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Abstract

The article analyses the features of the crowd scenes’ structure in the operetta “O olmasyn,
bu olsun” (1910) by the outstanding composer Uzeyir Hajibeyli (1885-1948), who founded
the Azerbaijani professional composer school at the beginning of the 20th century. In this
operetta rich in comic imagery, the composer’s style is reflected in choral scenes influenced
by harmonious recitatives and musical patterns and analyzed as a philosophical sphere of
reflection of events in the comical plane. He also interprets the development of the operetta
genre as a genre of contemporary music in the professional traditions of Western European
music in Azerbaijan, as well as the features of intonation that are relevant in Azerbaijani folk
music in terms of its structure and thematic focus. 73

The purpose of the research is to analyze the modal features of the operetta “O olmasyn,
bu olsun”. For this, the variety of characters available in the work, the line of development of
these characters as an issue to study the compatibility of the inner world of characters, given
both emotionally and comically, come to the fore. It is also noteworthy that the comparison of
moods and intonations in the events taking place in the crowd scenes is naturally reflected here.

The research methodology draws attention to the comparative and historical analysis of
music theory and history of music, axiological and cultural approaches. Here, the principle of
using texts in musical scenes reflects the originality of the composer’s style. Our analysis made
it important to consider the research of various researchers who adhere to the principle of
secularism.

The scientific novelty of the research lies in the fact that for the first time in U. Hajibeyli's
operetta “O olmasyn, bu olsun”, an extensive analysis of fret features in crowd scenes with
different editions was carried out. The emergence of these features also serves as an example
for musicians and composers working in the field of musical composition.

Conclusions. The analysis of the modal intonations’ features of crowd scenes in the
operetta by U. Hajibeyli “O olmasyn, boolsun” shows the clarity of the intonation principles in
Azerbaijani folk music from the point of view of the correspondence of images. This aspect
also shaped the composer’s intonation concept. Musical materials suitable for the composer’s
comedy scene explain the different situations of the protagonist. The article draws attention
to the combination of images and choral performance used in public scenes, for example, the

© Naiba Shakhmamedova, 2021 Recieved 29.01.2021

musical-art.knukim.edu.ua



ISSN 2616-7581 (Print) BicHMK KIBCbKOIO HauiOHanbHOro YHIBEPCUTETY
ISSN 2617-4030 (Online) KynbTypn i MycTelTs. Cepid: MyauiHe MUCTELTBO 2021 - 4(1)-73-88

combination of mood and intonation. The use of historical, musical theory, composition, modal
intonation features on the public stage is more consistent with the fret concept created by the
composer U. Hajibeyli.

Keywords: crowd scenes in an operetta; modal-mugham features; modal-intonation
concept; musical genres; analytical principles

Introduction

Prominent Azerbaijani composer, musicologist, scientist, publicist, playwright,
pedagogue, and public figure, founder of modern “Azerbaijani professional music and
national opera” Uzeyir Hajibeyli has been a genius artist and founder of the Azerbaijan
School of Professional Composition since the early twentieth century gained fame
(Shteinpress & Yampolsky, 1966, p. 103). Interesting and attractive aspects of his work
were the formation of the composer’s broad outlook. “Apart from the genres of opera,
operetta, oratorio, song, etc., he also wrote an arithmetic textbook, which is necessary
for the education of children, as well as the “Turkish-Russian and Russian-Turkish
dictionary”. He translated the story “Shinel” [Overcoat] from Russian into Azerbaijani
(Gasimova & Bagirov, 1984, p. 47). “The composer began to engage in this activity
mainly after graduating from the Gori Teachers’ Seminary, i.e., in 1904” (Babayeva-
Tagiyeva, 2011, p. 68). The works of U. Hajibeyov, who left deep traces in the history of
Azerbaijani composition, are considered to be the pearls of world music. The musical
comedy “O olmasyn, bu olsun” that we are looking at was written by the composer

