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Absract

The article is devoted to the analysis of the concert for piano and symphony orchestra by
the modern Azerbaijani composer R. Agababayev. The article is very relevant from the point of
view of identifying ways to implement classical traditions in a modern piano concerto of the
21st century. It must be said that in this issue we have found many such stylistic features that
testify to the strong reliance of Azerbaijani composers on classical traditions. This article is
devoted to the study of identifying the stylistic features of R. Agababayev’s piano concerto in
the context of the historical development of this genre.

Research methodology. The choice of the methodological basis for this study is due to
the above goals and tasks that we set ourselves in the framework of this work. Based on the
subject matter of the article, the methodological basis of this scientific work is a complex
analysis, which implies the interaction of several research methods at different levels. The basis
for the analytical analysis of the piano concerto was a theoretical approach, in which such
aspects of the work as the problem of form formation, stylistic features of individual elements
of the musical language are subject to research.

The scientific novelty of the research lies in the fact that for the first time as special
research work is the study and detailed analysis of R. Agababayev’s piano concerto.

Conclusions. The main conclusion of our scientific research was to determine the stylistic
features of the Azerbaijani piano concert created in the 21st century. Based on the data obtained
during the analysis, we were able to determine the main trends and ways of development of this
genre at the present stage of the development of Azerbaijani academic music.

One of the important, if not decisive, aspect in achieving this kind of goal is to identify issues
of preserving and transforming traditions, as well as innovative tendencies in the composer's
solution of a particular work. Single-movement piano concertos have become widespread in
academic music since the beginning of the era of romanticism. And in the Azerbaijani one-part
piano concerts, connections with romantic traditions are deeply felt. Moreover, in each specific
work, these traditions are reflected especially. Since the concert by R. Agababayev demonstrates
an interesting and original one-part interpretation, combined with an inner poly-part one, this is
a typically romantic tendency associated with the composers’ desire to compress the cycle.

Keywords: Ruslan Agababayev; piano concerto; genre; form; similarities and differences;
traditions; modernity
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Introduction

The article deals with a concert for piano and symphony orchestra composed in
2003 by Ruslan Agababayev, a well-known modern musician and one of the repre-
sentatives of the Azerbaijani school of composition. It should be noted that for the
first time since its writing, the analysis of this work was applied.

R. Agababayev is a graduate of the piano faculty of the Baku Music Academy
named after U.Hajibeyli and the classical composition department of the New York
University of New York. He is a member of ASCAP (American Society of Composers,
Authors, Publishers). Ruslan Agababayev, who collaborates with many, well-known
jazz and Ethno music performers, regularly participates in Baku jazz festivals.

This concert of Ruslan Agababayev, who lived far from his homeland for many
years, reflected in the article, shows his well-known connection with the classical tra-
ditions of European academic music. At the same time, this work is a shining example
of the composer’s close connection with the national language of music. However, the
general intonation palette of the work reflects the author’s deviation from the typical
Azerbaijani intonation and motives due to his creative individuality.

Purpose of the research

The study aims to identify the stylistic features of a piano concert of the middle
generation of the modern Azerbaijani school of R. Agababayev’'s composition in the
context of the historical development of this genre. One of the important tasks of this
study is to determine the aspects of the Azerbaijani piano concert of the 21st century,
which reflect the modern tendencies of world academic music, to identify the innova-
tive features of the modern Azerbaijani piano concert, to determine the main trends
and ways of development of the piano concert genre at the present stage of the Azer-
baijani academic music development.

Recent research and publications analysis

Analysis of the concert composed by Ruslan Agababayev for piano and symphony
orchestra can be used as an aid in the performance of young modern musicians, as
well as pianists. At the same time, given that Ruslan Agababayev's work, especially
the piano concerto, has never been analyzed, this research will attract attention as an
important study in the future.

