarda, moarkoz sahonin ortasinda salugi sirada six
grupla yerlosdirilmis, “Ziyna-tnisan” (Bor¢al), “Qaraqoyunlu” xalcalarinda bir
medalyonda comlogon ¢ iri olciili rombsokilli medalyon, ornament forma-
lart qodim isara vo simvollar tizarindo qurulmus Qa-

zax xalcalarinin ananasinds tsluba salinaraq yeni, cox

gtiman ki, ayin kompozisiyast yaradir.> Qazax xalcala- v 3.Xalca “Damirgilar”. Qazax grupu.
rt qrupunda saquli istiqamatdo uzadilmis bir hasiyado Aesrba e

birloson romb, kvadrat, sokkizbucaq formali medalyon- « 4. Torba “Ayna gol”. Ahaltekin grupu.
lardan ibarot bu kompozisiya btitovlikdo insan fiqu- Turkmanistan, XVIll asrin avvali

runu xatirladir vo vahid formaya malikdir. Manboloro
osason, insan tosvirlori no vaxtsa sakral monaya ma-
lik idilor vo onlarin ananasi Azorbaycanda halo gadim
zamanlardan Syrenilir ki, bu da bu xalcalarin adlarin-
da oks olunmusdur — “Heykal”. Azorbaycanin namaz-
liq xal¢alarinin qurulusundan istifado edarak, bu fiqur-
lar, “Qaymagli”, “Qaraqoyunlu”, “Damir¢ilor” xalcala-
rinda, medalyonlari birlosdiron timumi hasiyado tislub-
lasdirilmis kufi yazilan ilo tamamlanur.

“Kaykalak” naxisinin basqa variantt — perimetr bo-
yu uzanan, gqarmaglari olan pillali romb (onun i¢ino
sokkizgusoli ulduz, yaxud xa¢ ¢okilib, Youmud ve
Coudor tiitkmen gabilslorindoa yayilib), —Azarbaycan,
o ciimlodon Qazax xalcalarinin ornamentikasinda da
traktovkalarin boyik miixtolifliyi ilo forglonir. Qeyd
olundugu kimi, bu “kéhno naxis”, “Bor¢al1” xalcasin-
da vo romblara, kvadratlara, coxbucaqlilara daxil edil-
mis osas snonovi (tlirkmon) motiv kimi “Qaracop”,
“Qazax” xalcalarinda da interpretasiya olunmusdur —
bu hom morkazi medalyona salinmis dolduran motiv-
dir, ham do coxlu qarmagsokilli ¢xintilart olan, bu-
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LSTIF KSRIMOVUN 100 ILLIYIN

» Xalca “Findigan”. Baki, Azarbaycan. XIX asrin sonu. Azarbaycan Xalcasi va
Xalq Tatbigi Senati Doviat Muzeyi

» “Findigan” carpet. Baku, Azerbaijan. Late 19th century.
Azerbaijanian Carpet & Applied Art State Museum

nunla da xalcanin bitiin kompozisiyasini formalasdiran iri medalyondur. Bu-
nunla yanasi, “kaykalak” motivinin baslangic formasi ¢z badii vo balko do
mona shomiyyatini itirmir, miixtalif kompozisiyali medalyonlarda morkozi mo-
tiv kimi tslublasaraq xtisusi cazibadarliq qazanir. O, medalyonlarin morkozino
daxil edilir, halbuki bu medalyonlar “Sixli”, “Damircilor”, “Bor¢ali”, “Qaraqo-
yunlu” xalcalarinda mohz elo onun téromslori olublar, qusu xatirladan iri bir ;

fiqura cevrilorok o, “Lombali” xalcasinin asas, markozi motivi olur, bu xalca- MRS ey RAPEPopt
larin basqa ad: da “Borgali”dir. Lembalo kandi conubdan Borgali yurduna biti- Z :
sik idi vo “lombali” rosmli xalcalar Borcalo kandlorinds toqlid olunurdular. Ma-
raqlidir ki, Qarabagda toxunan eyni tipli xalcalar da “lembeli” adlandirilirdi. Bu
xalcalar 6z kompozisiya variantlarinin qeyri adi coxlugu ilo secilirlor. Onlarn
saciyyolondiron element — asasinda “kaykalak” motivinin murakkab, tislublas-
mis formasint saxlayan iri fiqurlardir. No vaxtsa sarsilmaz simvolik manast olan
bu motiv 6z magzini itirib, amma godriindiyl kimi, shomiyyatini yox, onlarin
sakral mazmunlu “Damircilor” xalcalarindaki tosvirlori do bundan xabar verir.

