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Abstract

Inn the modern world, the role and value of works of fine art is growing in human life, s aesthetic education,
the formation of artisiic thinking and personal intellectiwal development. Because through i1, a person can realize
his destre to understand the vealities. Art s a whole that emerges through the combined materialization of the
tnner and outer worlds of the artist who created it. In one case or another, the artist is formed in accordance with
certain cultural conditions and inherits the cultural traditions of the curvent historical period fwithout much wi-
dersianding). Thevefore, sometimes works of art can be considered as a mirror that reflects all the features af
soctety. The traditton reflected in this mirvor, playing one of the main roles in the formation of artistic thinking,
on the one hand, aims to protect the complex artistic experience, on the other hand, becomes an tmiegral part of
madern thinking. This article is written 1o see the relationship between the categories af “tradition " and “'mo-
dernity’ and to shave the ideas and thoughts that surrownd them.

Penwome: “Tpoduyuds w «coSPEMERHOCMEY  [Hosamopcmen) ofpafom dualesmuyechoe  edurcmeo,
OOECNEYIENR NEADCIHOCTE TVOONCECTHEERROD MBIUAERUR 8 Nexodd uz yeaosud eco patsumus. Hecwompr wa
HENTMERHOCIE KRV, COSOUHRIDIEA0 CETIN NOKOTERI, MPaouyLA, KOMopas sceadn OCMaemcs armyaibHo,
OOHAPVMCIEIER  CR0  HEOGXOMMVI0  HPHNACHAOCHS K SEWHOCHN 3 HEROROTEOMMBLM  WCHUMAM kAR &
CVIECTEVIOLEN IMHOKBRVIHOM ofwecmae, max e kax & ofwecmee & yerow. Xvdosenur npudaem ceotm
padomay fruocoghorn cuwer, coz0nend CcaRTE C MPaOUNUAMLY U CONPURTCARCE & Yernocmam. Tpadtyus - 3mo
HE MOIBNG MPOYecse omoopd, He § womopuysecsy CchopaiposaEnDe pasaimue i repedaua XVdomecneeHos0
oneima. Eao credyem onpe0etims He motsED Kax QINT0CME CIMWE, HO U KGK VEMOTHUERIT MEXQHUIM S0CHPIAmus
s, Jpveot crosds, oRd nodpaivaegaem doastie QIuTocms RpuEYEN0e, a He podcmean ghopa, He omoetsHme
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One of the questions facing art critics and
researchers for many vears is the problem of
“tradition” and “'modemnity”’. Although not as much
as ant itself, the views and opinions of scientists
studying this problem are quite different, contradictory,
and at the same fime interesting. The scientifically
accurate definition of the categories of *“tradition”™ and
Umodernity”” in art is also important for cultural
managers. Thanks to this, 1t 15 possible to understand
the true philosophy of cultural processes in the world
and in the country and make the rnght decisions. In my
opinion, the problem of *"Tradition and modermity™” in
art criticism can be considered from two aspects: the
life of tradition is a continuation of tradition in modern
reality, the stability of certain concepts and plastic
formulas, the confrontation of “’traditional™ and
“ewvilized™ societies, which created in ancient times
and uniquely expresses the identification of a known
locus amd ethnos, as well as “"tradition-modernity™.
Both aspects have engaged the attention of researchers
for many years. According to them, these concepts

should not only be defined as independent problems,
but 1t 152 important to approach these aspects in this way.

The tradition 15 considered as an independent
phenomenon by many. Tradition has become a tool of
thought in many fields of humanities, first of all
philosophy, ethnology, sociology, political science and,
of course, culturology, as well as many specialists in
the field of art.

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

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

The definition of tradition in the context of artistic
creativity often intersects with the points that present
the above-mentioned tradition in philosophical and
social categories. Thus, AA. Kamensky defines
tradition as “'the transmission and development of
artistic experience, the selection process, mastering””
[5, 222]. By the author the concept of tradition is also
applied to the forms of fine arts, which are based on a
system of separate means of expression. In essence,
“"the main internal merit of the antistic tradition 15 the
figurative-philosophical, spiritual, aesthetic concepts
taken in the process of concrete figurative realization
and development™ [5, 222).

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

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

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

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

In the twentieth century, attempts to break ties
with tradition have led to new forms of expression, as
well as a new understanding of the mission of existence

and art, and even the popularization of the relationship
between tradition and modernity. In addition, in the
1960 and 19702 (partly in Sowviet art eriticism),
everything created by the artist was subjected to a
specific test to determine whether it was more or less a
conservative or experimental entity.