Main research material

The piano concerto, which we analyze as practically all modern one-piece con-
certs, demonstrates an example of the composer’s innovative approach to this genre.
The innovative essence of the work in question is concentrated in its original interpre-
tation of classical forms, structures, and means of expression. The composer works
on the classical structure, fills them with non-typical microforms, interprets the inter-
nal boundaries of the sections in a new form. In a non-traditional world, many means
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of expression also manifest themselves. Thus, the pace of “Andante” chosen by the
composer for the work is not typical for one-piece concerts. However, this tempo
is maintained by the composer almost to the end. And only at the end of the devel-
opment Andante is suddenly replaced by the Allegro tempo. It should be noted that
a similar tempo distribution between development units is not typical.

The composer also abandons the key signs in the course of modern trends, but
throughout the work, a certain modal-tonal basis is felt. Melodic modes, harmonic con-
sonances, harmonic systems are phenomena of a meaningful, and not only physical and
acoustic, order. The melodic mode is usually associated with a smooth flow from step
to step and the concentration of tones around individual steps (Kholopova, 2014, p. 21).

Also, according to the classical rules, the tone of this work becomes the main tool
in the structuring of the form. The return of the main tone, which mainly sounds the
main theme of the work, heralds the beginning of the reprise section. One of the im-
portant points that demonstrates the innovative nature of the concert is the form of
the work in question. Ruslan Agababayev, appealing to the classical three-part struc-
ture, boldly draws this structure by his compositional thinking. Socio-cultural realities
dictate new forms of mastering the stage, encrusting each time new forms of presenting
musical material that is not peculiar to it, while entertainment enters a new media real-
ity, significantly transforming the system of values of public consciousness (Piatnits-
ka-Pozdnyakova, 2020, p. 393).

Ruslan Agababayev’s concert is not only a well-known connection with the clas-
sical traditions of European academic music but also a bright example of the com-
poser’s close connection with the national roots of the musical language. The whole
intonation palette of the work reflects the deviation from the typical Azerbaijani into-
nation and motives over the author's creative individuality. "The first signs of the inten-
sive development of modern Azerbaijani piano culture and its components, pedagogy,
performance, and composition, belong to the early 50s" (Seyidov, 2016, p. 49).

As mentioned above, the concert was written in three parts. The beginning of the
work is a small, four-digit introduction, which is exclusively assigned to the orches-
tra's party. There are three main points in these motives and phrases: Cis, Gis, and
later Fis joins them. Thus, the contours of the melodic line clearly show quarterly. The
quarter in question here is an example of the composer’s national language of music.
Thus, the quartering from the tuning of the strings of the music distinguishes many
elements of the musical language of the ashugs. On the other hand, quartering is one
of the signs of the tetrachord of Azerbaijani moods.

With the introduction of the piano, the main theme begins to develop. In the com-
mentary on this subject, as in the commentary on other topics, the division into equal or
almost equal structural parts (reminiscent of the classical form of the period) is observed.
The composer himself marks the given structural derivatives with certain letter signs dis-
tinguishing one period from another. Thus, in the piano part, the interpretation of the main
theme in the main tone (Gis-moll) is presented in the form of a period consisting of two
sentences. The composer expresses this section with the letter A. One of the distinctive
features of this period is the structure of the sentences — three cells in each. In our opin-
ion, such a structure is interpreted by the intonation content of the melody. Here the in-
tonations typical of the oral traditional Azerbaijani professional music show themselves.
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Despite the development of externally free improvisation of the melodic line of
this theme, its next interpretation is also very seriously structured. The next stage is
expressed by the composer with the letter B. This stage is characterized by the tran-
sition of thematic material from the soloist's party to the orchestra’s party. However,
the commentary tone of the topic is replaced by dis-moll (dominant tone). The first
three-line sentence of this period preserves the original appearance of the main sub-
ject. In the second sentence, in addition to the next change in tonality (des-dur), there
are also changes in intonation. It also increases the scale of the sentence to four cells.
Together, these methods symbolize the intensification of the development of themes.

Accordingly, the next three periods, denoted by the letters C, D, and E, again demon-
strate all possible ways of developing the main thematic material. In the third period
of the 3-measure + 4-measure structure, the subject changes its tone and gains new
continuity (due to the change in the height of the subject itself), and returns to the so-
loist's part. This time, the intonations of the second, which are very brightly increased
in its contours, show themselves.