Rong xarakteristikasina qaldiqda iss, bu xalcalarin bitiin kolorist qurulu-
su Azorbaycan xalcalarinin ananavi rong ahangi asasinda hall edilib. Tiirkmon
xalcalarindan forgli olaraq, bu, coxranglilik, tozadliliq, aydin, saf teravet vo
ronglorin harmonik balansidir. Eyni zamanda, “Borcali”, “Goycali”, “Domircilor”
xalcalarinin detallarinin rong hallindo tiirkman xalcalart ticlin xarakterik olan,
koloritin diaqonal, sahmatvari islonib hazirlanmasi saxlanmsdir.

Hom Azorbaycanin, hom do Tturkmanistanin xalca sonati — parlaq, banzarsiz,
Oztinoxas nadir vo tokrarolunmaz xususiyyotloro malik bir incassnatdir.
Azorbaycan vo Tirkmanistan xalcalarinin motiv slagoalori, bu xalglarin tarixi
alagolorine aydinliq gatirir vo onlarin gadim madaniyystlorinin bozi imumi
Ozalliklorini, ilkin ananalordon temsli qoyulmus xal¢a ornamentlorinin badii
strukturunun vo semantik osasinin omolo golmosine sobab olan etnogene-
tik gohumlugunu askara cixarir. Bu slage hamcinin, tokco milli bonzarsizliyi
deyil, hom do xalcaciligin ayri-ayri tislub moktoblorinin forma yaradicihiginin
spesifik xtisusiyyatlorini miioyyon etmis forqlori do (izo ¢ixarr.
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Azorbaycan xalcalari
16inci yuzilda o asrin
minyaturlarindan nalar alib

Elahe Bakhtavar, Tabriz, iran

16inci asrin ilk illorindo Azarbaycan 6lkasi, Srdebil saharindon bir guvvatli
vo modruk el ozun nisan vermoklo tezdiklo iqtidar vo hokumati alo aldi vo
genis amniyyet yaratmagla eliysbildi o 6lkenin sanst vo kulturunun iralisindo
coxli rol oynasin. Bu hokumatin guruducusu Sah Ismayil Xotay Tobrizi 0z
momlokatinin paytoxti elan etdi vo sonstkarlari digor soharlorden ocumlodsan
Herat, Ordsbil, Gonca, Sirvan, Qarabag, Siraz vo ari ari rayonlardan ora ko-
cordi.

Sisil Edvards oz kitabinda belo yazir: “Bu sahlar vo sahzadslor oz sarayla-
rina xal¢a dusomak ocun o zamanin on birinci vo yaradici ressamlarindan vo
xalca toxucularindan dostok alirdilar. Habelo Sah Tohmasib oz slilo neco xal-
¢a ocun rasim ¢omisdir”.

Artur Pop yazilarinda, Safavi dovrindo senatkarlarin vo xalca rossamlarinin
yaxinliq vo ilgisino isaro edib vo o¢ taninmis ostadan yad edir. “Behzad, Sul-
tan muhommad vo Seyyid Ali”. Digar tarixi dalillor ocun gorokdir ki Erdema-
nin “Sorqi xalcalarin tarixi” kitabina isaro etmaq. O kitabda bir neca moshur
vo adli sanli sofovi xalcalarina vo ocumladon Poloneziya vo ovculuq xalca-
larina toxnub vo Sultan Muhommadi olarin rossami geyd edir vo slavo edir-
ki “bu xalcalarin rosimlori Sah Tohmasib hukumsati dovrinds olan Sultan
Muhammads ayitdir”.

Azorbaycanin sshmi bu 6lkonin xalcalarinda ogadardiki o xalcalariki 16in-
ci osriden olup ama olarin toxunma yerlori molum doyirso ekspertlor ola-
ri Tobrizdon sayillar, niyoki Tobriz o zamanin an boyuk vo mohtosom
soharlorindan olup vo digar xalca rosimlorin koku ora gayidir.

Lazimdir olave olunaki, o dovriin ayer digar ssharlerindo xalcalar toxunsa-
da, olarin boyuk sayida rosimlori paytoxt ressamlari torofindon gondorilib vo
orda toxunub. Mossla coxli xalcalar isfahan, Kirman vo Kasan soharlorindo
toxunubki olar “T'obriz moktobi’na nisbat verilir.

Azorbaycanin roli xal¢a tarixindo ogadar onamlidir ki “Avrupa va ozolliklo
Viktorya va Albert muzeyi ekspertlori bir gozol vo tarixi xalcanin isalotin tanit-
dirmak ocun onu Irana-yada Iranin simaligarbino yani Azarbaycana /Tabriza/
vo onun tarixini kaskinliklo 16inci yozilo ayit bilirler”.

