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THE ROLE OF ASHIGH ART IN THE LIFE
OF THE KARABAKH POPULATION

Abstract: This article explores the role of ashigh art—one of the leading branches of Azerbaijan’s rich
spiritual culture, shared by other Turkic peoples—in the life and culture of the Karabakh population. The
article, which is examined from an ethnological perspective, highlights the various names that ashighs
have borne throughout history (such as gam, shaman, varsag, ozan), emphasizing their common roots
and shared traditions. The article, written concisely, provides information on important ashighs like
Ashig Gurbani (15th-16th centuries), Abdalgulabli Samed (late 17th century), Abdalgulabl Valeh (18th
century), Ashig Abbasgulu (19th century), Ashig Gurban (19th century), Ashig Shemshir (1893-1980),
and Sari Ashig.

Additionally, the article mentions a number of influential ashughs who lived and worked in Kara-
bakh, such as Ashig Islam, Ashig Ismail, Ashig Abulfaz, Ashig Firidun, Ashig Bahman, Ashig Sabir, Ashig
Hidayat, Ashig Telman, Ashig Imran, Ashig Mashadi Novruz, Ashig Mirza (Agh Ashig), Ashig Eyvaz, Ashig
Aziz, and Ashig Qardashkhan. It is also noteworthy that Karabakh’s ashigh tradition was not limited to
male performers; female ashighs, including Ashig Peri, Ashig Zahra, Ashig Gulzar, Ashig Shafige, and
Ashig Selbi, also played and sang in the region.

The article further delves into the saz—its craftsmanship and manufacturing techniques— ashig melo-
dies, and the distinctive clothing worn by ashighs.

Keywords: Karabakh, male and female ashighs, ashigh melodies, saz, sazband

For citation: Aliyev Asad, Amanova Bahar The Role of Ashigh Art in the Life of the Karabakh Popu-
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AaueB Acap', AmMaHoBa baxap?

TA.A. BaknxaHoB aTbiHAAFbl Tapux XK8HE 3THOAOTUSI UHCTUTYTbI
O3epbar>kaH YATTbIK, FbIAbIM aKAAEMMSIChI
Azarbaycan, Baki
e-mail: esed.eliyev.2020@mail.ru
2A.A. baknxaHOB aTbiHAAFbI Tapyx >K8He 3THOAOTMS MHCTUTY bl
O3epbar>kaH YATTbIK, FbIAbIM aKaAEMMSIChI
Azarbaycan, Baki
e-mail: baharamanova@bk.ru

Kapabak, XxaAKbIHbIH, 6MipiHAETi allyF @HepiHiH, POAi

Anpaarna: bya makana OsepbaiikaHHbiH 6a pyxaHU MOAEHUMETIHIH, >KeTekllli CaAaAapblHbiH, 6ipi
60AbIN TabblAaTbIH >KaHe 6acka Aa TYPKi XaAbIKTapbiHa OpTak, allyF eHepiHiH Kapabak XaAKbIHbIH ©Mipi
MeH MBAEHUETIHAETI POAIH 3epTTeyre apHaAFaH. DTHOAOTMSAABIK, TYPFbIAQH KapacTbIpbIAFaH MakaAaAa
alyFTapAblH Tapux GOMbl BPTYPAI aTayAapMeH (ram, LiamaH, Bapcar, 03aH) 6eAriAi G0AFaHbl KOPCETIAIMN,
OAApPAbIH, OPTaK, TaMbIPbl MEH ASCTYPAIK cabakTacTbiFbl alKbIHAAAAADI.

Kbickawa MasmyHaaaraH eHbekte XV-XVI racbipaapaa emip cypred Awyr ['yp6ann, XVII racbip-
AblH COHbIHAAFbI ABAaAryAababl Camea, XVIII Facbipaarbl AGaaaryaababl Baaex, XIX racbipaarbl Awyr
Ab66acryay meH Awwyr l'ypban, 1893—-1980 >kbiaaapbl emip cypred Auys LLlemuwmp, coHaaii-ak, Capbl
ALLYF CUSKTbl BEATIAT allyFTap TypaAbl MoAIMeTTep Gepireai.

CoHbiMeH KaTap Makarasa Kapabak eHipiHAe eMip Cypin, WibiFapMalLbIAbIKMEH aiHAAbICKAH ALLIYF
Ucaam, Awyr Mcmana, Ayr AGyabdas, Auyr GupnayH, Auys baxmar, Awyr Cabup, Awyr Xuaasr,
AuwyF TeamaH, Awyr MmpaH, Awyr Mawaam Hospy3, Awyr Mup3sa (Ak AlyF), AlwyF DiiBas, AlWyF A3us
>kaHe AlyF KapaaallixaH CUSIKTbl TaHbIMaA allyFTap atarasbl. KapabakTbiH alllyF ASCTYpi TEK ep aAam-
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AQPMEH LeKTeAMEreHi Ae epeklue aTan eTiAeAl; eHipae Awyr [Mepu, Awyr 3axpa, Awyr ['yazap, Awyf
LLladpure >xkoHe Awyr CeAbM CUSIKTbI OMEA alLyFTap Ad OHEP KOPCETiN, 8H OpblHAAFaH.

Makanasa coHaait-ak, ca3 acnabbl, OHbIH, >KacaAy LebGepAiri MeH AAMbIHAQY TEXHOAOTMSChI, aLlyF
BYEHAEpI >XeHe allyFTapAblH 63IHAIK KMIM YATIAEpi XKaH-XKaK Tbl KapacCTbIPbIAAABI.

Tyrin ce3aep: Kapabak, ep »keHe a1ieA allyfFrap, allyF ayeHAepi, cas, cazbaHA.

Ciateme ywin: Aanes Acaa, AMaHoBa baxap Kapabak xaAkbIHbIH ©MipIHAET allys eHepiHiH peai //
Kasak, Tapmx aAeKTPOHABI FbIAbIMM >KypHaAbl. 2026. T. 189. No 1. 12-22 66. (ArbiALbIH TiAiHAe). DOI:

10.62183/2026-1-2.