The peculiarity of the fourth period (except for the next move to the orchestra part)
is the more important rhythmic changes of the contours of the melody and the sud-
den oboe solo (this solo sounds the intonations of the recently increased second) and
the reduction of the scale for the first time (3 measures + 2 measures). The comple-
mentary fifth period of the first part (3 measures + 3 measures) again demonstrates
a new tonality (d-moll) in the soloist's part. Also, for the first time, the triol character
of the accompaniment appears here.

Thus, the development of the first part of the three-part structured concert is
a monothematic development based on five almost equal periods. However, the
first period is the main tonal exposition of the main theme. It is no coincidence that
the composer repeats this short three-line theme twice without any changes. Thus,
it forms a period structure that is not very characteristic but meets the main goals
of development. The next four periods are characterized by all possible changes in
the subject. Also, the structure of the period is almost preserved (except for the sec-
ond sentence. This sentence is either increased or decreased by a measure).

From the point of view of the role and importance of solo and orchestral parts in
the structure of the first part of the concert, we can say that the composer generally
maintains the relationship between them with a slight advantage of the piano (which
shows that the soloist is the main theme of the concert). The second part of the struc-
ture of the concerto differs from the first by the lack of monothematic. Again, its struc-
ture is based on five periods expressed by the composer with the letters F, G, H, |, J.
Period F is in sharp contrast with all subsequent developments. It is characterized
by a sudden change in mood. This change is made possible by the meter (2/4), the
rhythmic structure (precise division into parts of the meter reminiscent of the rhythm
of many mugham colours), and the development of intonation (rising quartet instead
of smooth sounds and decreasing gamma filling). The increased second intonation,
which is already familiar to us, manifests itself more vividly. This time its appearance
is connected with the intonations of Chahargah mode.

Period G is characterized by the emergence of a completely new topic. This
theme is in the solo of the cello. A characteristic feature of this period (8 measures)
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is the complete exclusion of the piano part from development (the soloist begins to
perform only in the last measure). This period can be considered the main part of
the concert. Thus, the composer entrusts the initiative to demonstrate the new theme
to the orchestra. From this point of view, in the dramatic development of the three-
part form, there is an antithesis (confrontation of images). In the first part, the main
theme of the piano part is contrasted with the main theme of the orchestra’s part in
the middle part. However, the themes do not contradict each other, and both are held
in a similar emotional key. The new theme in Cello’s party is based on repetition and
a very modest hum of certain points of reference, which brings it closer to the theme
of mugham.

Period H (8 measures) is a continuation of the development of the next topic. This
time, the party of the soloist joining the development joins the theme. It is character-
ized by a change in the given register (a sharp jump from the lower octave to the third
octave), as well as a different chord texture (thickens the sound of the subject, despite
the high register) while maintaining the transmission height of the subject (at the “Mi”
support point). Period | (6 measures) symbolizes a new stage of development. Its
characteristic feature is the activation of all elements of the musical language, mainly
due to the formation of smaller lengths in the piano part.

Period J is a complement to the middle section. Its main function is two-sided. On
the one hand, almost all the development of this unit is based on the organ point of
sound harmony. The main role here is played by the dominant point of support against
the main tone - the point of support. From this point of view, one of the main func-
tions of this unit is the pre-preparation process. On the other hand, in a given period,
the orchestra’s part is satisfied with the above-mentioned preserved sound harmony,
which is then completely lost. In this case, the bright solo theme of the soloist’s party
appears almost throughout the solo. And in this case, this section can be interpreted
in itself as a solo cadence of traditional classical concerts. In this case, the location of
the above-mentioned unit is also noteworthy. Solo cadences are mainly placed here.

However, in contrast to the first part, which has a monothematic development, the
middle part of the form consists of three distinct stages in its development. The first
is the F period — it demonstrates a new theme and is a bright contrast to the next
development. The second G and H periods are related to the exposition of new the-
matic material and are essentially the main part of the middle part. And finally, the last
stage - the transition to reprise (periods | and J) - is characterized by the activation
of all development and the presence of solo cadence.