1- heyvanlar.
“Macnun illords”(1) Aga Mirok in osori, heyvanlarin vo digar elemanlarin ey-
ni sokildo xalilarda vo minyaturlarda olmalarin izah edir. Misal tictin “Im-
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praturi” vo “Ovculug” xalisinda, kisniyon
at Sultan Muhommod’in “Raxs siri na-
bud elomaxda” adli osorido ona tay ati vo
digor heyvanlari gormok olar. Digar ovcu-
lug vo savas sohnalorindo, atlarin yohorlori
vo culari vo onlarin naqgislari cox ince
vo badonlori uzun vo gamoatlori oca vo
ayaqlari yerdon tzilorax, ylirimoq pozis-
yonunda gostorilir. Bunlarin bozoklori ki
islimi vo xotayilo sokillonib hom xalilarda
homdo minyaturlarda eynidir. Hotta, atla-
rin rongloride, gahveyi, buz, ag vo garadan
tocavuz etmir. Digor sir kimi vohsi heyvan-
lar, misal tictin “Sanmguszko”(2) xalisinda,
“Geniya bedys olmus” xalcada o zamanin
miniyaturlarilan muqayisado o climlodan
“mocnan cullorda” osorilo vo o zama-
nin “Kitablarinin cild”ilorilo muqayisodo
molum olurki, diderci heyvan komin va
gizdonci halinds yada atilma halinds, ayri
yumusak cizgilorlo nisan verilib. Bir ne¢o
heyvanlarda onlarin biloklorinds vo omba-
larinda, atos vo siiloyetay naqgislar ¢okilib
ki o rassamlar arasinda Sultan Muhammad
o formalardan coxli bahro vo fiyda aparib.
Digor bariz halotlordon bu heyvanlarin ara-
sinda, didarci heyvanin sikarla albayaxa ol-
magidi ke o haloto “tudii- gagdi” (gereft o
gir) deyilir.

Xoraman vo yingil eoyaq ceyranlar
vo marallar, zokavatli veo iti-baxisli dog-
sanlar, agaslar osto oynuyan meymunlar,
yuksokdo tican sahinlor vo digar yerdo vo
goydo olan heyvanlar hom minyaturlarda
homds xalcalarda eyni forma vo sokildo
gostorilinib.

2-Bitgilor

Misal tictiin agacli xalilarda habelo “Bagli”
vo “Bag basa agacli” xalida o dovriin mini-
yaturlari kimi, eyni kompozisyadan vo ey-
ni torzido bitgi rosim etmadon faydalanib-
lar. Coxli sofovi minyaturlarinda, sorvler
cutlukds bir birinin yaninda rasim olunub.
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ayor toklilde ¢akilibsoda, onun yaninda ay-
ri bir mivali ya ci¢okli agac ona dolasirkon
gortiniir. bu Gonuya slavo etmoaq lazimdir
ki caylarin, arxlarin vo ééllgrin konarinda
guzal vo alvan rangli giillor vo bitgilor hom
xalilarda hamdo minyaturlarda sonstkarlar
torofindon isloniliblor. Digar halstlords, go-
ca vo yasli golomoa vo cinar agaclarinin olma-
sidir ki onlarin yarpaxli budaqlari goys sari
boy ¢okip vo dmumiyatle gus yuvasi budaq-
lar arasinda yer alib. Bu curs tebioto baxis
bir gaynaqdan ve bir ideden axinmaqda ola-
raq ¢ox ¢atinliklo onlari bir birindon ayirmaq
olur.

3- Insan va Malak

Sofovi dovrindon 1500den 2000s yaxin xali
vo xalca olds varki onlarin arasinda 18 tax-
tasinda insan rosmi toxunub. “Ovulug xa-
lisi” vo “Sangusko”(2) onlarin on 6nomli vo
moshurlarindan ikisidiki bu xalilarin matnin-
do (ground) coxli suvarslor (atlilar) atlarini
minib vo govarkon gostorilib, xalinin matnini
Ozlorino ovculuq meydani ediblor. Ama cox
6namlidi o sobahat, vo banzorliqdir ki xalila-
rin vo minyaturlarin suvarslori arasinda 6ziin
nisan verir. O cumlodondi “Olisir nsvaii’nin
nusxosi vo onda “ovculug sohnosi” vo “Niza-
mi”nin bir nusxosindo “Babrami gur oviucu-
lug edarkon” minyatur. Hor ikisido 16inci osro
ayitdir.