Introduction

The art of the ashigh, which is one of the leading
branches of Azerbaijan’s and other Turkic peoples’
rich culture, reflects a profound worldview and the
intricacies of collective spiritual values. Having
passed through deep layers of time, this art form
carries with it the essence of centuries of tradition.
At its core, as scholars have noted, are the figures
of the sayalar, gams, shamans, varsags, and ozans.
Research in one direction indicates that these figures
share a common root and, in terms of their foun-
dational purpose and essence, are not far removed
from one another (Allahmanli, 2011: p. 3). Literary
sources state that shamans and gams spread the will
of the Sky Turk among the Oghuz tribes through
their songs and tales. As a result, their songs and
stories were considered sacred because they were
believed to be manifestations of deities, with the
shamans and gams enjoying respect and influence as
possessors of this divine manifestation (Namazov,
1980: p. 11-12).

Professor M.Allahmanli writes that there is
no significant difference in essence between the
varsag, bagshi, shaman, gam, ozan, and ashigh.
These terms, characteristic of the shared Turkic
worldview, are products of Turkish thought and
have emerged through its cultural filter. The distinc-
tion in naming—whether a shaman, gam, varsag,
ozan, or ashigh—marks a stage in the development
of Turkic peoples, where one term gradually re-
placed another as these roles adapted over time in
relation to the people’s increasing independence
(Allahmanli, 2011: p. 51). As can be seen, although
these bearers of the art have historically been known
by various names, they all originated from the same
root and have served the same purpose. It should
also be noted that, as emphasized in the sources, the
ozan-ashigh art and its foundational sources played
a significant historical and aesthetic role in the for-
mation and development of Turkic spiritual culture,
which is based on the mythological worldview sys-
tem of ancient times and the primitive cognitive and
imaginative capacities. This role continued through

various stages of civilization and was preserved,
carrying forward into the future (“Ozan-Ashig En-
cyclopedia,” 2019: p. 8).

The term ashigh, as a title, is known from ap-
proximately the 11th-12th centuries (Namazov,
1980: p. 30). Ashighs were the sages, guides, and
elders of the people, and their role served as a con-
firmation of our national identity and the enduring
light of our artistic thought. Because of these quali-
ties, they were referred to as “dede” (father) within
the community. The Russian scholar P. Vostrikov
writes that the ozan-ashigh was so highly esteemed
and loved that people trusted them more than the
literate individuals of the community (Vostrikov,
1912: p. 19).

The ashigh is an artist who serves the people,
enriching and advancing our folklore culture. Gener-
ally, if ashighs possess deep memory and a unique
style of expression, their art becomes a unity that
combines several aspects. It is a synthesis that inte-
grates, harmonizes, and intertwines various crafts,
passing them on to the people. This historical syncre-
tism stretches back to ancient times. As researchers
have noted, in this multifaceted, branched art form,
music, performance, dance, and poetry complement
each other, demonstrating its integrity. For this rea-
son, the ashigh art is as noble as it is complex, dif-
ficult, and requires an extraordinary level of mastery,
sensitivity, and skill (Biinyadov, 1993: p. 100).

The observation of the great thinker H. Zardabi
regarding ashighs is also of interest. In his 1906 ar-
ticle “Folk Songs”, he presented his observations
about ashighs as follows: “Look at our ashighs when
they sing at weddings and the people listening to
them. At that moment, the listeners are so absorbed
that, metaphorically, one could slaughter a Turkish
ox and they would not notice. After the wedding is
over and the ashighs have gone home, for the next
five to ten days, the children roam the streets day
and night, singing the rhymes they heard from the
ashighs, correcting each other’s mistakes” (Zordabi,
1960: p. 240).

Information provided by the elders of Karabakh
regarding ashighs is also helpful in this regard. Ac-
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cording to them, during long, tiring, and cold win-
ter evenings, ashigh gatherings were organized at
the initiative of affluent individuals and lovers of
saz and poetry. Epic nights were held, and music
was listened to. The works of the people’s writer
©.Valiyev, who was deeply familiar with every cor-
ner of Karabakh, the customs, traditions, lifestyle,
and daily life of the population, also provide valu-
able insights on this subject: “On Fridays, Mammad-
khan would join the villagers and go to the Malakan
market, where he would see and learn much. Dur-
ing the long winter nights, in the rare ashigh gather-
ings, names like Abdalgulabli, Shusha Fortress, and
the city of Baku would frequently be mentioned...
In Abdalgulabli, an ashigh named Valeh went all
the way to Derbent after a bride named Zarnigar”
(Valiyev, 1976: p. 228). “In the autumn and win-
ter nights, at ashigh gatherings, the old man would
eagerly listen to the love adventures of Tahir and
Zuhra, Valeh and Zarnigar, Haydar and Shushan-
bar, then return home after dawn” (Valiyev, 1981:
p- 218), or “... during the autumn season, the sound
of the zurna would complement the saz, and the epic
tales sung by the ashighs would last until midnight.
There were so many who played well between the
graceful bride and the groom! Each one had their
own style, their own tune...” (Valiyev, 1976: p. 411).

In addition to the aforementioned, our own obser-
vations, as well as information gathered from elderly
individuals, show that in Karabakh, during folk cel-
ebrations, feasts, and various cultural events, ashighs
were also invited to gatherings where khananasdas
(traditional singers) performed. The people showed
the same love and affection for both representatives
of these art forms. During events and gatherings,
when the khanandas paused their music, the voice,
melody, and playing of the ashighs would uplift the
spirit and soothe the soul. This is also corroborated
by works of various authors: “Sounds came from the
houses. Everywhere, people were playing, singing,
and dancing. When the tar and the gava/ fell silent, the
saz would speak. The ashigh would praise a woman
named Mushkunaz” (Valiyev, 1981: p. 246). A simi-
lar depiction appears in a literary source describing a
banquet held in Shusha in 1911: ... The Shusha mer-
chant... held a banquet in one of the picturesque ar-
eas of the city, in the ‘Buzkhana Courtyard.” Around
150 people were invited to this gathering... At the
banquet, the famous khananda Islam Abdullayev, the
tar player, the kamancha player Mirza, the khananda
Qaragdz Zulfugar, and the ashighs Abbasqulu and
Nacafgulu with their ensembles also participated”
(Susinski, 1991: p. 36-37).
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The respect for ashighs, who were regarded as
the advisors, elders, sages, and guides of the people,
was so esteemed that being related to an ashigh was
considered a sign of good fortune. This is reflected
in a popular saying or song that exists in the culture:

Q1zim, qizim, qiz ana,
Q1zim geyib bazens.
Ozan axca qazana,
Qizimi1 verim ozana.