74 in 1910. This was the second work of the composer in the genre after the musical
comedy “Husband and Wife”. “It should be noted that the comedy genre, an ancient
genre, has been promoted in Western Europe since the Renaissance and by travelling
artists, formed in the ltalian theatre in the 18th century, and later as an operetta genre in
professional theatre and music of German, French and other nations. has also found its
embodiment.” (Zilberkwit, 1988, p. 277). It was at the beginning of the 20th century that
U. Hajibeyli’s appeal to the operetta genre, as well as other genre works, was a cultural
event of the time. Among the musical works written by the composer, musical comedies
have been loved by listeners since their inception and have retained their reality. At first,
the musical comedy “O olmasyn, bu olsun” had three scenes. However, the composer’s

“Bath” scene was added to this work in 1915, which was perfected as it was staged. Thus,

the work had 4 scenes. U. Hajibeyli used Azerbaijani folk music in the work, and ghazals
of the medieval Azerbaijani poet M. Fuzuli in arias and choirs. The title of the work was
first mentioned in the April 7, 1911 issue of the “Kaspi” newspaper. The premiere of
the musical comedy “O olmasyn, bu olsun” took place on April 25, 1911, at the Mayilov
Brothers Theater in Baku (now the Azerbaijan State Academic Opera and Ballet Theatre
named after Mirza Fatali Akhundov). The conductor of the theatrical performance was
the author of the musical comedy Uzeyir Hajibeyov himself. The libretto of the comedy
was first published in 1912 in Baku by the Orujov Brothers Printing House. After that,
it appeared in several staged versions of musical comedy. The work was translated
into various languages and staged in many countries around the world. “Based on this
comedy, the famous Azerbaijani film director, honoured art worker of the Azerbaijan
SSR Huseyn Seyidzade made his first film in 1956” (Rahimli, 2005, p. 139).
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Main research material

Printed versions of the libretto of the work existed in 1912-1916 in 3 parts and
1918 in 4 parts in the Arabic alphabet. However, the note was published in 1959 at the
Institute of Architecture and Art of the Academy of Sciences of the Azerbaijan SSR
during the Soviet period.

However, many scientific and cultural events held in our country in modern times
created newly printed versions of this work. An example of this is the publication of
the Mashadi-Ibad operetta piano by composer Sardar Farajov in 2007, followed by the
Heydar Aliyev Foundation and the Friends of Azerbaijani Culture Foundation in Baku
in 2008.

U. Hajibeyli's musical comedy “O, olmasyn bu olsun” not only reflects many critical
characters but also attracts attention with its crowd scenes. In contact with the cho-
ral numbers in the operetta, the embodiment of different images, presented in a comic
and satirical manner, is distinguished by its importance. The numbered presentation
of music on the stage shows its programmatic nature. Choir numbers also play a spe-
cial role in the work. The chorus numbers reflected here are mainly from 2 aspects.
The first of these can be seen as arias and duets sung by comic characters of choral
numbers, and the second as performances of critical objects directed against those
characters. The music used here on public stages is also noteworthy in terms of its
accompaniment. In particular, the principle of choral numbers and their accompa-
niment has expanded in the work of U. Hajibeyli in the following years and has had
a unique impact on the work of many Azerbaijani composers in the twentieth centu-
ry. “Among them are the works of such composers as G. Garayev, J. Hajiyev, J. Ja-
hangirov, R. Shafag, S. Mutallibov, N. Aliverdibeyov, E. Karimova" (Rustamova, 2012,
p. 7).

In the musical comedy “O olmasyn, bu olsun” written by the composer in 1910—
11s, which was staged many times since its inception, U. Hajibeyli used both bureau-
cratic-despotic and people’s remaines of bourgeois society during the use of choral
numbers on public stages. “Azerbaijani folk music, dances, mugham pieces, etc. are
widely reflected in the musical material used in the curtains and numbers of this work”
(Zohrabov, 1991, p. 6).

