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Abstract

The article analyzes the musical language of the opera Kerem by A. Adnan Saygun. Ahmet
Adnan Saygun was born during the Ottoman period and lived in the newly created Republic of
Turkey. Saygun is one of the founders of the Turkish School of Composing, as well as one of the
founders of the Turkish Five. The composer paid great attention to folk art and national values.
You can always see folk music and folklore in his works.

The purpose of the research is to analyze Sufi motives in the scenes of the opera. Mainly,
the attention is paid to musical drama and harmonic aspects of the opera, which directly reflect
Turkish folklore and musical culture in general.

The research methodology lies in solving a scientific and theoretical problem. A number
of theoretical and analytical methods have been applied, highlighting the principle of using
a literary text in musical scenes that contain phrases that reflect “reunification with the Creator”
in Sufism. The use of characteristic rhythmic patterns in mystical scenes, when searching
for information, the methods of the axiological concept of culture were used, which made it
possible to highlight the characteristic features of Turkish music.

The scientific novelty of the research lies in the fact that for the first time the reflection
of religious characteristics based on folk music, in particular, based on modal structures and
magams, analysis of the mystical motives of the opera, in combination with modern musical
techniques is considered.

Conclusions. Saigun’s opera Kerem is one of the rare works based on Sufi philosophy.
A clear reflection of the main thought of Sufi philosophy was noted in Kerem, according to which
the suffering of the seeker of truth is marked by a return to it. The way of light is the way of
Allah. The composer, to show the unique colour and character of Anatolia, the life and customs
of people, used the fret and rhythmic structure characteristic of Turkish music. As a result of
the study, we see how in Kerem the author enthusiastically and passionately works on national
values in all aspects of the opera.

Keywords: opera; modal structure; mystic; polytonal style; basics of folk music

Introduction

Kerem Opera, composed by Ahmet Adnan Saygun, is the first Turkish opera writ-
ten in the great opera genre. It is also a lyrical mystical drama. Love is Kerem’s stron-
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gest support in the war against destiny. For centuries, the belief that reaching the level
of God is possible only through love has followed each other since Plato. Turkish-Is-
lamic thinkers believed that the connection between existence and God, their desire
to reach Him, their destruction in Him, and their ideas would be realized through love.
Kerem is a product of this Sufi philosophy (Gun, 1991).

Kerem Opera is similar to Yunus Emre Oratorio in terms of orchestral use and
harmony. Therefore, Gazimihal's comments are a natural result. The choir was widely
used in the work. The use of this great choir is a reflection of the composer’s person-
al choice. This is a clear indication of the importance Saygun attaches to this issue,
which he began to work on in the choir upon his return to his country after the educa-
tion in Paris (Altar, 2001, p. 233).

“One of the most important features of Kerem’s opera is that the opera is based on
folklore, folk music, and oral traditions. Folklore is neither a model nor a repertoire for
citation. In Kerem’s opera, every folkloric and traditional element is universal, designed
and recreated with great skill and enthusiasm following the theories and rules of world
music. Living traditions; can be updated at any time. Societies that have lost the ability
to regenerate will have neither traditional art nor folklore” (Refig, 2012, p. 15).

Main research material

Saygun creates a musical language that matches the libretto of the work.
The work was a great success. Indeed, the composer took into account the principle
of sensitive and clear understanding of words in the applications of this genre, and
to ensure its unification, he attached great importance to the principle of evaluating
Turkish as a musical language without losing its features. The composer approached
the choir parts of the opera with the same sensitivity but used a simple rhythmic
structure.

As a general structure of the work:

1) pentatonic; 2) lad-point; 3) use of tonality; 4) polytonal use (two different tones
overlap); 5) melodies created by the author in the style of folk songs; 6) use of folk
music or hymns.

The first two cells in the work begin with the use of two distant axis chords, the Fis-
Dur chord below, and the polychoric arpeggio above the C Dur chords above (known
as “Petrushka chord”, first used by Stravinsky), then continue pentatonic.

Saygun, as in many of his works, used only the music he created in the form of
folk music in the structure of this opera. One of the best examples of this is the play-
ful melody in number 5.