In the example of folk creativity presented
above, the respect and esteem given to the ozan/
ashigh, along with the fact that they were supported
in earning a living, is emphasized. Furthermore, the
phrase “I will give my daughter to the ozan” high-
lights an important aspect of our family and house-
hold traditions—the issue of marriage—suggesting a
desire to establish kinship ties with the ashigh.

As previously mentioned, the ashigh art was
very dear to the people of Karabakh. This is also
confirmed by researchers of the ashigh tradition.
According to them, Karabakh, with its historical
fate resembling that of the ashigh environments in
Derbent and Nakhchivan, has long been recognized
as a region rich in artistic qualities of saz and poetry.
The fact that the name ashigh has even become a
toponym in Karabakh (for example, there is a vil-
lage called Ashigli in Beylagan) points to the sig-
nificant role the ashigh art played in the region’s
history. The folklorist scholar M.Gasiml1 writes that
the artistic life of this environment was particular-
ly vibrant and dynamic between the 16th and 18th
centuries. The prominent masters of saz and poetry,
such as Ashigh Gurbani (15th-16th centuries), Lele
(17th century), Abdalgulabli Valeh (18th century),
and Abbasgulu, were active during this historical
period. The presence of such masters in this era was
no coincidence. Though not directly connected to
Karabakh geographically, the prominent saz and
poetry master of the 17th century, Sar1 Ashigh, is
also considered part of the Karabakh and Qaradagh
ashigh environments. In addition, many powerful
performing ashighs from this period brought fame
to the Karabakh tradition. Ashigh Valeh, in the 18th
century, proudly spoke of the expertise of the saz
and poetry performers who came before him, not ar-
rogantly, but as a worthy successor to their legacy
(Qasimli, 2003: p. 215).

Taking all of this into account, we will now pro-
vide brief information about some of the ashighs of
Karabakh. It should also be noted that the informa-
tion about the Karabakh ashighs discussed here is
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taken from the Ozan-Ashig Encyclopedia published
in 2019 and 2020, in its 1st and 2nd volumes (Editors
of the Encyclopedia: Maharrom Qasimli, Mahmud
Allahmanli, frade Kécorli, and Kamilo Dadaszado).

The method of the research consists of the sys-
tematic and comparative analysis of existing ma-
terials, as well as the evaluation of the issue from
an ethnological perspective. Additionally, chrono-
logical order, observation, description, objective
interpretation of the studied issue, and a critical ap-
proach to the presented ideas are emphasized, which
are considered essential in ethnology. At the same
time, the literature materials obtained on the subject
were reviewed, and the same, identical and different
organizations of Karabakh ashigs in terms of their
playing and singing characteristics with other ashigs
were created. The article provides the writings of
some authors analyzed regarding the art of ashig,
and their attitude towards them is expressed.

Discussion

The article holds a mirror to the life and creativ-
ity of Karabakh ashugs and provides information
on them in accordance with chronological rules:
Ashugh Gurbani, one of the prominent ashighs of
the 15th-16th centuries, was a contemporary of
Shah Ismail Khatai. Ashigh Gurbani was born in
the village of Dirili in the Jabrayil region. The poet,
whose real name was Gurban, was known as “Dirili
Gurbani” before meeting Shah Ismail Khatai, but af-
ter entering the courtly environment, he adopted the
pen name Gurbani, in line with the tradition of the
time (Vahid, 2011).

There are many legends and tales about Gurbani,
who is particularly close to the spirit of the people.
His works, still referenced today, have been passed
down through generations. There is also the Gur-
bani epic, which continues to be shared orally. Ac-
cording to the sayings of master ashighs, “Gurbani
dedicated seven saz melodies to Shah Ismail Khatai,
namely ‘Shah Khatai’, ‘Shahseveni’, ‘Shahsarayi’,
‘Bash divani’, ‘Heydari’, ‘Ibrahimi’, and ‘Sultani’”
(Vahid, 2011).

Abdalgulabli Samad was born in the late 17th
century in the village of Abdalli in the Agdam
region. As a master craftsman of the Karabakh
ashigh environment, Samad played an important
role in the formation of the Karabakh ashigh tradi-
tion alongside poet Mahammad, Ashigh Gullu, and
Ashigh Cunun. It is no coincidence that the famous
Abdalgulabli Ashigh Valeh was one of his students.
In fact, Ashigh Samad gave the pen name “Valeh”

to Ashugh Valeh. Due to his deep affection for his
teacher, Ashigh Valeh often remembered Ashigh
Samad in his poems, saying, “Master Samad was a
mountain in the art.” It is known that Ashigh Samad
passed away in the mid-18th century.

Abdalgulabli Valeh, son of Mahammad, was
born in 1722 in the village of Gulabli in the Agh-
dam region. As one of the most prominent figures of
18th-century Azerbaijani ashigh literature, Ashigh
Valeh identifies himself in his poems: “Valeh is my
pen name, Safi is my real name.” Initially receiving
religious education from Molla Mahmud in his vil-
lage and later from Molla Safar in Shusha, Valeh
provides interesting information about himself in
his Vucudname. He notes, for example, that at the
age of eight, he chose darkness, at nine he distin-
guished between good and bad, and at ten, he se-
lected the holy Guran. He also mentions at the age of
fifteen, his heart became filled with love. His Vucud-
name and Cahanname demonstrate the high level he
reached as an artist.

From the Ozan-Ashig Encyclopedia, we learn
that Valeh’s passion for ashigh art led him to Abdall1
Ashigh Samad. His deep mastery of the art not only
brought him fame in Karabakh but also made him
widely known beyond the region. His poems written
for Molla Panah Vagif, A. Janizade, Ashig Ganbar,
Ashigh Feyruz, Ashigh Suleyman, and others attest
to this.