In general, in the editions of the work published in 2007-2008, the operetta con-
sists of 24 performances in 4 acts. The operetta contains 10 performances, including
“Antrakt” in the 1st act, 8 in the 2nd act, 1 in the 3rd act, and 6 in the 4th act. Choir
numbers used in public scenes include “Prologue” after “Overture”, “They say there
will be a wedding”, (Deyirler ki toy olacaq) “Mashadi-lbad’s fight” (Meshedi iBadin
davasi), “Choir of coaches”, (Qocularin xoru) “Nothing like this”, (Bele ish olmaz) “It
can't be that you” (Boyle olmazki sen), “Congratulations of the people to Mashadi-
Ibadi” (Camaatin Meshedi Ibadi tebrik etmesi), “In the bath”, (Hamamin ichinde), “Let’s
go and tell the judge” (Gedek qaziya deyek).

However, the modal-intonation features present in the work are more closely con-
nected with the lyrical, lyrical-comic, and enthusiastic characters of the characters,
along with the choral numbers in the mass scenes. “Composer, U. Hajibeyov in these
scenes widely used rast, shur and segah intonations” (Shikhaliev, 2015, p. 13). “Un-
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doubtedly, it was also influenced by the traditional Azerbaijani professional music of
the oral tradition” (Zohrabov, 1996, p. 3).

The choir number used in the “Prologue” is addressed to the eternal heroes of
the poem “Leyli and Majnun” by the great Azerbaijani poet Mohammad Fuzuli: Leyli
and Majnun: “Who cares, says the creature that Leyli was a stranger, this is nonsense,
this legend has fallen into the mouths of the people” begins with the words (Hajibeyov,
2007, p. 1117).

The number is available in Andante in 3/4 size. The 1-period musical sentence
used here is repeated for the second time in a variant. However, the repetition of
the variant ends with the imitation of the last phrase given in the female voices and
the postlude of the accompaniment. Here the composer refers to the sound of a shur
magam using shur intonations.
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In the first act, two choral numbers are used in the mass scene, such as “They say
there will be a wedding”, “Mashadi-Ibad’s fight”.

Choir Scene 8, entitled “They say there will be a wedding”, is presented in Alle-
gretto in the form of a simple 2-part (a + b) couplet with a square period of 6/8. The
main comic characters of the work, such as Hasangulu bey, Rza bey, Asgar bey, Hasan
bey, Rustam bey, Mashadi Ibad are reflected. These images, in turn, act as melodic-
episodic dialogue phrases in the question sentence with the pieces of music to which
they belong to. The response sentences are completed by the men choir. Shahnaz in-
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tonations are noticeable during the performance. These intonations correspond to the
sound of the A shur moment. The phrases repeated in the 1st period and the chorus'’s
answer refer to the sura of the A shur. However, in the second period, the repeated
phrases are E shur-shahnaz, and the chorus’s response is again expressed by refer-
ring to the A tonal sound. (O Maye Pardesi)
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The scene consisting of the performance of Hasan bey, Mashadi-lbad, and the
choir No. 9 called “Mashadi-lbad’s case” is given in 6/8 time in Allegro. This number
consists of only 1-period sentences, starting with 2-digit input bars. Here, mostly
segah intonations correspond to the sound of A segah. The first sentence, which be-
gan with the speech of Hasan Bey, and the second sentence of the Sikasteyi-Fars,
which belongs to the A segah, show itself about the leading tone of the maya (tonal
sound). However, at the end of each of the 2 phrases, the main tone of the A segah is
referred to.
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The male choir used in this issue draws attention to the variant image of the same
musical phrase. In the speech of Mashadi-lbad, in the first sentence, reference is
made to the veil of fa belonging to A segah. The second phrase again shows itself by
referring to the leading tone. At the end of each of the two phrases, the main tone of
the A segah is referred to again.
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In the second act of the operetta, “Aries Choir” is presented with its artistic aspect
and a male choir in a kind of angry, emotional, and comic image. “Aries Choir No. 14" is
a duet of Sarvar and Gulnaz, as well as Sarvar's exchange with the choir. Mainly cou
plet-rondo structure: (a + b + ¢ + b1) Tempo di Marcia, tempo is presented in 2/4 time.