For example, at the beginning of the melody, Saygun exhibits the melody he com-
posed in a polymodal structure (the left hand was used on the piano (is C), the right
hand is on the Cis curtain, the F-shaped series). This use is known in Turkish music
as a playful curtain (to be used with different variations depending on whether one
or more of the curtains rises and falls). The part, which varies in size from five, eight,
nine to eight, is heard as Husseini on the sound of the Fis. The political structure con-
tinues in progressive dimensions after the pattern. The example of halay in the eighth
issue is an excerpt from the folk music of the Bayburt and Erzincan regions known as

Asadova, A. Analysis of the opera Kerem by Akhmet Adnan Saygun



Bulletin of Kyiv National University ISSN 2616-7581 (Print)
2021 -4(1)-11-20 of Culture and Arts. Series in Musical Art ISSN 2617-4030 (Online)

Mrs Bari. Saygun used a simple melody to a harp. In the thirteenth part, the Halay Yeld-
irmesi (the fastest part of the halay) is used in the order of the Armored Hijaz status
on the A sound.
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Example 1. Kerem opera, number 5
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Example 2. Halay winding

On the piano, both hands move in parallel with the same melody. Although
Saygun quotes from the Folk Music in the halay section, the Halar Yeldirmesi sec-
tion is his composition. Numbers sixteen to seventeen are very clear throughout
the episode.

Seventeen numbers come to the water of hunters. A similar scene is found in Wag-
ner’s Siegfried. After seventeen numbers and 10 verses, the use of a water motif, often
met in Debussy and French music, is seen. This use proves Saygun’s closeness to
French music. This motif used by Saygun is an example of a Full Tone sequence (one
octave from C, the interval between notes is one tone. There are six notes, no halftone).
Harmoniously, the right and left hands move opposite each other on the piano. From
the nineteenth to the twentieth number, Kerem sings a folk song. Saygun benefited
from the Ashug tradition here.

Asadova, A. Analysis of the opera Kerem by Akhmet Adnan Saygun
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Example 3. Pentatonic sequence
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Example 4. Kerem's song

The song is based on Husseini’s status on the Fa-voice. Most of the folk songs
in Anatolia are based on Husseini's status. Kerem, who came to the water’s edge by
singing this song, sees the reflection of the water Asli. From number 26, the penta-
tonic sequence and tonal chords follow the full tone sequence that begins three cells
before each other, creating a variable movement.

Number 32 shows a pentatonic sequence based on the sound of Re Major on the
one hand and F on the other. While Saygun expressed this great love scene with pen-
tatonic, the pentatonic music enriched the emotional changes with tonal harmony, as
it sounded more naked.

Saygun, in number 33, built chords based on the sound of Des without using func-
tional connections. This style of writing is also characteristic of Debussy and Impres-
sionist composers (another feature of these harmonies is that they consist of over-
lapping quartets and are associated with parallel movements). Added by non-chordal
sounds with septimal (seventh chords), the composer used a diatonic chord (ie,
non-chromatic) chord type that was different from the sounds in the Des-dur se-
quence. This is a unique tonal chord style that Adnan Saygun often uses.

We hear the double chords again, 14 measures before the 40th number. The piano
also used G-shaped chords on the right and Fis-chords on the left. The section from
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the first act to the third scene is also performed by Kerem and his parents, which is
one of the real parts of the play. The use of the chords and sequences | have given
above continues in a similar way throughout the work.

Kerem’s performance in the third scene of the second part is completely different
from the dramatic content of the music. The orchestral music of this episode is the
background of a caravan slowly approaching and moving away. Here the folk song,
sung from time to time by the passengers with the unchanging repetition of the car-
avan choir, continues in parallel with the hesitant flow of the orchestral background.
Thus, the song of the orchestra, choir and passengers creates a pedal character in
motion. The Kerem bee, which must be read on such a pedal in completely free air, is
no different from the psalmody, a reminder of the primitive times (a way of reciting
hymns in a monotonous mode). Thus, it allows the emergence of a character ap-
proaching the Anatolian ceremonial melodies (as a requiem).