It should also be noted that in the Karabakh envi-
ronment, the art of ashighism was nurtured on deep
spiritual roots. Valeh’s connection to the Tarigat
(Sufi tradition) is reflected in:

Adima pay golir qadir movladan,
Bu torpaqda asiqlar binasi var,-

The poetic lines of Ashigh Valeh also reflect
his deep connection to spiritual values. The verse
“Adima pay golir gadir méviadan” (“My name
brings honor from the noble lineage”) indicates that
Ashigh Valeh viewed himself as a devotee of art, a
true follower of divine inspiration.

Poems by Ashigh Valeh, written down at vari-
ous times in manuscripts and records, have been
preserved in various collections. M.Mustahid-zade,
M.M.Navvab, and H.O. Gayibov have included his
works in their collections. The Valeh and Zarnigar
epic, which reflects his life and artistic environ-
ment, also delves into several aspects of his poetic
journey. Researchers such as S.Mumtaz, H.Alizada,
S.Rustam, M.Rahim, P.Afandiyev, F.Mehdi,
M.Hekimov, M.Gasimli, and others have conducted
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studies on his life and works. M.Allahmanli wrote
a dissertation titled The Creative Work of Ashigh
Valeh and published a monograph on the topic The
Artistic World of Ashigh Valeh.

Interestingly, the grandson of Ashigh Valeh,
Gurban Pirimov, a prominent musician in the
Karabakh music scene, first played the saz before
transitioning to tar playing. It is also said that the
great mugham master Seyid Shushinski began his
creative journey as an ashigh. As for the Arazbari
ashigh melody, it was first performed in the zarb-
mugham format by Seyid Shushinski.

Ashigh Valeh passed away in the village where
he was born in 1822.

Ashigh Abbasqulu was born in 1850 in the vil-
lage of Gulabli, Aghdam region. He was a descen-
dant of Ashigh Valeh. Although he had no formal
education, Abbasgulu studied under the famous
Ashigh Najafgulu in Karabakh. Known for his deli-
cate and high-pitched voice, Abbasqulu was also
capable of improvising poetry. He met Ashigh Alas-
gar, and worked for some time in the ensemble of
tar player Sadigjan. He also performed in concerts
in Thilisi and participated in gatherings at the pal-
ace of Khurshudbanu Natavan and in the Majlis-uns
meetings. Abbasgulu passed away in 1932 in his
birthplace.

Aghdabanli Gurban, born in 1859 in the village
of Aghdaban in the Kalbajar region, hailed from the
Miskin Abdal (16th century) lineage. Due to his re-
ligious education, he was also known as Molla Gur-
ban. Deeply versed in the world of saz and poetry,
Gurban gathered contemporary ashighs and poets
from Kalbajar around him, forming a literary assem-
bly. During his lifetime and after his passing, this
assembly became famous as the “Gurban Spring.”

Aghdabanli Gurban was a close friend of the
great master Ashigh Alasgar and his brother Nowras
Iman. He sent his son Shemshir to Goycha to receive
art lessons from Dede Alasgar. Ashigh Shemshir,
who received the blessings of Ashigh Alasgar and
Aghdabanli Gurban, became one of the most promi-
nent figures of 20th-century Azerbaijani ashigh art.

Literature records that one of Gurban’s greatest
contributions was the creation of the Gurban Spring
assembly, a gathering of ashighs and folk poets.
One of the most active members of this gathering
was Ashigh Alasgar, a proud figure in ashigh art.
Musicians and poets from nearby regions frequent-
ly gathered at the Gurban Spring assembly to ex-
change verses, compete, and listen to written works
sung by Gurban, memorizing them (Tehmasib,
2005: p. 112).
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Aghdabanli Gurban passed away in 1934 in the
village where he was born.

Ashigh Shemshir Gurban oglu was born in 1893
in the village of Demirchi in the Kalbajar region.
Drawing spiritual strength from the Miskin Abdal
lineage to which he belonged, he had the unique op-
portunity to see and learn from living classical fig-
ures like Ashigh Alasgar, Huseyn Bozarqanli, Now-
ras Iman, and Aghdabanli Gurban. He drank from
the fountain of their artistry and was spiritually ele-
vated by their blessings. By continuing the path laid
by his predecessors with dignity, Ashigh Shemshir
became a prominent figure in the realm of saz and
poetry, distinguished by his high-level performance
skills and rich creative output.

Shemshir received deep spiritual and artistic
education in his family, where he was taught the es-
sence of poetry and song. He mastered the secrets
and wisdom of the saz through his father’s friend,
Ashigh Alasgar from Goycha. People who had seen
and heard Ashigh Alasgar himself often remarked
that Ashigh Shemshir’s style of singing and playing
reminded them of the great master. This was con-
firmed by Ashigh Alasgar’s son, Ashigh Talib.

Ashigh Shemshir’s extraordinary performance
abilities, along with his rich poetic creativity and
unique vocal style, made him well-known far be-
yond Kalbajar, earning him admiration and respect
across distant regions. His fame eventually reached
the great poet Samed Vurgun, who met with Ashigh
Shemshir at the spring of Istisu in August 1955.
Samed Vurgun was so impressed by Ashigh Shem-
shir that he dedicated a poem to him.

Asiq Semsir, Delidagdan keganda,
Koklikli daglardan xabar al mani.
Ceyran bulagindan qizlar icende
Saz tutub, s6z qosub yada sal mani.

In response, Shemshir wrote the following:
Qosqarla yanasi duran adin var,

Bizim el taniyir uca dag seni.

Yanir yolumuzda senat ¢iragin,

Bilirik seirde bir mayaq soni.

Poets like Osman Sarivelli, Huseyn Arif, Nari-
man Hesen-zade, Zelimkhan Yagub, Mammad
Aslan, Huseyn Kurdoglu, Adil Jamil, Muzaffar
Shukur, and others have written poems about Ashig
Shemshir.

One of the famous poets of the Karabakh re-
gion and other parts of Azerbaijan, who was wide-
ly known as an ashig-poet, is Sar1 Ashig. There is
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interesting information available in our literary
sources regarding him. It is mentioned that certain
mystics from the Anatolian provinces, which were
under the control of the Ottoman Empire, migrated
due to certain circumstances. Among these groups
were bayati poets like Sarica Nabi, Mir Agha Balim,
Haci Qaraman, and Gara Pirim.