Digor maraqli moasalo, adamlarin geyim-
loridi. ovcularin geyimlori “ovgulug xalida”
ayorsa “Tabriz Moktab”lo qiyas olursa, goru-
norki onlarda kisilor uzun kiiynoklorinin {is-
tindo Aba kimi bir geyim geyiblor. Onla-
rin dastoklori gissa vo kiiynoklorinin asagi to-
rofin, elobil bir nosim arxiya sari dundorib.
Adamlarin salvar (timman)lari ayaqlarinin to-
pugunacan golibdir. Bir ox qutusu bellarinin
bir yaninda asilib. Hamisindan énamli onla-
rin papaqlaridi, ki moshurdi “gizil bas” pa-
paqina, papaqin yuxari torafinds bir saf milo
var, misal tictin “Adamli” xali(3). Hota atla-

rin cullari ki guyriixlarinin ostunacan golib, he¢ bir dayisiliglo xalilarda tek-
rar olub.

Bu xalilarda vo minyaturlarda adamlarin aylosmaq vo durus torzileri eyni-
dir.(4)

Digor elemanlardan lazimdir molok rosimino isaro oluna. Malaki coxli
kiiltiirlordo insan formasinda va insan geyimindo nisan veribl ama bir masum
surat vo cuhroylo, ki umumiyatlo goydsa agirsizliq halda dayanib. Tabriz
maktobinda,do bu asl vo pirinsip, nokteye nazordon gacmiyib. maloklor min-
yaturlarda iki ganatla ocaliqda vo yuksakliqde o cumlodon dam ostunds ya
kungirolor dalisinda yer tutublar. guya rossam calisir onlarin molokiiti vo
korriibi olmaglarin 6zo ¢oksin. on bariz misallardan, Sultan Muhommadin
“peygomborin meraci” minyaturudu ki’ moaloklor asorin hor bir yerindo var-
dilar vo hor biri sahlar kimi papaq baslarina guytblar. Molok rosimi _Xalilar—
da on cox hasyads ya goldo vo logok(gusa)do cokilir. Misal tctin “Impira-
tur”, “Sanguszko”(2) xalilari onlarin oan morufudur. Bir daha, geyimlorin no-
vii, yumuru uzlerin sadliqi, cokma gozlorin aydinligi, sokili badonlor vo 6zun
olvan qanadlar hom xalilarda hamda Tobriz moktobinda 6zslliglo bir birino

bonzayillor.
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Xulasa / Abstracts

The Heritage of Latif Kerimov
Teimur Bunyatov, Academician, department head, Institute of Archeology
and Ethnography, Azerbaijanian Academy of Sciences, Baku, Azerbaijan

Latif Kerimov is justly regarded as the founder of Azerbaijanian carpet scholarship. He
has clearly postulated an idea on the imperishable value of carpet art and its ancient connec-
tion with the culture of Azerbaijanian people. One of his main achievements was the defini-
tion of Azerbaijanian carpets and their separation from other Caucasian and Persian ones.

Kerimov developed main artistic trends in carpet art, accentuated their stylistic features,
classified materials and techniques of carpet weaving. He put up the basic milestones in the
history of carpet art of Azerbaijan, and classified local carpetweaving schools. They included
four basic types of Azerbaijanian carpets: Guba-Shirvan, Ganja-Gazakh, Garabagh, and Tabriz.

Moreover, Latif Kerimov has restored many forgotten and lost patterns and compositions of
Azerbaijanian carpets, and his achievements in the enrichment and revival of national traditions
were extremely high. He has invented new ornamental compositions and style decisions.

Latif Kerimov actively popularized Azerbaijanian carpets and its ornamental traditions in
the world. In 1961 he published the first volume of his book “Azerbaijanian Carpet” (the two
other volumes were published in 1983). The publication became the handbook for research-

ers and original guideline for carpetweavers.

Azerbaijanian Carpets of the Gazakh Carpetweaving School
Dr.Rasim Efendi, Academician, Doctor of Art, Institute of Architecture
and Arts, Azerbaijani Academy of Sciences, Baku, Azerbaijan

Togrul Efendi, Baku, Master of Art, senior researcher, Institute of
Architecture and Arts, Azerbaijanian Academy of Sciences, Baku, Azerbaijan

In spite of the fact that the political, social and economic history of this zone has been
closely connected with other regions of Azerbaijan, the local culture and art were of clearly ex-
pressed local character. Almost all the population was and still is engaged in carpetmaking.