A 12-digit square period is used in this section. Right intonations are heard during the
melody. These intonations correspond to the sound of the right moment. Each of the
periods in the sections is repeated twice. The end of the question sentence ends in
the upper apex tone of the base belonging to the H in Rast, and the answer sentence
ends in the bases sound (tonal) of the B Rast. 79
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In part B, the duet of Sarvar and Gulnazin is visible in the party of choir voices
and accompaniment. Here, in the question sentence, especially the intonations of the
Ushshag fret show themselves. The end of this sentence is connected with the Ush-
shag fret of the right hemisphere. The answer is based on the Sikasteyi-Fars mode.
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However, the end of the sentence is again connected with the tonal base sound of
B Rast.

Then, in section c, Sarvar's appeal to the coaches is reflected. The part used in
this section is repeated twice. The question sentence of the part contains 4 syllables
and reflects the intonations of the Hijaz. This, in turn, is due to the D Hijaz sound be-
longing to the left council. The answer refers to the left-hand part of the left council.
However, during the second repetition of the same part, the answer is expressed in
the expanded form of the sentence and finally manifests itself in the modulation of
Bayati-shiraz intonations. The end of the part is based on the bases sound of the left
Bayati-shiraz. Then the transition to section b occurs again. This section ends with
a choir performance.
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One of the special places in the operetta is occupied by choir number 14 “No such
thing”. This reflects the moderato tempo and 3/4 scale. The choir number consists
mainly of 1 period and is repeated in the part of the mixed choir and Mashadi Ibad. The
melodic text, performed by a mixed choir after the introductory verses, clearly reflects
the condemnation of Mashadi Ibad in the face of a kind of people. The question sentence
of the period is repeated twice by the choir. Shur intonations are heard during the sounds.
These intonations correspond to the sound of the A Shur moment. During the perfor-
mance of the question sentence, the first time refers to the bases sound to the A council,
and the second time refers to the D Shur-shahnaz sound belonging to the A council. In
the phrases that exist in the answer sentence, there is a transition to the sound of A Shur
do. At the end of this melodic sentence, the base sound is referred to again.
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The men’s choir and Mashadi Ibad’s performance, which is given as number 17 in
the work, attracts attention with the chorus “It's not like that, you”. Here the tempo di
Marcia and the 6/8 dimension are reflected. This number is based on the small cou-
plet shape structure with a + b structure. Part a of the number is based on a melodic
sentence consisting of 1 period. This melodic sentence is based on intonations. This
is in line with the sound of the moment.
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Tempo di marcia
T ,Q:nzp - - f e :
|’k oo e ° [ o -
Boy- lo ol- maz| ki san
f A A -
o)y - - P N o I\, LI
B. .z"‘g‘z S — s 7 va F—p
I Boy- lo ol- maz ki ki son
Tempo di marcia
- .. ..
e S S e e e
Pno. f . . f f ‘f’
N D g I & I & I P I & I & T h—- I
S —— —— e — — = s o—]
\

B\
B\

Shakhmamedova, N. Modal intonation features of crowd scenes in the operetta
‘0 olmasyn, bu olsun’ (‘Not that, so this") by U. Hajibeyli

81



82

ISSN 2616-7581 (Print) BicHMK KIBCbKOIO HauiOHanbHOro YHIBEPCUTETY
ISSN 2617-4030 (Online) KynbTypn i MycTelTs. Cepid: MyauiHe MUCTELTBO 2021 - 4(1)-73-88

Mashadi Ibad’s speech covers section b in nuance f. Here, the intonations of the
Rast belong to the veil of the F Erag, which sounds one octave higher than the base
sound of the Rast. Here the question manifests itself in the curtain of the end of the
sentence si bemol Husseini. The answer is first in Mashadi Ibad’s party, then in the
chorus repeating this party. The end of this period also ends with the base sound be-
longing to the F Rast point.