The reprint of the concert is unusual. So, it's been pretty dynamic. Only the first
period of the first part is preserved in its development. This is the K period. During
this period, as in the main tone (Gis moll), the main theme, which is repeated, is not
assigned to the soloist, but the part of the orchestra. However, tessitura (up two oc-
taves), dynamics (ff instead of p), texture (chord is replaced by multiple octave dou-
bles) change as the subject is conveyed. All this together demonstrates the increased
dynamic tension in development.

The next L period (8measures) already demonstrates the development of the main
theme of the piano part. Here, too, the composer uses the means of development and
transformation in the first part (changes of tones, intonation-rhythm and texture). The
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next four periods (M, N, O, P) prepare a new stage associated with a sudden change
in Allegro’s tempo.

Although the period M (8 measures) is free - with separate quart intonations, it
is reminiscent of the entrance in a certain rhythm at the point of the organ. However,
unlike the introduction, the piano part is actively involved in the development of the
theme of a given period (turning individual quart intonations into organized themes).
Period N (8 measures) is again characterized by active thematicism in the soloist's
party. In this case, the orchestra party joins the development of the theme. That pe-
riod (8 measures) is in itself a transition to the complementary section. This period
differs from the next development by a significant weakening of the dynamics. The
orchestra’s party retains only one tone. Then that harmony is completely removed
from development. The thematicism in the soloist’s party also disappears. It simply
separates period P from the next period. This allows you to interpret a given episode
as code. The main thematic development of the code is entrusted to the piano part. In
this case, the orchestra is content with simply preserved chords.

However, unlike the first part of the monothematic, the development of the reprise
is more thematically diverse. The composer changes the traditional form somewhat
while retaining the main features of the classical trinity (such as the return of the main
theme to the main tone), and the reprise significantly dynamizes it. In addition to the
change in the second stage of interpretation (period L), the development of reprise
begins with the emergence of both new and modified thematicism from the intro-
ductory material. The main innovative factor here is a sudden change in pace, which
drastically diverts development. 135

Conclusions

Finally, the results of the analysis of Ruslan Agababayev's concerto for piano and
symphony orchestra can be interpreted as follows.

It should be noted that the piano concerto, whose stylistic features have been as-
sociated with the national character in the works of Azerbaijani composers since its
inception, continues to actively develop today and continues to surprise the audience
with interesting innovative interpretations of the classical genre. It should be noted
that, as always, today there is a great demand for piano concerts among both authors
and listeners.

As it is known, Ruslan Agababayev's piano concert is one-part. This type of piano
concerts became widespread in academic music at the beginning of the Romantic
epoch. And that is why the piano concerto we are analyzing is very much connected
with romantic traditions. Thus, it is this concert that demonstrates the interesting
and original interpretation of the one-part form, combined with the multi-part from
the inside, the typical romantic tendency associated with the composers' attempts to
condense the series.

Special attention should be paid to the cadence of the soloist in the analyzed
piano concerto. Thus, cadence in R.Agababayev's work has a traditional character.
Because in this concert, the cadence of the soloist is traditionally placed between the
performance and the reprise.
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Concluding the analysis, we can say that the musical language of the concert
composed by Ruslan Agababayev for piano and orchestra is moving away from clas-
sical traditions and towards modern means of expression.