The general structure of the third act is dominated by the fret-tonal connection. It
creates a divine atmosphere in this work. At the beginning of the curtain, the first di-
mension begins with an arpeggio-shaped modal march of a full quadruple tetrachord,
and the second dimension descends with tonal use.

Although a completely tonal texture is used in two hundred and twenty-nine, some
sounds contradict the structure of the B dur gamma.

Two measures after the number 233 begin polytonal writing. In a tonal substruc-
ture, small scales and highlights are seen to be used together. The use of this modal
tone allows us to hear the colours that create the mystic aura.

Then measures after the number 233, the modal-magam structure is seen in
the chorus again. This effect is F, and the sound G was supposed to be gis, but here
G is used alone (left singular), which adds a modal feature to this structure. The piano
part is in tonal texture. Again, Modal is a repetition of tonal use.

The episode where the lovers are on stage begins with the number two hundred and
fifty-three. The second, Ashig’s folk song, which begins with two hundred and sixty-
one, has the folklore features of the Aegean Region. The folk song, which continues
modally in two hundred and sixty-three, continues in three-fourths with Makam Nikriz
and ends with Segah. This creates a sense of Zeybek variations.

Kerem's aria in the first scene of the last act still has the style of the psalms. However,
this aria becomes only a psalmody atmosphere in a psalmody atmosphere divided by the
rhythmic rhythms of the percussion instruments (occasionally the musician continues
his rhythmic flow as he pauses) as in terms of broad line melody structure. The caravan
scene in the third scene of the second part is different from the aria in that it is written.

Saygun uses the phrase that this aria carries the air of “Bozlak eruption”. Soprano
solo recitative prepares for the final. At the end of the work, the hymn, sung in chorus
number three hundred and thirty-one, begins with the status of Segah from the sound
of F, continues as Segah, and ends with a tonic trio with a transition to the tonality B,
which is an expression of attainment.

In the real flow of opera, the music that reflects the differences between spiritu-
al experiences becomes an abstract atmosphere in its place, but despite everything,
only a modal atmosphere dominates almost the whole work. It is necessary to use
a spatial structure to show the unique colour, smell, and character of Anatolia. For this
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reason, the writing technique created by the composer to explain the different moods
that Kerem experienced during the development of the subject was emphasized in the
music due to the characteristics of spiritual change.

The premiere of the opera Kerem was held on March 22, 1953, on the stage of the
Ankara State Theater. At the performance ceremony at the State Theater, the compos-
er himself acted as the main conductor. The role of Kerem was played by Aydin Gun,
and the role of Asli was performed by Ayhan Alnar (Kolgak, 2005, p. 90).

Conclusions

As a result, Saygun's Kerem opera is one of the different applications of the Sufi
philosophy that brings peace. The suffering of the truth-seeker heralds the coming of
the truth. The way of light is the way of God so that people may be free from pain and
oppression and all evil may be forgotten. To show the unique color, smell, and charac-
ter of Anatolia, the life and customs of the people, Saygun used a lad-magam struc-
ture. For this reason, the writing technique created by the composer to explain the
different moods that Kerem experienced during the development of the subject was
emphasized in the music due to the characteristics of spiritual change. One of the
most important features of Kerem’s opera is his mastery of folklore, music, and oral
values. Folklore is neither a model nor a repertoire to be quoted. In Kerem’s opera, ev-
ery element of folklore and tradition, a universal element, has been elaborated and re-
created with great skill and enthusiasm following the theories and rules of world mu-
sic. Living traditions; can be updated at any time. Societies that have lost their ability
to regenerate will have neither traditional art nor folklore. We have witnessed the anal-
ysis of how enthusiastically and enthusiastically the Kerem opera works on national
values in every dimension of the composer.
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AHAJI3 ONEPU AXMETA AQHAHA CAUT'YHA «KEPEM»
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BakunHcbKka My3u4yHa akaziemisi imeHi Y3eipa lagxunbeiini, baky, AsepbaiigxaH