In the operetta, the public’s congratulations to Mashadi-lbadi are given as num-
ber 18 as the “Choir and Mashadi-lbad” scene. It starts with entry bars of the per-
formance entry bars. The melody used in the performance is then repeated in mixed
choral sounds and then repeated in Mashadi-lbad’s party in the form of a square pe-
riod. However, the same period is played in a varied way after the Mashadi-lbad’s
part, again in choral voices. Right intonations are mainly used here. These intonations
correspond to the sound of the right moment. Here, in chorus sounds, reference is
made to the lower lead tone of the C base sound at the end of the question sentence,
and the bases sound in the answer sentence. Only in Mashadi-lbad’s party, at the end
of the question sentence, reference is made to the lower quartet of the bases sound,
and again to the C base sound in the answer sentence. The 2™ act ends with this
scene.

Nel8. Xor va Mbasadi Ibad
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In the third act of the operetta (3rd assembly) only one choral number called “In
the bathroom” is given. This piece is in the form of one part and is presented as a choir
number 19 in the form of song and dance. The song and dance based on that part are
repeated, first as an instrumental interlude and then in the male choir. Here you can hear
6/8 (3/4) chorus intonations on con moto. These intonations correspond to the sound
of the F Shur mode. At the end of the period’s question sentence, the C Hijaz, which
belongs to the F Shur, is referred to, and in the answer sentence, the A Zamin-Khara and
F base sound are referred to. Depending on the content of the operetta, the performance
scene is reflected after the first performance of this choir. Then the choir and accom-
paniment repeat the second answer sentence of the part. At the end of the chorus, the
answer sentence is repeated with instrumental performance in the form of a postlude.

Nel9. Xor: "Hamamun icinds..."
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Here, in the 4th act, the choir number “Let’s go to judge” is again presented in
Allegretto grazioso in 6/8 meter. This scene, which is composed of a mixed choir, Ma-
shadi-Ibad, and servant Sanam’s question and answer, is again reflected as number
1, as a 1-period melodic sentence. The question sentence of the period is repeated in
only 4 bars. However, the answer sentence is expanded to include the chorus question,
Mashadi-lbad, and servant Sanam’s reply. After the repetition of the periodic sen-
tence in the chorus in Mashadi-Ibad’s party, these reply replications are declamatory.
It is presented here in con moto in 6/8 (3/4) time. During this period, mostly Shur in-
tonations are heard. The intonations of the period corresponding to the sound of the
A Shur fret. Here, the question sentence refers to the E Hijaz belonging to the A council,
and the answer sentence refers to the base sounds.
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The end of this act and operetta is completed by the final chorus. The final number

Rast intonations are heard during the melody. These intonations correspond to the

G sound of the Rast mode of encounter. Here, in section a, the question phrase based on

formed by Mashadi-Ibad. Here the couplet variant form shows itself in the form a + b.
D Sikesteyi-Fars, and the answer phrase bases on the base sound of the mode.

Choral sounds are mainly reflected in tempo di Marcia, 2/4 time.
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In part b of the period, the question begins with Mashadi-lbad’s party. Then the
answer sentence is reflected in the mixed chorus sounds. In Mashadi-lbad’s party, the
question sentence refers to them based on G sound in Rast mode H sound of Ushshak,
and the answer sentence refers to the base sound performed by the choir. Here the
whole repetition of the period is repeated in the performance of the choir. The work
ends with a final chorus culminating in the ff nuance, about the G Erag sound of the
Rast mode.
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Conclusions

Thus, we see the importance of modal intonation structure of choral numbers in
the mass scenes of the operetta “O, olmasyn bu olsun”. Namely, these features of
U. Hajibeyli's compositional style are an example for today in terms of compositional
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style. In this musical comedy, the positive and negative aspects of the real events that
took place in the real life of the Azerbaijani people at the beginning of the last century
are reflected in the musical language in both comic and satirical terms, which gives
the composer a broad outlook. Through the language of music, he manages to reveal
the nature of the various images that exist between the masses and the people. These
aspects resonate with us, and now the composition is an example for our school.
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0COBJIMBOCTI TIAAOBOI IHTOHALLIT MACOBUX CLLEH OMEPETH
«O OJIMACWH, BY OJICYH» («HE TA, TAK Lifl») Y. TAIDKUBENI

Hai6a LLlaxmamepoBa
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AHoTauyis