In general, the trend we follow in the structural organization of the modern Azer-
baijani piano concerto (more precisely, the reference to either a one-part or a three-
part structure) corresponds to the trend of the piano concert in the world musical art
at the present stage. “...Unlike the symphony, the concert resists irregular polyphony.
The structure of solitude ...and polyphony continues to be the standard” (Dolinskaya,
2006, p. 464).
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AHoTauyis

CtaTTs npucBAYeHa aHanisy KOHUepTy Ans dopreniaHo Ta CUMQOHIYHOrO OpPKEeCTpy
cyyacHoro asepbaifykaHcbKoro KomnoauTopa PycnaHa Ara6abaeBa. CTaTTsl akTyasibHa
3 TOYKW 30pY BUSIBNIEHHS CNOCO6IB peanisauii B cydacHomy dopTteniaHHOMY KoHuepTi XXI cT.
KNnacuyHuMx Tpagumuin. MoTpiéHo ckasaTy, Wo B LUbOMY MUTAHHI MU 3HANLLAN YMMANO TaKMUX
CTUAICTUYHMX pUC, SIKI CBig4YaTb MPO MiLHY onopy asep6anf)XaHCbKUX KOMMO3UTOPIB Ha
KlaCu4Hi Tpaauuii.

MeTa gocnip)XeHHsl — BUABNIEHHS CTUAICTUYHMX 0COBNNBOCTEN popTeniaHHOro KOHLepTy
cepefHbOro NOKOJiHHA CyYacHOT azepbainayKaHCbKOT KOMMO3UTOPCHKOT WKonu P. ArababaeBa
B KOHTEKCTi iCTOPMYHOro PO3BUTKY LbOro aHpy. OfgHe 3 BaxJMBMX 3aBAaHb LbOro
LOCNIIKEeHHST — BU3HAUYUTM acrekTu asepbaingyaHcbkoro goprteniaHHoro koHuepty XXI cT.,
Je Bigo6bpaXkeHi cyyacHi TeHAEHLIT CBITOBOI akafieMiuyHOi My3uKU; BUSIBUTU HOBATOPCbKi pUcu
cyyacHoro asep6aigyKaHCbKoro ¢opTeniaHHOrO KOHLEepPTY; BU3HAYMTU TOMOBHI TEHAEHL
Ta LWAAXM PO3BUTKY >XaHpy ¢opTeniaHHOro KOHLEPTy Ha Cy4yacHOMY eTani pO3BUTKY
asepbanfKaHCbKOT akafeMidyHOT My3UKK.

MeToponoris gocnig)eHHs. Bu6ip MeTogonoriyHoro niarpyHTs AOCNIAKEHHS 3yMOBEHWA
BUKNAAEHMMN BULLE METOIO Ta 3aBAaHHAMMU. Buxogaum 3 TemMaTuky cTaTTi, METOLOONYHOLO
6a30t0 HayKOBOI POBOTU € KOMMJIEKCHUI aHanis, Lo Mpurnyckae B3aeMOSI0 AeKiflbKoX
MeTOoZLIB AOCHIIKEHHS Ha pi3HMX piBHAX. OCHOBOK aHaniTMYHOro po3bdopy dopTeniaHHOro
KOHLIepTy CTaB TEOPeTUYHMI Niaxid, B AKOMY AOCNIAXEHHIO MifAaroTbCA TaKi acnekTu TBOpY,
AK npo6rieMa (GOpPMOYTBOPEHHS, CTUIICTUYHI OCOBNMBOCTI OKPEMUX ENEMEHTIB MY3UYHOI
MOBMU.

HaykoBa HOBM3Ha [AOCNIAXEHHA Mofiirae B TOMYy, WO BMepLlle y poni creuianbHOT
JOCNiAHWLbBKOI po60TM € BMBYEHHSI Ta JeTanbHWi aHanis QopTeniaHHOro KoOHLUEepTy
P. ArababaeBa.

BUCHOBKU. 0MIOBHUM BUCHOBKOM 3A4IACHEHONO HaMy HAyKOBOrO AOCHIAXKEeHHA 6yno
BW3HAYEHHS CTUNICTUYHUX pUC a3epbaiykaHCbKoro GopTeniaHHOro KOHLEPTY, CTBOPEHOro
B XXI cT. Ha nigcrtaBi oTpumMaHux nif yac 3[iMCHEHHA aHanidy faHuMX BM3HA4yeHO rOSIOBHi
TEHAEHLIT Ta LWASXM PO3BUTKY LibOro KaHpy Ha Cy4yacHOMY eTarni po3BUTKY a3epbaiayaHCbKol
aKafeMiyHOl My3UKMN.