Especial popular beyond this zone are carpets weaved in villages of Shyhly, Salahly,
Dash-Salahly, Karakounlu, Dagkesemen, Chaili, Karapapag, Karachop, Karayazi, Kachagan,
Mughanli, Borchali, Fahrali, etc. Gazakh carpets demonstrate combination of calm colours
— ochre-brown, and dark green, yellow and black, white and red. The harmony is obtained
owing to the wonderful velvety wool eventually getting characteristic shine.

The main artistic richness of Gazakh carpets is their ornaments having mainly the narra-
tive character. In ornamental motives of Gazakh carpets the way of life, thinking of people
who have created them, and also genetic communication with others Turkic-speaking peo-
ples is clearly traced.

Qadim Azarbaycan $ahsevan xovlu xal¢a toxuculugunun
xususiyyatlori
Vendel Svan, Alexandiriya, ABS

Bu maruze - Sahsevonlorin ontiq xovlu xalca toxunmasinin rosmi va struktur xtisusiyyot-
lorini tayin edacak.
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Sahsevonlor 6z asrarongiz toxumalariyla kolliksionerlor arasinda vo diinya xalca baza-
rinda ¢ox taninmuglar. Bu momulatlarin ko¢ vaxti rahat dasinmasi tigtin yiingtil vo ham do
mohkoam toxunmasina ehtiyac boytiik idi vo biz bilirik ki, cobanlqla masgul olan bu kocori
tayfalar killi miqdarda cecimlor, kilimlor vo ortiiklor istehsal etmislor. Bundan basqa, gsabul
etmok olar ki, bu ciir zongin islorin sahiblori 6z tayfalarinin daha varli tizvlori ictin xovlu go-
balor toxumasi tobii hal olardi. Lakin Sahsevon xovlu toxunmalarin toyin edilmasi sistemlos-
dirilmomisdir.

Bu moaruza bir nec¢o xalca vo toxunma momulatlarinin detallasdirilmis, nisbi analizini edo-
rok Sahsevon toxunmalart kimi taninan momulatlarin naxis, kompozisiya, xammali vo rong
calarlari xtisusiyyatlorini toyin edacok.

Uc¢ gadim motivin XIX asrin Azarbaycan
xovsuz xalcalarinda ikonografiya

va interpretasiyasi
Yelena Saryova Sanatsiinasliq doktoru, Rusiya Elmlor Akademiyas1 Dahi

Pyotr adina Antropologiya va Etnoqrafiya Muzeyi,
Sankt — Peterburq, Rusiya

Miusllif 6z moaruzesindo on qodim Azorbaycan xovsuz xalca novlerindoki arxaik
ornamentlorin idektifikasiyast vo interpretasiyast barado aparilan todgiqatlar haqginda roy
soyloyir vo miioyyen fikirlor olave edilir. Miisllifo gore, paleolit vo neolit dovriiniin arxa-
ik tosvirlori xovsuz xalcalarda oks olunub. Zaman kecdikco arxetip elementlor saxlanmaq-
la (toxuculuq texnikasinin imkanlart artdiqca vo vizual doyisikliklora ugrasa da) ilk arxaik
monboslor saxlanmus vo dziindon bu yana inkisafi izlomok imkani yaratmusdir.

Miiollif Simali Avrasiyanin vo Gol Dahlizinin kécori sakinlorinin eyni mansali pillali kon-
turlarla, dar ctruktur kosiklori, ticbucaq, pramidalari, zqzaglar olan kilimlorinds eneolit dév-
riiniin keramikasinda, eneolito aid gablar {izorindo askar olundugunu va bu tosvirlorin kond
moisatine, torla becorma, amok islorino aid olmasina miialliflor toraofindon yozuldugundan
bohs edir. Umumbasar Ana-tanri kultunun beynslmadoni obrazinin ikonoqrafik tesvirloerinin
Azorbaycan xovsuz xalcalarinda “agacli” ornamentlori kimi variantlagib. Coxalli, goxbagh,
tagsokilli ayaqlarla olan ornamentlor Ana vo onun téromolori anlamint verir. Bu ozl neco min
illorin transformasiyasina baxmayaraq 6z arxetip identifikasiya alamatlorini saxlayib. Mfl?lllf@
goro - Azorbaycan xalgalarindak: S stilism Tanti izis vo onun atributlart arxetipine aiddir vo
Venetik yaxin tosvirlor qrupu Azarbaycanin ¢ox ytiksok soviyyosi ilo secilon zililordo vo su-
maxlarda bu giinacan galib catib. Miiallif geydlorindo bu mévzunun fasilesiz olaraq muxtolif
kontekstlordo tadqiq va miizakire olundugundan, qazax, monqol, noqay ve basqa Col Xalg-
larinin “agacl” tasvirindon keconi bozomak tictin istifade etdiklorindon yazir.