Y cTaTTi aHanisyloTbCcsi 0CO6AMBOCTI 6yOBN MacoBMX CLeH B onepeTi «O ofiMacuH, 6y
onicyH» (1910) BuaaTHoOro KommnosuTtopa Yaeipa Magxubeini (1885-1948), Akuit 3acHyBaB
asepbankaHcbKy npodeciitHy KOMMO3UTOPCbKY LKoY Ha noyaTky XX cT. Y uii, 6araTiit Ha
KOMiYHy 06pa3HicTb onepeTi, KOMMNO3UTOPCbKUI CTUMb BiLOGPaXKeHWIN B XOPOBUX CLieHax nifg
BMNJIMBOM FapMOHINHUX peynTaTMBIB i My3UYHUX MATEPHIB i aHanisyeTbcsa fK dinocodcbka
chepa BifLoOpaXKEHHS MOAIN B KOMIYHOMY MnaHi. BiH iHTEpNpeTye po3BUTOK ONEPETU SIK XXaHpy
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Cy4yacHoi My3unku B NpodeciHux Tpaauuisx 3axifHOEBPONENCHKOI My3uKn B A3epbaniKaHi,
a TaKoXX 0COB6NMBOCTI IHTOHaLI, iKi akTyanbHi B asepbaiyKaHCbKin HApOAHIA My3uLi 3 TOUKM
30py 1 CTPYKTYpY | TEeMaTUYHOI CPSAMOBAHOCTI.

Meta pocnig)XeHH — npoaHanisyBaTu nafosi oco6auBocTi B onepeTi «O ofiMacuH, 6y
oficyH». [1Ns UbOro Ha MepLUMi NnaH BUXOAUTb PISHOMAHITTS HasiBHUX Y TBOpi 06pasis, niHist
PO3BUTKY LMX 06pasiB K NMUTaAHHS AOCHIAXEHHA CYMICHOCTI BHYTPILUHbOrO CBITY MEPCOHAXIB,
3aflaHnNX K B eMOLINHOMY, TaK i B KOMIYHOMY MnaHi. [pUMITHO TakoX, WO TYT 3aKOHOMIpHO
BiA6MBAETHCA 3iCTAaBMEHHS HACTPOIB | iHTOHALIM B Noginx, WO Bif6yBatoTbCA B MacOBUX CLiEHax.

MeTogonorisi BOCNiA)KeHHA I'PYHTYETLCA Ha BUKOPUCTAHHI MOPIBHAIBHOIO i iCTOPUYHOIO
aHanisy Mysu4yHoI Teopil Ta iCTOpil My3WKMK, aKCiOfIOrYHOro Ta KyfnbTyponoriyHoro niaxody.
MPUHLMN BUKOPUCTaHHSA TEeKCTIB B MY3WYHUX CLUEHax Bigobpaxkae CBOEPIAHICTb CTUAIO
KoMno3uTopa. Haw aHanis 3po6us BaXXIMBUM PO3MNag AOCNILXKEHDb Pi3HUX AOCNIAHMKIB, AKi
OOTPUMYIOTBCS MPUHLMIY CEKYNIAPU3MY.

HaykoBa HOBU3Ha JAOCHNiA)KEHHS MOJisirae B TOMY, Lo Bneplle B onepeTi Y. Fagxubenni
«O onmacuH, 6y ONCyH» MPOBEeAEeHO aHanis NnafoBUMX OCOB/MBOCTEN B MacOBMX CLieHax
3 pisHUMKM pepakuismn. TMosiBa LMX OCOGMMBOCTEN TaKOX € MPUKIAAOM AS1S My3UKaHTIB
i KOMMO3UTOPIB, SIKi NPALOIOTb 3 MY3MUYHOK KOMMO3ULED.