AHoTauyis

Y cTtaTTi aHanisyeTbcs MysnyHa MoBa onepu AxmeTta ApHaHa CauryHa «Kepem». AxmeTt
ApHaH CairyH HapoauBcsl B nepiog OcMaHCbKOI iMrepil i X)XMB B HOBOCTBOpPEHIN TypeLbKil
Pecny6niui, 6yB 0fHUM i3 3aCHOBHMKIB TypeLbKOl LUKOIM KOMMO3UTOPCTBA Ta «TypeLbKol
n'atipku». KoMnosutop npuainaB 3HayHy YyBary HapoAHiA TBOPYOCTI, HaUiOHaNbHUM
LiHHOCTAM, TOMY Yy NOro TBOpax 3aBXAuW NPUCYTHSA HapoAHa My3uka i ponbkop.

MeTta pocnig)keHHAa — aHani3 cydiicbkux MOTMBIB B cLeHax onepu. [lepeBakHO
NPUAINAETLCS yBara My3udHii ApamaTypriii rapMOHiiHMM acnekTam onepu, ki 6eanocepegHbo
Bifo6paxatoTb TypeLbKuit POonbKIop i My3nYHy KynbTypy 3aranom.

MeToponoria Aocnif)XeHHa nofsirae y po3B’si3aHHi HayKOBO-TEOPETUYHOI Mpo6neMM.
3acTocoBaHO psifi TEOPETUYHUX | aHaNITUYHUX METOZIB, L0 BUAINAKTb MPUHLMN BUKOPUCTAHHSA
NiTepaTypHOro TEKCTy B MYy3UYHUX CLeHaX, siKi MICTATb BWC/IOBK, LLO BigobparkatoTb
B cydi3mi «B033'egHaHHA 3 TBopLeM». [Npy nowyky iHhopMauii BUKOpUCTOBYBaINCA METOAMU
aKCiONOriyHOI KOHUenUil KynbTypu, WO A03BOMUNO BUAIUTU XapaKTepHi 03HaKW TypeLbKol
MY3WKMU.

HaykoBa HOBM3Ha p[ocChif)KeHHA. Breplwe posrnsHyTo Bigo6paXKeHHA penirinHmx
0CO6/IMBOCTEN Ha OCHOBI HAPOAHOI My3UKK, 30KPEMA Ha OCHOBI N1af0BOT CTPYKTYPM | MakaMiB,
aHanisi MiCTUYHUX MOTUBIB OMepu, B MOEAHAHHI 3 Cy4aCHUMU MY3UYHUMU 3aCO6aMU.

BucHoBku. Onepa AxmeTta ApHaHa CainryHa «Kepem» — ofjHe 3 piKiCHUX BMTBOPIB, WO
3acHoBaHe Ha cydiicbkin dinocodii. BigsHayeHo 4iTke Bigo6paXKeHHSI OCHOBHOI AYyMKM
cydiricbkoi dinocodii B «Kepemy, 3riiHO 3 AKOK CTPaXKAaHHS LuyKaya iCTUHWM 3HAMEHYHOTbCSA
NoBepHEHHAM L0 Hel. LLinsax ceiTna — ue wnsx Annaxa. KomnosuTop, Wwo6 nokasaTu YHiKkanbHUi
KonopuTt i xapaktep AHaTonil, No6yT i 3BMYai NIOAEN, BUKOPUCTOBYBAB XapaKTepHy Ans
TYpeubKoi My3WKW NlafioBy Ta PUTMIYHY CTPYKTYypy. B pesynbTaTi AOCRiAXKeHHA MU 6a4ynMmo,
AK B «KepemM» aBTOp 3 eHTy3ia3MOM i 3aXOMNIeHHAM npautoe Ha HaLioHanbHUMM LLiIHHOCTAMM
B YCix acrekrax onepwu.