Nahang “Lenin” xalg¢asinin mangayi —
“Sahnama”, xalq dastancilari va ikonostas
Robert Censiner, Oksford Universiteti —
Miigaddas Antonii Kollecinin bas assosiativ iizvii,
Rusiya Elmlor Akademiyasinin tizvil.

London, Boyiik Britaniya

Lenin xalcast homiso ancaq Sov.iKP-nin tobligati kimi nozerden kegirilmisdir. Lakin
miiollif sosialist realizmino moxsus olan kompozisiya oks edilmis xalcanin o biri torofden
baxaraq, burda miixtalif monbalordon qaynaqlanan va iki tam miixtolif menbanin heyratamiz
kombinasiyasini 6ziinda comlasdirmis fiqur vo mévzulara digget yetirmisdir.
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Bir torofdon, biz xatirlayiriq ki, Korimov Susada anadan olmusdu vo ¢z ilhamini homiso
Conubi Azarbaycanda axtarmisdi. Qacarin ¢oxsayli fiqurlart kompozisiya soklinds indinin
6ztindo do 18-ci asrin sonlarinda — 19-cu asrin avvalindo ¢okilmis, Azorbaycanda Soki - Nuxa-
nin ¢ox moshur divar resmlorindo rast golinir. Bu Qacar siilalosinin epik tarixinin xalq ver-
siyasidir. 19-cu asro aid olan vo digar coxfiqurlu mévzulart olan niimunalor cox az taninan,
ollo hazirlanmis toxunmalardir. Bunlardan ikisini Azorbaycan tarix muzeyinds tapmagq olar.

Digor manba Sovet sosialist realizm rosmloridir vo bunun bariz niimunasi kimi Valeri
Zamkovu saymagq olar. Ciinki o, hom Ressamlar Ittifaqinin vise-prezidenti vo nshang mormor
mozaik freskalarin muollifi olmusdu. Bu asarlordon biri, Moskvadaki Miidafio Nazirliyindoki
freskada sorq incesonatinin tasiri hiss edilir.

Azarbaycan xovsuz xalca mamulatlari -
naxiglari vo atribusiya
Dr. Herbet Eksner, Vedemark, Almaniya

Kilim 6l¢tli gobslori ¢ixmaq sortiylo Azorbaycandan olan biitiin xovsuz asyalar kecmisdo
Qorb alimlorinin diqgatini bir o godor do colb etmamislor. Bu magqalodo regionun xXovsuz
toxunmalara UGglin totbiq edilon miivafiq struktur analizi vasitosilo alinmis molumat maisot
momulatlart saxlamaq ti¢lin xovsuz toxunmalara tadqiq edilmisdir.

Adlart ¢okilon memulatlarin layigsiz olaraq diqqst konarinda qalmasi da miizakiro edi-
lir. 150 ilden artiq yasi olan niimunolor tapilmir. 50 ildon az yasa malik olan vo ya kecon
astin ortalarinda hazirlanan ¢antalar iso tam istifado ticiin yararh olsalar da, naxislarin kasad-
lig1 vo kimyavi torkibli boyalarin islonilmosi onlarin kolleksiyalara daxil edilmasinin qarsisi-
nt alir. Daqiq xtisusilosdirma ticlin ¢atinlik toradon daha bir tinsiir son 200 il arzindo siya-
si sorhodlorin doyismasidir. Bu momulatlarin diizaldiyi yer indiki vaxtda tapildig: yerlo eyni
golmir.

Burda, homginin, Azorbaycan mofros vo yshor cantalarinin naxislari, istifado edilon
xammal vo parga strukturu da miizakiro edilir. flmolori tizdo olan toxunma (kilim), alavo
ilmalor tizarindo edilon toxunma (sumax v ya tors sumax), sado toxunmus parca ilo dalga-
vari toxunmalarin (cecim) iislublart vo bunlarin kombins edilmasi do nazardan kecirilmisdir.
Xassolorinin hanst néve moxsus oldugunu doaqiqlosdirmak Azarbaycanin biitiin regionlarinda
rast golinon bu momulatlarin tarixini yiiksok daqiqliklo toyin etmok ticiin imkan yaradir.