OgHUM 3 BaX/IMBMX, SKWO He CKasaTu BM3HA4YasIbHMM, acneKToM B AOCArHeHHi uini
€ BUSIB/IEHHS MUTaHb 36epeXeHHs i MepeTBOPEHHs TpaaMuiid, a TaKOoX HOBAaTOPCbKUX
TEHAEHL B KOMNO3UTOPCbKOMY BUPILLEHHI KOHKPETHOro TBopy. OgHoYacTUHHI dopTeniaHHi
KOHLEepTU Habynu LUIMPOKOro MOLUMPEHHS B aKageMiyHih My3uui 3 Mo4YyaTKoOM enoxu
poMaHTu3My. | B asepbaifXaHCbKMX OLHOYACTUHHMX (opTeniaHHUX KOHLEepTax rIM60oKo
BiAUYTHUIA 3B'SI30K 3 POMaHTUYHMMK Tpaguuiamu. BogHoyac B KOXHOMY KOHKPETHOMY
TBOpi Ui Tpaguuii nosHayatoTbcsi no-ocobnusoMy. KoHuept P. ArababaeBa [eMOHCTpye
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uikaBe W oOpuriHanbHe TpaKTyBaHHA OAHOYACTUHHOCTI, MNOEAHAHOI 3 BHYTPILHbOK
6araTo4acCTUHHICTHO.

KniowoBi cnoBa: PycnaH Ara6abaeB; dopTeniaHHUA KOHLEPT; XXaHp; ¢opma; pucu
noai6HocCTi Ta BiAMIHHOCTI; TpPaAuLii; HOBaTOPCTBO
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BakunHckas My3blkanibHasi akagemMusi uMerun Y3eupa lagxubeiinu, baky, A3epbaiigxaH

AHHOTayunsa

CtaTba MocBslLeHa aHanuay KoHuepTa ansa GoprenvaHo U cMM@OHMYECKOro OpKecTpa
COBpPeMEHHOro asepb6arngyaHckoro komnosutopa PycnaHa Ara6abaeBa. CTaTbsl akTyasibHa
C TOYKM 3peHNs BbIsiBIEHNS CNOCO60B peanv3aumm B COBpeMeHHOM GopTenMaHHOM KOHLEpTe
XXI B. knaccuuyeckux Tpagumumin. Hy>kHo ckasaTtb, YTO B 3TOM BOMpOCe Mbl HalIM HemMano
TaKUX CTUIMCTUYECKMX YEPT, KOTOPblE CBUAETENBCTBYIOT O MPOYHOM onope asepbanyKaHCKUX
KOMMO3UTOPOB Ha KJTaCCUYeCKme Tpaanumm.

Lenb uccnepoBaHuss — BbISIBIEHUE CTUIUCTUYECKMX OCOGEHHOCTEN (OpTENMAHHOMO
KOHLlepTa CpefHero MoKOoNeHUsi COBPEMEHHON asep6aifyKaHCKON KOMMO3UTOPCKOMN LUKOSbI
P. ArababaeBa B KOHTEKCTE MCTOPMYECKOro Pa3BUTUS 3TOro aHpa. OfHa M3  BaXKHbIX
3afia4y 9TOro UccnefoBaHUs — OMpenenuTb acrnekTbl asepbaingykaHckoro GopTennaHHoOro
KoHLepTa XXI B., rae OTpa)keHbl COBPEMEHHbIE TEHAEHLMN MUPOBOI akaZleMUYECKON My3blIKMY;
BbIIBUTb HOBAaTOPCKMWE YepTbl COBPEMEHHOI0 asepbangyKaHCKoOro GopTeNnMaHHOrO KOHLEPT];
OnpefenvTb rNaBHble TEHAEHLMU W MYyTU pas3BUTUS XaHpa (OPTENMaHHOrO KOHLiepTa Ha
COBPEMEHHOM 3Tane pasBuTUA a3epbain>KaHCKOW aKkafeMUYECKOM MY3bIKU.