KnroyoBi cnoBa: onepa; MopanbHa CTPYKTYpa; MICTMKa; MONITOHANbHICTb; OCHOBM
HapOAHOI My3UKMN
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AHAJIN3 ONEPbl AXMETA AJHAHA CAUI'YHA «KEPEM»
Aiicenb AcagoBa

AokTopaHT; ORCID: 0000-0007-8183-3191; e-mail: asadova.aysel. T@mail.ru
BakunHckas My3blkanibHasi akagemMusi uMerun Y3eupa lagxubeinu, baky, A3epbaiigxaH

AHHOTaymnsa

B cTaTbe aHanusupyeTca My3blkalbHbli A3bIK onepbl AxMeTa AgHaHa CanryHa «Kepem».
AxmeT AfHaH CaiiryH poauncs B nepuog OcMaHCKol nMmnepun u xaun B TypeLkoi Pecny6nuke,
6bl/1 OQHUM W3 OCHOBAaTeNen TYpeuKon KOMMO3MTOPCKOM LIKOMbl U «Typeukon MnaTepKu».
Komnoautop yaensin 6osblioe BHUMaHUE HapOAHOMY TBOPYECTBY, HALMOHaNbHbIM LIEHHOCTSIM,
Mo3TOMY B €ro Npon3BeAeHUsIX BCeraa npucyTCTBYeT HapoAHas My3blka 1 QonbKIop.

Lienb uccnepoBaHus — aHanns cypuinckmx MOTMBOB B CLieHax onepbl. lNpenmyLlecTBeHHO
yAenseTca BHMMaHWe My3blKalbHON ApaMaTypruM M rapMOHUYHbIM acrnekTam Onepbl,
KOTOPble HaMpsiMyto OTPaXkatoT TypeLKuii hoNbKIOP U My3blKanbHYHO Ky/ibTYpPY B Lie/IOM.

MeToponorus uccnefoBaHUs  3aK/OYaeTCA B PELIeHMM  HayYHO-TEOPETUYECKOW
npo6nembl. TpPUMEHEH psif, TEOPETUYECKMX W aHANUTUYECKUX METOAOB, BblAENSAIOLWMX
MPUHLMM UCMONb30BaHUS IMTepaTypHOro TeKCTa B My3blKasibHbIX CLieHax, KoTopble cogepxar
¢dpasbl, oTpaxatlume B cydusme «BoccoeauHeHne ¢ Teopuom». lNpu noucke nHdopmaumnm
MCMOMb30BaMCb METOAbl aKCUONOMMYECKOW KOHLIEMNLMMN KyNbTYpbl, YTO MO3BOJIMIIO BblAEUTD
XapaKTepHble NPU3HAKN TYPELIKOW My3bIKK.

HayyHas HoBM3Ha uccnepoBaHusi. BnepBble pacCMOTPEHO OTpPa)K€HMe PEeIMrmo3HbIX
0COGEHHOCTEN Ha OCHOBE HapOAHOW My3blKM, B YaCTHOCTU Ha OCHOBE Nafo0BbIX CTPOEHUN
M MaKamMOB, aHanM3e MMUCTUYECKMX MOTMBOB OfMepbl, B COYETAHUM C COBPEMEHHbLIMU
My3blKaslbHbIMWU NPUEMAMW.

BbiBogbl. Onepa AxmeTta ApHaHa CairyHa «Kepem» — OfHO M3 pefKuUX NMpPOu3BeLEHWUMN,
OCHOBaHHbIX Ha cyduickon Gunocobmmn. OTMEUEHO YETKOe OTPaKeHWe OCHOBHOWM MbICAN
cybuinckon ¢unocobun B «Kepem», COrfacHO KOTOPOW CTpajaHus WcKaTenss MCTUHbI
3HaMeHylTCA BO3BpalleHneM K Heid. [yTb cBeTa — aTo MyTb Annaxa. KomnosuTop, 4Tobbl
nokasaTb YHVKalIbHbIN KOJIOPUT U XapakTep AHaToONMK, 6bIT U 06bl4aun Ntofew, NCnonbL3oBan
XapaKTepHYIO TypeLKOn My3sblke NafjoBYlO W PUTMMUYECKYIO CTPYKTypy. B pesynbrate
nccnepfoBaHus Mbl BUAMM, Kak B «KepeM» aBTOp C 9HTY3Ma3MOM U a3apToM paboTaeT Haj
HaLMoHaNbHbIMW LIEHHOCTSAMM BO BCEX acrekTax onepbl.