The four-person group arrived in Karabakh and
reached a small settlement in the place of the pres-
ent-day Cicimli village of Lachin. An old woman in
the village offered them bread and ayran as hospi-
tality. Agha Balim thanked the old woman and told
her: “May you live long.”

The group stayed with the old woman for a few
days. Eventually, Haci Qaraman and Gara Pirim left
the group and headed down the Hekeri river. Haci
Qaraman reached the village of Ahmadli in present-
day Jabrayil district and stayed there, marrying a girl
named Yeter. They had two sons, Mahammad and
Mustafa. Later, Haci Qaraman left the village and
settled with his family at the foot of a nearby moun-
tain. When he died, he was buried there. His son,
Mahammad Chelebi, later built a mosque, madrasa,
and a bathhouse at the site, and the date 1088 was in-
scribed on the mosque’s door, marking about thirty
to forty years after the group’s arrival in Karabakh.

Gara Pirim, on the other hand, arrived in Agh-
dam and settled in a certain area. The village of Gara
Pirim was named after him, and his grave is also lo-
cated there. The date when the mausoleum was built
is also written on it.

Mir Hamza Efendi, known by the pseudonym
Nigari, was the sixth child of Agha Balim. As for
Sarica Nabi, he was referred to as “Sarica” because
he wore a yellow robe. He later left Agha Balim
and settled in a small village on the left bank of the
Hekeri River, where he was hosted by a widow. The
widow had a daughter named Yaxshi, and Sarica
Nabi fell in love with her deeply. He stayed with
them and took care of their livestock.

Sarica Nabi’s companions, Agha Balim and Haci
Garaman, invited him to join them, saying: “Why do
you stay in the narrow valley of Hekeri? Come to
our wide world.” However, Sarica Nabi expressed
his satisfaction with his current life, responding:

Asigom ha korim,
Cagiraram ha korim,
Sizo sizinki diinya
Mono menim Hokerim.

Sarica Nobi, content with his life, expressed
his love through his highly valuable and meaning-

ful bayatis (traditional Azerbaijani folk poetry). He
celebrated his feelings with these deep and heartfelt
verses:

Qarsida aran yaxsi,
Yaylaqdan aran yaxst,
Baxtover basina, Asiq
Yar ilo aran yaxsi.

From then on, Sarica Nabi began to be known
as “Ashig” (or Sari Ashig). The fact that his beloved
Yaxshi was forcibly taken away by Yaman dark-
ened his days. Especially Yaxshi’s death deeply
shook the Ashig.

Qarsimda yaxs1 daglar,
Gozmoya yaxs1 daglar,
Hor koasin bir dag1 var
Asiqi Yaxsi daglar.

In the information provided about Sari Ashig,
we later read the following: “It is questionable
whether Ashig played the saz. Because no sign of
this has been found in the family background and
stories related to his companions, Agha Balim and
Haci Qaraman. The depiction of a saz on his grave
almost certainly stems from his ‘Ashig’ pen name”
(Bohcat, 2006: p. 12-20).

As can be seen from the above, Sari Ashig was
not an asiq in the traditional sense of the word. He
gained the title of ‘Ashig’ simply because, after fall-
ing deeply in love with Yaxs1 and becoming captivat-
ed by her love, he became a mad lover, a fool for her.

Moving on, alongside the names we have men-
tioned, Ashig Islam, Ashig Ismayil, Ashig Abulfat,
Ashig Firudin, Ashig Bahman, Ashig Sabir, Ashig
Hidayat, Ashig Telman, Ashig Imran, Ashig Mesha-
di Novruz, Ashig Mirza (Agh Ashig), Ashig Eyvaz,
Ashig Aziz, Ashig Gardashkhan, and others were
prominent asiq figures in Karabakh-Kalbajar, known
for performing at wedding and engagement ceremo-
nies, enchanting listeners with their melodious voic-
es. The creation of the various Karabakh melodies
such as “Karabakh Dubeyti,” “Karabakh Keremisi,”
“Karabakh Lengeri,” “Karabakh Qaytaghsi,” “Kara-
bakh Gozellemesi,” “Karabakh Shikestesi,” “Kara-
bakh Kesmesi,” and “Arazbari” melodies in Kara-
bakh was by no means accidental. It was the creative
asigs who could showcase such artistry and create
various saz melodies. As noted earlier, such creative
ashigs were numerous in Karabakh, and while they
lived and worked in this region, they were also well-
known in surrounding areas.
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Furthermore, it is important to mention that the
graves of two of the Karabakh agiq masters, Gurbani
and Lele, have been sanctified and turned into pil-
grimage sites, revered by the local population. One
grave is in Dirili village of Jabrayil district, while
the other is in Ahmedalilar village of Fuzuli district.
His grave is known as the “grave of the righteous
as1q” and is visited like a shrine or pilgrimage site.

When speaking of ashigs, it is also necessary to
mention their distinct costumes. Their attire primar-
ily consisted of a hat, shirt, calf-length trousers, belt
with a clasp, and long-boots. It is also worth noting
that their trousers were tight below the knee, and the
upper part of their boots was narrow. As is known,
ashigs stood during their performances, sometimes
for 2-3 days telling epic tales.

From our observations and experiments, it be-
comes clear that standing for long periods weakens
the body, causing the legs to swell and veins to pro-
trude. It seems that the narrowness of their trousers
and the tightness of their boots at the top were de-
signed to prevent such issues (the veins from pro-
truding). As for the belt with a clasp, it prevented
back pain from arising when the asiq stood for long
periods.

Next, we discussed male asiqgs, but another as-
pect of the subject is Karabakh’s female asigs. Re-
search shows that there were indeed female asigs in
this region as well. For example, Ashig Peri, Ashig
Zehra, Ashig Gulzar, Ashig Shefige, Ashig Selbi,
and others belong to this group. Here, we will pro-
vide brief information about Ashig Peri, an excep-
tionally gifted and spontaneous poet.