MeTtogonorua wuccnegoBaHus. Bbl6op METOAONIONMYECKON OCHOBbI UCCefoBaHUsA
06YCNOBNEH W3MOXEHHbIMW Bbllle Lenbd U 3ajadyamMu. Mcxoass M3 TemaTuKu CcTaTby,
MEeTOLONOrMYecko  6a3oi  HayyHoOM  paboTbl  SIBASIETCA  KOMIMJEKCHbIA  aHanwus,
nofpasyMeBatoL i B3aMMOAEeNCTBUE HECKOTbKMX METOL0B UCCe[,0BaHNA Ha Pa3HbIX YPOBHSIX.
OcHoBOW aHanuTU4yeckoro paséopa hopTennaHHOro KOHLEepTa cTan TeOPeTUYeCcKuid Noaxoa,
B KOTOPOM MCCllefjoBaHWIO MOJBEepraloTCs Takue acreKkTbl NMpov3BeAeHusi, Kak npobnema
hopMoo6pa3oBaHus, CTUINCTUYECKNE OCOBEHHOCTU OTAENbHbIX 3/1IEMEHTOB MY3blKaslbHOrO
A3blKa.

HayyHas HoOBM3Ha uccrnefoBaHUA 3aK/IOYaeTCAd B TOM, YTO BMEpPBble B KayecTBe
creuymanbHOM UccnefoBaTeNlbCKOW paboTbl SIBASETCA M3y4yeHWe W JeTanbHbl aHanus
dhopTennaHHoro KoHuepta P. ArababaeBa.

BbiBogbl. [MaBHbIM BbIBOAOM OCYLLECTBIEHHOMO HaMW Hay4yHOro WuccrnefoBaHus
6blfI0 ornpefeneHme CTUIUCTUYECKUX YepT asepbaiiykaHCKoro (opTennuaHHOro KOHLEepTa,
cosgaHHoro B XX| B. Ha oCHOBaHWW MOJIyY4EHHbIX MPU OCYLLECTBJ/IEHUN aHanusa AaHHbIX
onpefeneHbl rnaBHble TEHAEHLMN U MyTU Pa3BUTUS 3TOrO XKaHpa Ha COBPEMEHHOM 3Tarne
pa3BuUTKA asepbanXKaHCKOM akageMUYECKON MY3bIKMU.
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OOHMM U3 BaXKHbIX, ECNM HE CcKasaTb onpependarwmm, acCneKToMm B AOCTMXXEHUN Lenn
ABNAETCA BblAB/I€HME BOMNPOCOB COXpaHeHunAaA Wu npeo6pasoBava Tpa,[l,VILlMVI, a TaKXe

HOBATOPCKKUX TeHAeHUMn B KOMMNO3UTOPCKOM peLlleHNN KOHKPETHOro npounsseneHuna.

OfHoYacTHble  dopTenuaHHble  KOHLEPTbl  MOMYYMIM  LUIMPOKOE  pacrpocTpaHeHue
B aKaZleMM4yeckon My3sblke C HayalioM 3Moxu pomaHTuama. W B a3epbaiifyKaHCKUX
OflHOYACTHbIX (OpTenuaHHbIX KOHLepTax ry6oKo OlyThMa CBfi3b C POMAaHTUYECKUMMU
TpaguumsiMu. Mpy 3TOM B KaXX[0M KOHKPETHOM MPOU3BELEHNMN 3TN TPAZWULMM CKasbiBatoTCA
no-oco6eHHoMy. KoHuepT P. Ara6a6aeBa [eMOHCTPUPYET WHTEPECHYIO U OPUTUHAbHYHO
TPaKTOBKY OHOYACTHOCTM, COBMELLLEHHYIO C BHYTPEHHEN MHOTOYaCTHOCTbHO.

KnroueBble cnoBa: PycnaH Ara6a6aes; dopTenuaHHblii KOHLEPT; XaHp; Gopma; YepThbl
CXOACTBA W pa3nnuus; TpaguLmm; HOBaTOpPCTBO
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