BucHOBKU. AHaNi30co61MBOCTEN Naf0BUXiIHTOHALIN MacoBUX cLeHBonepeTi Y. Magkubenni
«O onmMacuH, 6y OJfICyH» MOKasye ACHICTb MPUHUMMIB iHTOHaUil B a3epbaigykaHCbKil
HapogHii Mysuui 3 TOYKM 30py BigMOBIAHOCTI o6pasiB. Lleit acnekT Takox chopmyBas
iHTOHaUiNHY KoHUenuito KomMnosutopa. Mysu4yHi matepianu, ski nigxogaTb ANs KOMefinHol
CLEHN KOMMO3UTOpPa, MOSICHIOTb Pi3Hi cuTyaLil ronoBHoro reposi. CtaTTa 3Beprae yBary
Ha MnoegHaHHsi o6pasiB i XOPOBOro BWKOHAHHS, BMKOPWCTOBYBAHMX B MYyGMiYHMX CLEHAX,
Hanpuknag, NoefHaHHs HacTPOK Ta iHTOHaUil. 3pO3yMino, WO BUKOPUCTAHHS Ha Ny6AiyHin
CLeHi iCTOPMYHOT, My3WYHOI TeOpIl, KOMMNO3KLi, Nafo0BO-IHTOHAUINHMX 0CcOBNMBOCTEN BiNblue
BiZNOBiAae NafoBiit KOHLUENLii, CTBOpPeHiit KoMmnoauTopoM Y. Magxubeini.

Knio4oBi cioBa: MacoBi CLIEHM B OMepeTi; nafo-MyramHi 0co6MBOCTI; 1afoBO-iHTOHaUiMHa
KOHLeruis; My3UYHi XxaHpu; aHaniTUYHi NPUHLMNN

OCOBEHHOCTW NAJ0BOWU UHTOHALLMM MACCOBbBIX CLLEH
OMEPETTbI «0 OJIMACbIH, BY OJICYH» («<HE TA, TAK 3TA»)
Y. TAAXUBENIN

Hau6a LLlaxmamepgoBa

JAOLEHT, LOKTOP (nocopum no uCTopum NCKyccTs;
ORCID: 0000-0001-7622-7146; e-mail: naibe.shahmemmedova@mail.ru
AsepbaiifxaHcKas HaynoHaibHasi KoHcepBaTopus, baky, AsepbaiigxaH

AHHOTayunsa

B craTbe aHanM3upytTCc OCOGEHHOCTM CTPOEHUS MAacCOBbIX CLEH B oOrepeTTe
«O onmacblH, 6y onicyH» (1910) Bblaatolleroca Komnoautopa Yseupa Fagxuébeinm (1885-
1948), ocHoBaBlLEro asepbanmykaHCKyro MpohecCUoHanbHy0 KOMMO3UTOPCKYH LIKOMY
B Havyane XX B. B aToi, 6oraTtoin KOMUYECKON 06Pa3HOCTbIO ONepPeTTe, KOMMO3UTOPCKMUIN CTUNb
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OTpa)K€H B XOPOBbIX CLEHax Mof B/IMAHWEM FapMOHMYHbBIX PEYUTATUBOB U MY3blKasIbHbIX
naTTepHOB W aHanu3upyeTca Kak dunocodckas chepa oTpaxeHUs CobbITU B KOMUYECKOM
nnaHe. OH WHTepnpeTUpyeT pasBUTME OMepeTTbl KakK >aHpa COBPEMEHHOW My3blKu
B npodeccuoHanbHbIX TpaauLMsX 3anaiHOEBPONENCKOM My3blki B AsepbaiifyKaHe, a Takxe
OCOGEHHOCTM WMHTOHAUMKW, KOTOpble akTyaslbHbl B asep6alfyKaHCKON HapoAHOW My3blke
C TOYKM 3PEHUSA €€ CTPYKTYPbl M TEMATUYECKOWN HanpaBIEHHOCTM.