Literary materials indicate that Ashig Peri was
born in 1811 in Maralyan village, Jabrayil, and
passed away in Shusha in 1847 at the age of 35. She
completed her primary education in her birthplace
and moved to Shusha around 1830. Her fame quick-
ly spread, and she started to attract the attention of
her contemporaries in the world of ashigs (Boseri,
2021: p. 4-5). Firidun bey Kocherli also provides in-
teresting information about this divinely gifted saz-
poet. He writes that Ashig Peri was one of the most
beloved and revered women among her contempo-
raries. After moving to Shusha, her respect and pres-
tige grew, and people from all walks of life would
write beautiful poems in her honor and describe her
with love.

One of the poets who praised her beauty was
Asad bey Vezirov, who wrote the following poem:

O giindon ki, didarin1 gérmiisom,
Hosrotindon cismii can, Pori!
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Dolanib basina seri-ziilfiinde
Koniil miirgi tutub asiyan, Pari!

Istiyaqin ¢oker nego kimsono,
Amma heg birisi benzemsz mans.
Canii dilden miibtolayam mon sena,
[nanmirsan, eylo imtahan, Pori!

Arizindir glines, camalindir ay,

Heg nazonin ola bilmoz sens tay!
Qomzoen qatil, kirpiyin ox, qasin yay,
Qameotindir servi-xuraman Paori!

No godar var idi canda ixtiyar,

Bir xatiro sondon dolandim konar,
Axir gizlin derdim qildim asikar,
Qoy bilss ds, bilsin Mirzacan, Pari!

Gol gor foraginda mon natovanam,
Ofsiirdoxatirom, sikestocanam,
Osad deyar sens bands formanam,
Sonsen mono sultan, Pori, xan, Pori!
(Kogarli, 2005: p. 310-311).

Ashig Peri, born in the Karabakh region, was
not only a prominent folk poet but also a pioneer
of female bards in Azerbaijan. In addition to being
a trailblazer for women in Azerbaijani folk music,
she became a distinguished representative of Azer-
baijani womanhood. The language of Ashig Peri ‘s
poetry is fluent, smooth, and pleasant. Her verses
emphasize the values of humanity, purity, honesty,
and spiritual beauty. Ashig Peri’s works are imbued
with calls to live a virtuous life, promoting inner
beauty and moral integrity. Renowned for her beau-
ty, exceptional artistic talent, and quick wit, Ashig
Peri frequently engaged in poetic duels with promi-
nent figures of the time, such as Mirza Hasan bey
Mirza, Karbalayi Abdulla Canizade, Jafarqulu khan
Neva, and Mohammad bey Ashiq, to name a few.
In each of these encounters, she emerged victorious.
Her poignant and emotional poetry, often infused
with melancholy, deeply touches the hearts of her
audience and evokes strong emotions. In this regard,
we find it appropriate to present her poem “Baxtim”
as an exemplary work.

No miiddatdir bu goflatden
Oyanmirsan, qara baxtim.
Cokdirdiyin aziyyoatdon
Usanmirsan, qara baxtim.
Atmisan immani-qoma,
Gor no etmison alomo,
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Maeni derds salib yena,
Dayanmirsan, gara baxtim.
Axitdin sel tok qanimi,
Uzmiison cavan canimi,
Almisan adii-sanima,
Utanmirsan, qara baxtim?
Yasayiram zohmeat ilo,
Cotinliklo, zillot ilo,

Sen Poariye hormat ilo
Dolanmirsan, gara baxtim
(Boseri, 2021: p. 19).

As soon as Ashig Peri arrived in Shusha, she
quickly earned great respect among the prominent
and well-known poets of Karabakh and was counted
among the esteemed figures in all poetic and literary
gatherings. Due to her profound thoughts, fluent de-
livery, and quick-witted responses, she was highly
regarded among her contemporaries.

Elabbas Muznib, Literary scholar

Ashig Peri wrote primarily in the simple lan-
guage of the people, mainly in the style of folk poetry.
Rather than being considered just a poet, Ashig Peri
is a people’s bard. In her dialogues, she draws atten-
tion as a skilled and courageous woman of her time.

Salman Mumtaz, Literary Scholar

Each of Ashig Peri’s poems immediately reso-
nated within the literary community, leading to the
creation of several new poems and dialogues. The
celebration of free love, an optimistic spirit, a sim-
ple style, and other such qualities are among the key
characteristics of Ashig Peri’s creative work.

Fuad Gasimzade, Philosopher

Ashig Peri was at the center of attention among
the educated and scholarly literary figures of her
time. She received numerous written letters, both in
verse and prose, from all directions. In return, the
poetess inspired those who respected her by express-
ing profound emotions of truth, justice, respect for
humanity, pure love, and sincere friendship through
her harmonious poetry.

Ashig Peri was not only externally beautiful but
also internally rich in character, possessing a broad
worldview and a deep sense of spirituality. Her
beauty was praised in many qoshmas (couplets) and
goraylis (metrical verses).

Firidun bey Kocherli,Literary Scholar

Ashig Peri was a poet with an unprecedented
beauty, whose spontaneous responses in her verses
and her ability to engage in successful poetic ex-
changes with talented poets garnered attention. She
is the creator and founder of the women’s ashik tra-
dition.

A.Berje German Orientalist (Basori, 2021:
p.- 7-9)

It is worth mentioning that in honor of the
“Queen of Hearts” and the beloved figure, Ashig
Peri, the “ Ashig Peri Assembly” was founded on
September 22, 1984, at the Union of Writers of
Azerbaijan. This initiative was led by the People’s
Poet and Chairman of the Union of Ashigs, Huseyn
Arif, and Narinc Xatun. Over the years, Narinc Xa-
tun and Gulare Azafli have taken leadership roles in
the assembly. The current head of the “Ashig Peri
Assembly” is Parvane Zangezurlu. Furthermore, in
2014, the writer-journalist Elisahib Erogul ‘s 200-
page book titled “ Ashig Peri: Her Life, Environ-
ment, and Art” was published by the “Sharg-Qerb”
Publishing House.