Heris: onun Azarbaycan xalcaciliq tarixinda yeri
Ivan Szanto, E6tvés Lorand Universitetinin

Islam incosanoti iizro moruzogisi,

Budapest, Macaristan

Klassik vo hamiso populyar olan Azorbaycan xalcalarinin bir névii, Heris gobalori bir
asrdon artiqdur ki, biitiin diinyada satilir. Bunlar, adston, bir neg¢a xiisusiyyatlorine, massalon
morkozdo yerlosdirilmis medalyon naxist vo qurmizi rongo meyllilik kimi slametlorino goro
toyin edilirlor. Lakin bu xiisusiyyotloro malik olmayan, amma Heris xalcalarina aid olan
gobolora da tez-tez rast golinir. Bundan slavo, bu arazidon cox uzaglarda toxunmus vo He-
ris xalcalart kimi toqdim edilon yiizlorlo xalca da méveuddur. Laborator tohqiqatlart vo diin-
ya bazarinin nazerdon kegirilmasino asaslanan bu esse Herisdoki xalcaciliq sonatinin indi-
ki voziyyotini vo burda toxunan memulatlarin diinya bazari ilo olan miinasibatlorini tosvir
etmoyo calisnusdir. Is metodlari, xammal, sosial vo ticarat slagalori do nazordan kegirilocok.
Eyni ad altinda ciirbaciir tislublu moamulatlarin diinya bazarinda peyda olmasi, “Heris” termi-
ninin tarixi bu giinkt sapkids anlayisinin imtahana ¢okilmasinin no godor ehtiyac oldugu da
gOstarilocok.
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Azoarbaycan xalcasi xalqin etnomadani tarixi kontekstinds
Roya Tagtyeva, Sonatsiinsliq doktoru, Azorbaycan Xalcasi

vo Xalq Tatbiqi Sonati Dovlot Muzeyinin direktoru.

Baki, Azorbaycan

Azorbaycan xalgast etnomadoni kontekstdo bosoriyyatin ilkin ©nonosi, vahid Avrasi-
ya etnosu, ilkin proto-tiirk mensoyi Azorbaycan xovsuz xalcacgiliginda ¢z oksini tapir. Ilkin
Onononin osas falsofi qollarindan olan — tantrizm, tmumbasor mifologiyasinda yer taparaq
modoniyyato sirayat etmis, Azorbaycanin xovsuz xal¢a novii Palaz adinin mansayi vo naxisin-
da izlonilir. Milli — badii diisiinconin asasini toskil edon bu amil Tirk-Azorbaycan mifologiya-
sinda semantik ohval gadin baslangica vo “Boyiik ilan” arxaik mifolokemiylo koklonir. Xov-
suz xalca Palaz novii 6z adint vo formasini bu gtine kimi saxlamaqdadir.

Azarbaycan va Anadolu -
Tirk xalgcalarinin banzar xususiyyatlari

Dr. Bekir Deniz
Professor, Egey Universiteti. Izmir, Tirkiyo

Anadolu — Tiirk xalcalan ilo Azorbaycan xalcalari arasinda, ke¢misdoki qohumluga
soykonan boyiik bir banzorlik vardir: Tiirklor Orta Asiyada yasadiglart zamanda xal¢a vo ki-
lim toxumusdur. Bu anana Oguz boylarindan hor biri forgli cografi arazilora yayilsalar belo,
toxminon XV-XVI yiizilliklora qodar ortaq xiisusiyysatlorine davam saxlamislar. Bu tarixlordon
sonra olduglari cografi miihit vo miixtolif millotlorin tesiri altinda galmalari naticesindo tex-
nika vo motiv xtsusiyyatlori baximindan doyisikliklor bas vermisdir. XVI-XVII asrlordo Avro-
paya ixrac edilon Anadolu — Tiirk xal¢alarnin bir hissosi Azarbaycan orazisinden ixrac edil-
misdir. Miiasir dovra qoder gliniimiizde, Qafqaz xalcalart deys xatirlanan Azorbaycan xalca-
larinda dayismalor baslanmis, Anadoludan ixrac edilon xalcalarla bonzorlik toskil etmigdir. O
dévra gadar olan texniki banzorliklor motiv banzarliklori il ovoz olunmusdur.

Buna goro do XV-XVI yiizillikde Azorbaycan xalcalar texnika va badii cohotdon Anado-
lu xalcalart ilo banzorlik toskil edir.

Bu moruzodo XV-XVI yiizillikdo Anadolu xalcalart ilo Azorbaycan xalgalarinin bonzor
xiisusiyyatlorindon sohbat agilacaq, rosm va eskizlorlo izah verilocokdir.

Azarbaycan xalgasi: Darbanddan
Sarbanda qadar Sahsevanlarin xal¢a

ndmunalarindd
Korim Mirzoyi, incasanat magistiri, Incosonat Universiteti.