The existence of the categories of tradition and
modernity in artistic practice since the 1970s can be
summarized in terms of several typological approaches.
This is primarily due to the fact that professional artists
refer to traditional folk motifs, ormaments, as well as
tricks. The second approach is related to the indirect
sequence of its pure primary forms in the life of folk
art. The third principle of interaction is related to the
stylistic tricks of modern and traditional cultures in
professional creativity based on examples of folk ant
{decorative-applied).

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

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

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

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

Regarding the problem of "genetic memory of
culture”, the issues of national form and national style
in modern Azerbaijani art are considered in A
Kamensky's article * " Tree of Tradition™ . The author, in
a partially incomprehensible way from the point of
view of the world's art, refers to the East, as well as to
Azerbaijan (as opposed to the “"concrete plastic
image”" of Europe), the five spheres of artistic activity.
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The researcher substaatiates the fundamental lack
of interest of Azerbaijani artists in the plot, the
specificity of the embodied moments, images, their
approach to the “big problem’™: “The natural and
purposeful trznsition from the defined descriptive
sticture to the emotional poetic image s a
characteristic  feature of medieval Azerbaijani
miniatures. It is important for us that they describe a
specific event __. not at the local-spatia’ boundaries, as
if ' the arena of the universe; any personal goal, mainly
in the Azerbaijani miniature, became a broad image of
lifz as a whole ”[4, 17].

It can be assumed that, in a sense, the careful
interest in the emergence aad connection of modern art
with the national tradition in Soviet ant was aimed at
protecting  varipus  experimental, non-conformist
manifestations  from the attacks of ideologieal
controllers. The goal was o prevent this or that work
(literature, music, fine arts) from being realized
idealogically (as well as aristically). A: the same time,
the deeply coded idea of *"genetic™” natiznal knowledge
was not expressed in quotations, stylzation or even
figurative conmotations, but justified for varous forms
of innovation. Similar processes were observed in
litzrature, theater, and music in parallel with the fine
ans. In order to defend the Third Symphony {1965), a
truly great work of the great Azerbajani composer,
(Gara Garayev, with the help of variows techniques of
music-theoretical analysis, musicolozists found it
compatible with the Azerbaijani nmational mugam
“Shur™ in the dodecophonic sound of this work.
Thanks to this trend. the national form was declared an
immanent category of art. At the same time, the time
coanection of different layers within the same culre
emerges in ¢ new understanding of archaic and
subsequent layers. Thus, the percepion of culure
acquires a sterepscopic essence that has a deep
perspective.

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

Thus, in the words of various researchers, the
general conceat of natiomalism in art is as follows:
“"This is a special, unique configuration of the basic
values of the elements common to all mankind: 7.
common values for all peoples are placed in different
proportions. It is a spesial structwe of common
elements for all people and has a national character in
the sense of a '"national medel of the world."[1, 77].

Tradition itself contains a whole complex of time
and substantive relations. In artistic thinking, it
determines nol only the object of heritage, but also the
process of transmission (inheritance) of heritage, as
well as the attitude of different generations to the
heritage. By playing one of the man roles in the
formation of artistic thinking, tradition, on the one

hand, is aimed at protecting complex  artistic
experience, on the other hand, contributes to artistic
interpretation by becoming an integral part of modemn
thinking. The exiting tradition in artistic thinking is
also the dialectical connection of the socizl conditions
of life and the result of a certzin artistic strueture. The
basis of each tradition is a certain system of values. The
stability of tradition and its devotion to socety depends
on the importance of this system of values in society..

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

Conclusion. Thus, ““tradition”™ and *"modernity™
(innovation) form a dialectical unity, ensuring the
integrity of artistic thinking and based on the conditions
of its developmeat Despite the immutability of the
circle that connects the generations, as always, the
tradition, which is always actual, reveals its necessary
relevance to etemity and usshakable tuths in the
existiag ethnoculiural society. The artist, who comes
into contact with tradition, thus gives philosophical
meanng to his works by coming into contact with
values. Tradition s not only a process of szlection, but
also  a  historically  formed  development  and
transmission of aristic experience. It should be defined
not oaly as a closeness of style, but also as a stable
mechanism of perception of the world. In ather words,
it implies the closeness of principles rather than Kinship
of forms, the systzm of their relations as 2 whole, not
individual elements..
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