When discussing Ashigs, it is impossible to ig-
nore the saz and its melodies. Therefore, we will
provide information here on the saz, its manufactur-
ing techniques, and the saz melodies:

The saz is one of our stringed musical instru-
ments. According to researchers, the history of
stringed instruments resembling the kopuz dates
back to the second millennium BCE in the East-
ern world. In the Belu temple of Nippur, which be-
longed to the Sumerians, an instrument resembling
the kopuz is depicted on a clay fragment, approxi-
mately four thousand years old. Another artifact,
dating back about three thousand years, features a
similar instrument on a Hittite monument. Compar-
ative analysis reveals that tribal communities living
in the territory of Azerbaijan used stringed musi-
cal instruments resembling the kopuz (Biinyadov,
1993: p. 182).

It should be noted that a significant number of
tasnifs (a type of folk song) and folk melodies spread
from Karabakh to various regions have their origins
in the saz tunes. The magnificent musical piece
known as the “ Karabakh Shikesti “ itself is a relic
of the ashig-saz style, which once held a prominent
position in this region. According to researchers,
Karabakh Shikesti “ was developed on the same me-
lodic framework as the “Choban Bayati” saz tune.
Currently, the “ Karabakhaghi” melody, which is
played in the ashiq environment of Urmia, shares
the same musical style as the ““ Karabakh Shikesti .

The “ Karabakh Shikesti “ /Karadagh-Tabriz
ashig tradition/ and “Shirvan Shikasti” /Shirvan
ashig tradition/ compositions, which have retained
their existence in many ashiq environments, show a
melodic similarity to the “ Karabakh Shikesti,” in-
dicating that all three shikestis are rooted in the saz
tradition (Qasimli, 2003: p. 220-221).
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The exact number of saz tunes is unknown, but it
is estimated that there are up to two hundred of them.
Throughout history, saz tunes have carried with them
emotions of joy, sorrow, longing, as well as feelings
of heroism. These saz melodies vary in terms of con-
tent, essence, sound, and their impact. For instance,
saz tunes such as “Divani,” “Jalili,” “Saritel,” “Dilqa-
mi,” “Keremi,” “Mansiri,” “Dubeyti,” “Borchal1 qay-
tarmasi,” “Irevan chukhuru,” “Orta saritel,” “Goycha
gulu,” “Misri,” “Yurd yeri,” “Ovshari,” “Qahra-
mani,” “Qaribi,” “Zarinci,” “Qarachi,” and others fall
into this category. The names of these saz melodies
indicate that some of them reflect the names of those
who first created the tunes (Dilgami, Keremi, Jalili,
Mansiri, Qahramani, Qaribi). As noted by research-
ers, the saz tunes “Saritel” and “Zarinci” were likely
named after the girls or women to whom they were
dedicated (Oliyev, 1995: p. 43).

As emphasized earlier, each saz tune carries its
own unique meaning, tempo, and evokes either a
sense of sorrow or joy. This is exemplified by the
following poem, dedicated to the performance of the
Dilgami tune:

Hans1 dagdi zirvesini qar alan,

Hansi diizdii ¢igoklori saralan,
Kimdi gedib 6zgosine yar olan,
Koniillorin sitemini bir do ¢al!

As1q dostum, “Dilgemi™ni bir do ¢al!

Gozler dolub, kirpiklars nem diisiib,
Ortaliga hasrat ¢okiib, gem diisiib,
Yaxs1 yerdo olimizoe ¢om diisiib,
Yohya bayin alomini bir do ¢al!
As1q dostum, “Dilgemi™ni bir do ¢al!

Yaz kovroler, payiz aglar, qis moler,
Bu hesrats dag inildar, das malar,
Gozsiiz qaldi gaynar gozlii gesmolor,
Nakam esqin alomini bir do ¢al!
As1q dostum, “Dilgemi™ni bir do ¢al!

Bundan artiq haray olmaz, iin olmaz,
Bundan artiq 6miir olmaz, giin olmaz,
Insafsizda insaf olmaz, din olmaz,

El dordini, el gomini bir do ¢al!

As1q dostum, “Dilgemi™ni bir do ¢al!

G0zl nurdan, dizi heyden ayrilib,
Baxti yatib, giinii goydean ayrilib,
Dostu xanim Yohya baydon ayrilib,
Falak kasib keramini bir do ¢al!
As1q dostum, “Dilgemi™ni bir do ¢al
(Yaqub, 1997: p. 110-111).
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When discussing the saz and saz melodies, it is
also important to address the technology of its con-
struction. Observations show that the saz-bond (the
instrument maker) selects appropriate trees, usually
mulberry or walnut, and cuts them down to make the
saz. He then dries the wood under suitable weather
conditions. Afterward, he divides the wood into
parts and carves it into the desired shape.

Incidentally, there is also information suggest-
ing that the saz can be made from date palm wood.
For example, referring to the poem of Ashiq Gur-
bani (15th—16th century), it can be inferred that
his saz was made of date palm wood. In his poem
“Agacdandir” (“It Is from the Tree”), Ashiq Gur-
bani metaphorically links both the saz and the
cradle where our mothers once lulled their babies
with a sweet lullaby to the idea that the foundation
of Prophet Musa (Moses) may have been from date
palm wood as well:

Sazim, gol menimlo danis,
Senin sslin agacdandir.
Agac dedim, bikef oldun,
Xurmadaki agacdandir.

Cagirin galsin asiqi,
Alemo salsin ig1g1,
Hoason-Hiiseyinin besiyi-
O da ki var, agacdandir.

Ey Qurbani, batma yasa,
Uzun s6ziin eyloa qisa,
Musanin olindo osa,-

O da ki var, agacdandir
(Qurbani, 2006: p. 45-46).

It is well known that the body of the saz is cru-
cial, and the creation of the body begins with prepar-
ing the ribs and the sides. First, the ribs and the sides
are flattened and immersed in water boiling over
a fire. Afterward, both parts are placed in a metal
mold to dry. After several days of drying, the parts
are removed from the mold and assembled together.
In the assembly process, wooden pegs and strings
are used.

Following the aforementioned process, the
sazbond (instrument maker) attaches the neck,
which he has already prepared, to the body of the in-
strument. The upper face of the saz is then glued to
the body after being dried at the proper temperature.
Subsequently, strings are laid across the chest of the
saz, with one end tied to the chest’s bridge and the
other passed through the neck’s bridge and strung
for the performers to tune. After all these prepara-
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tions, the saz is fully assembled and ready for use,
with its strap in place.