Lenb wuccnepgoBaHua — npoaHanusvMpoBaTb fafloBble OCOGEHHOCTM B OnepeTTe
«O onmacblH, 6y oncyH». a5 3TOro Ha MepBblil NNaH BbIXOAUT MHOroo6pasue MMEHLLUXCA
B MNPOM3BEAEHMU 0OpasoB, JIMHUS pas3BUTUS STUX 06pasoB Kak BOMPOC MCCefoBaHus
COBMECTUMOCTM BHYTPEHHErO MMpa MEPCOHaXel, 3aflaHHbIX Kak B 3MOLMOHANIbHOM, TakK
M B KOMMWYECKOM MnaHe. [pMmMeyaTenbHO TakXe, YTO 3[eCb 3aKOHOMEPHO OTpakaetcs
COMocTaBfIeHNe HAaCTPOEHWUA U MHTOHALMI B COBbITUSIX, MPOUCXOAALLMX B MACCOBbIX CLieHax.

MeTogonorus uccnepoBaHUS OCHOBbLIBAETCA HaA WCMOMb30BaHWM CPaBHUTENIbHOIO
MU UCTOPUYECKOrO aHanusa My3blKalbHOW TEOPUM U UCTOPUMU MY3bIKW, aKCUOIOMMYECKOro
N KyNbTYpOJIOrMYECKOro noaxoaa. 34ecb MPUHLMM UCMONb30BaHNS TEKCTOB B My3blKaslbHbIX
CLeHax oTpaxaeT cBoeob6pasve CTWUIA KOoMMo3uTopa. Haw aHanua caenan BaXKHbIM
paccMOTpEeHME UCCef0BaHNIN pas3fINYHbIX UCCNeAOBaTENEN, NMPULAEPXKUBAIOLLMXCA NPUHLMMA
ceKkynapusma.

HayyHas HOBM3Ha wuccnefoBaHUA 3ak/IlOYaeTCA B TOM, YTO BMeEpBble B OrMepeTTe
Y. Tapxn6ennu «0 onmachblH, 6y 0/ICYH» MPOBeEeH aHanu3 1agoBblX 0CO6EHHOCTEN B MacCOBbIX
CLieHax C pasiMyHbIMU pegakumnamMu. MosBreHne 3TMX 0CO6eHHOCTEN TaKXKe CNYXXUT MPUMepPOM
ANA My3blKaHTOB Y KOMMO3UTOPOB, paboTatoLMX ¢ My3blKaSlbHOW KOMMNO3ULMEN.

BbiBogbl. AHann3 OCOGEHHOCTEN NafoBbIX MHTOHALMI MaccoBbIX CLiEH B orepeTTe
Y. Ffapxmbeinnn «O onmacbiH, 6y OfiCYyH» MOKa3blBAaeT ACHOCTb MPUHUMMNOB WHTOHALUK
B a3epbai)KaHCKOW HapOAHOW My3blKe C TOYKM 3pPeHUs COOTBETCTBUSI 06pa30B. ITOT acnekT
TaKke copMmupoBan MHTOHALMOHHYIO KOHLEMNLMIO KoMNo3nTopa. MysbikanbHble MaTepuarnbl,
noaxogswme ANns KOMEAWNHOW CLeEeHbl KOMMO3MTOPa, OGDBSCHSIOT pasfivyHblie CUTyauuu
rnaBHoOro reposi. CtaTbs o6pallaeT BHUMaHWe Ha CoYeTaHne 06pa30B U XOPOBOI0 UCMOJTHEHUS,
MCMOMb3yeMbIX B MYy6NMYHbIX CLiEHaX, Hanpumep, COYeTaHMe HACTPOEHUSI U WHTOHALMU.
MOHATHO, YTO MCMONb30BaHWE Ha NMYyBUYHOW CLiEHEe MCTOPMYECKON, My3blKaslbHON TEOpWUM,
KOMMO3WULUMK, NafoBO-MHTOHALMOHHBIX OCOGEHHOCTEN 6OMblle COOTBETCTBYET JafoBOW
KOHLeNUMK, co3aHHoM KoMno3utopom Y. Magxunéennu.

KniouyeBble cs0Ba: MaccoBble CLiEHbI B OMNEPETTE; Iaf0-MyraMHble 0CO6eHHOCTH; Naf0Bo-
WHTOHAaLMOHHAaA KOHLENUMs; My3blKalbHble XXaHpbl; aHaIMTUYeCcKue NpuHLMnbI
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