Tobriz, Iran

Bu mogqalada tinvanindan molum oldugu kimi Azorbaycanin o xalt xalcalarindan bahs
olunur ki, onlar Sahsevonlorin olduglart bolgalords toxunublar. Sahsevonlor yiiz illor bo-
yu Dorbanddan Sarbondo qader orazido yasayiblar vo boyiik mosafedo onlarin ayaq izlori,
o climlodon xalcalarda vo yer adlarinda 6z slamotlori saxlanmusdir. Ganca, Sirvan, Borc¢a-
It o adlardandir ki, Sorbond élkosinda do rast golmok miimkiindiir. Sah Abbasin hakimiyyati
dévriindo Sahsevonlor artib toraqgi etdilor vo onlar soharla ticarato, xalgalarin toxunusun-
da qarsiliglt miibadiloyo basladilar. Ona goro Quba, Sirvan, Qumil, Susa, Borgali, Tabriz vo
Ordobil xalilarinda Sahsevenlorin izini gérmok olur. Bu moqale Sahsevonlorin vo onlara aid
olan - Azarbaycan xalcalarint noqteyi-nozorinizo ¢atdirir.
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Azarbaycan mugami va xalgasi: yaxinligi baximindan
Inna Naroditskaya, Professor, Sorq-Qarb Universiteti,
ABS

Azorbaycanda xalca naxislart vo mugam (klassik musiqi) sadalart struktur, semiotik v so-
sial saviyyalords six baglidir. Bu moaruzo mugam va Quba-Sirvan qrupundan olan Sahnazorli
xalcasinin xtisusiyyatlorini miiqayiso edir. Xa¢ formali fiqurlarin Gsttnlik togkil etdiyi naxisla-
rin tadqiq edilmasi har iki sonat formasinda tokrarlanma vo oxsarsizliq, simmetriya vo assim-
metriyani gostorir.

Hor iki sonot formasinin struktur dinamikasi onlarin yaranmasi prosesini oks etdi-
rir. Tarixon xalca toxunmasi vo mugam dostgahi cinsi cohatlors goro ayrilmisdi. Qadinlar
torofindon toxunan xalca tarixi vo madeni orazilosdirmoeni torennim etdiyi zaman, mugam
mokanda yayilaraq, biitiin kisi orazisini vo horokatlorini tomin va toyin edir. Cinslor arasinda
sadlori daha da gliclondirmakls yanast mugam vo xalc¢a, eyni zamanda cinslorarast kommuni-
kasiyani da tomin edir. Bu iki sonat formasinin struktur, terminologiya vo hazirlanma tislubu-
nun doyismasi muasir Azarbaycanda holo do bas veran doyisikliklori 6ziinds oks etdirir.

Comparative Analysis of Some Similarities between

Ornamental Motives in Azerbaijanian and Turkmen Carpets
Narmina Taghiyeva, Master of Art, assistant professor,

Institute of Architecture and Arts, Azerbaijanian Academy of Sciences.
Baku, Azerbaijan

The carpet art of both Azerbaijan and Turkmenistan, is bright, original, with its own
unique features. Relationships of motives of Azerbaijanian and Turkmen carpets throws light
on historical relations of these peoples and reveals some general features of ancient culture
of the peoples, the ethnogenetic relationship promoting the development of art structure and
semantic basis of carpet ornaments incorporated with primary tradition.

Ornaments in carpets of Turkmenistan and Azerbaijan, possessing the stability of gener-
al motives during centuries, at the same time had the strongly accentuated national character.
These motives can be attributed, by their origin, to archaic layers of art which meet in pat-
terns of pottery of the Eneolith in Azerbaijan and Central Asia.

The cross element, with curls of horns at the ends and rhombuses in the centre of the
cross, is the most widespread element among patterns of Azerbaijanian and Turkmen car-
pets. In Azerbaijan the motive is widely called “kohne nakhish”, in Central Asia - “kailak”.

» Xalca “Qacadan”. Qazax, Azarbaycan. XX asrin awali. Azarbaycan
Xalcasi va Xalg Tatbigi Senati Doviat Muzeyi

» “Gachaghan” carpet. Gazakh, Azerbaijan. Early 20th century.
Azerbaijanian Carpet & Applied Art State Museumn
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Qapagq: xalca “Bahmanli”. Qarabag, Azarbaycan. XX asrin awall.
Azarbaycan Xalcasi va Xalq Tatbigi Senati Déviat Muzeyi

Cover: “Bahmanli” carpet. Garabagh, Azerbaijan. Early 20th century.
Azerbaijanian Carpet & Applied Art State Museum
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