The sazs vary from one another. For instance,
the “jura saz” has five strings, the “tavar saz” has
nine strings, and the “ana saz” has more than eleven
strings. The strings are divided into three catego-
ries: zil (treble), bem (medium), and dem (bass). The
melodies of asig songs are typically performed on
the zi/ strings.

It should be noted that the frets of the saz play
a unique role in its sound production. Without the
frets, the saz would not produce sound, nor could
the frets exist without the saz. As stated in the ozan-
ashig encyclopedia, the sounds of the saz are gen-
erated through the frets, which determine the tonal
basis of the instrument. In traditional ashig termi-
nology, the main frets are called: bash (head), orta
(middle), shah (royal), ayag divani (foot), bayati,
kok (root), and bego (baby).

In addition to these main frets, there are also
supplementary frets called “yarimpards” (or “lal”,
“giil”, “kor” frets). Generally, experts have catego-
rized the frets of the saz as follows:

0 — aciq sim

1 — yarimpardo

2 — bas porde (bas divani, bas miixommaos
pardosi)

3 — orta pardo (iirfani, tocnis pardoasi(

4 — yarimpordo

5 — sah pordo

6 — yarimpardo

7 — ayaq divani pordosi

8 — coban-bayat1 pardosi

9 — yarimpardo

10 — kdk parde

11 — yarimpordo

12 — bego parde

13 — yarimpordo

14 — bas perdonin zili

15 — orta poardonin zili

16 — yarimpordo

17 — sah pordenin zili

18 — yarimpordo

19 — ayaq divani pardenin zili — son pardo.

Experts in the field also emphasize that one of the
key factors ensuring the richness of the harmonic lan-
guage in Ashig music is the performance of traditional
melodies in different roots. It is not coincidental that
the traditional roots of the saz are described as fol-
lows: “Royal fret root,” “Middle fret root,” “Head fret
root,” “Foot divani root,” “Bayati root,” and “Open
root” (History of Azerbaijani Music (From Ancient
Times to the 20th Century), 2012: p. 68-69).

In playing the saz, a plectrum (or tazons) is used,
which is traditionally made from the shell of a cher-

A lot has been written and said about the saz and
its sacredness. Many writers have never tired of glo-
rifying the saz, and, on the contrary, have enjoyed
doing so. One such example is the poem “Is this the
saz?” by our folk poet Z.Yaqub, which expresses
this sentiment:

Bu sazdimi, ovsundumu,
Telo bax Allah, telo bax!
Pordo tisto dalgalanan

Tiilo bax Allah, tiilo bax!

Bir dolisov atd1 yeno,
Haqqa catagatdi yena,
Yeri gdyo qatdi yeno,
Zilo bax Allah, zilo bax!

Ugan dagim, deram oldu,
Yanan bondim, borom oldu,
Mahmud doéndii Korom oldu,
Kiilo bax Allah, kiilo bax!

Nofsi tozo, nogmasi tor,
Xan Oslinin ditymasi zor.
Acilibd1 giimiis komeor,
Belo bax Allah, belo bax!

Uroyimi gan eloyon,
Bagrimi1 san-san eloyon,
Moni Zslimxan elaysn

Elo bax Allah, elo bax
(Yaqub, 1997: p. 104-105)!

As mentioned above, Azerbaijani Ashiq art,
which carries universal ideas, was included in
UNESCO’s Representative List of Intangible Cul-
tural Heritage, based on the final decision of the
UNESCO Intergovernmental Committee, at the 4th
session of the Committee for the Safeguarding of
the Intangible Cultural Heritage, held in Abu Dhabi,
United Arab Emirates, from September 28 to Octo-
ber 2, 2009.

The results of the research

The ethnological research conducted on the basis
of existing materials shows that, the results of the re-
search indicate that the outstanding artists who lived
and worked in the region we studied, such as Ashig
Gurbani (15th-16th century), Abdalgulabli Samed
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(17th century), Abdalgulabli Valeh (18th century),
Ashig Abbasgulu (19th century), Aghdabanli Gur-
ban (19th century), Ashig Shemshir (20th century),
and the famous bayati master Sar1 Ashig, played a
significant role in the everyday life of the people of
Karabakh. They contributed to the formation of tra-
ditions related to Ashig culture, the regulation of be-
havioral norms, family relationships, the enrichment
of worldviews, the diversification of the saz-word-
art world, and the transmission of cultural values
from generation to generation.

The research also shows that, The discussion’s
outcome shows that in the daily life of the people
of Karabakh, not only singers and mugham mas-
ters, but also both male and female Ashigs played
a central role. The performances of both male and
female Ashigs were part of public celebrations, such
as weddings, engagement ceremonies, holidays,
and family events, soothing the souls of the listen-
ers. From the discussion, it also became evident that
Ashig art in Karabakh did not develop any less than
mugham singing. The presence of Ashigs with rich
singing and playing abilities in the current regions
of Kalbajar and Lachin further clarifies this point.
That is, as in previous centuries, Karabakh remains

a cradle of poetry-art, saz-word, and mugham in the
modern era, and the diversified music culture in this
region continues to play an indispensable role in the
daily lives and lifestyles of the population.

Conclusion

Our historical and ethnographic research reveals
that, in addition to being known as a cradle of mu-
gham, the Ashig art in Karabakh was also widely
spread and became renowned. In the past, notable
figures such as Ashig Gurbani (15th-16th centuries),
Abdalgulabli Samed (17th century), Abdalgulabli
Valeh (18th century), Ashig Abbasgulu, Aghdabanli
Gurban, Ashig Shemsir, as well as the famous bayati
master Sar1 Ashig, and female Ashigs such as Ashig
Peri, Ashig Zohra, Ashig Gulzar, Ashig Shefige,
Ashig Selbi, and others, contributed to the develop-
ment of this art. Their work, their creativity, their
mastery of the saz and their poetic compositions, as
well as their recitals of bayatis, became a source of
spiritual nourishment for the people, enriching their
inner worlds. The traditions left by such great mas-
ters of saz-word and bayati poets continue to be up-
held by the people of Karabakh to this day.
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