KnioueBble cnoBa: onepa; MofasibHas CTPYKTYpa; MUCTUKA; MOSIMTOHANIbHOCTb; OCHOBbI
HapOAHOM MY3blKK
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Abstract

The article is devoted to the history of the choral music development in Azerbaijan and to
highlighting the ways of choirmaster art formation. The development of choral art in Azerbaijan
began, firstly, with the formation of the composer creative activity. The introduction of classical
choral samples with the emergence of the first opera and the formation of an ensemble for
performing it are considered to be the first step in this area. Later, the emergence of professional
choral collectives, the development of the opera genre, as well as the activity of music education
institutions included a new stage of development. Therefore, the formation of choral music
genres allowed the development of the art of conducting, especially the areas such as an opera
choirmaster who leads a choir collective, a chapel choirmaster.

The purpose of the research is to highlight the formation of choral conducting in Azerbaijan,
to study the ways of high-level development of choirmaster art and to explore the creative path
of professional opera choirmasters.

The research methodology is based on historical and theoretical principles, with the help of
which the position of choral art in the musical culture of Azerbaijan, the history of the formation
of choral art is considered. The theoretical and methodological basis of the study was the
existing works of Russian and Azerbaijani musicologists in this field.

The scientific novelty of the research is connected with the fact that for the first time in
Azerbaijan the ways of development of choir art are comprehensively covered.

Conclusions. The involvement of Azerbaijani choral art in the research and the study of the
issue mainly in terms of the conducting and choirmaster art formation have shown that the
development of this art was primarily connected with composer creativity. Since the emergence
of classical samples of choral music is associated with the opera genre, the art of conducting
and choirmaster has entered its stage of formation, in parallel. The professional development
of choirmaster art took place in parallel and mutually with the art of conducting and it was
associated with the high-level organization of music education in the country. Consequently,
such professional choirmasters as L.V.Frolova, A.A.Yurlov, N.Malikov, L. Atakishiyeva,
E. B. Novruzov, B. Vakilova, S. Agayeva, N. Mardanov, N. Nabiyev, Z. Ismayilova, Y. Adigozaloy,
G.Imanova and L. Mammadova have been trained in Azerbaijan. Besides, areas such as
a chapel and opera choirmaster have also developed within choirmaster art.

Keywords: Azerbaijani musical culture; conductor; choirmaster; national opera art;
collective
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Introduction

The art of conducting is one of the interesting and relatively less studied fields
of the science of musicology. According to Rimsky-Korsakov, although the history of
this so-called “dark” art is not as old as performing, it is a more difficult issue to de-
termine the main boundaries and criteria of professionalism that express its essence.
This is primarily due to the fact that the art of conducting covers many fields com-
bining performing, pedagogical and managerial qualities. Simultaneously, the term
conductor refers to a person who leads, as an artistic music director, various creative
collectives such as orchestra, ensemble, choir, opera. As it is known, the work mode,
repertoire, creativity field, performing style and many distinctive features of each of
these groups require a conductor to possess extensive and deep knowledge and
skills, talent, high professionalism and aesthetic taste, comprehensive work experi-
ence and many other qualities. “The art of conducting is a field requiring comprehen-
sive skills. Among them, there are skills that can be called conducting talent. They
consist of the ability to show the content of a piece through gestures, to describe
the development of musical material and to have a direct impact on the performers”
(Musin, 2006, p. 6).

The formation and development of choirmaster art which is one of the main di-
rections of conducting is closely linked with choral music, one of the richest and
unique creative fields of music art. Formed in the first half of the twentieth century,
the Azerbaijani choral art having conquered the highest creative peaks during a cen-
tury as a brilliant carrier of professional criteria has presented valuable pearls of art
to the music art. Additionally, professional pedagogues and choirmasters directly
engaged in the education, promotion and development of choral art in the country
have been working much not only on leading various groups but also on educat-
ing the younger generation. “Conducting as an art is multifunctional and represents
a complex that combines the fields of interpretation (analysis), performing (heuris-
tics), management (realizing), training (pedagogics) and organization (planning)”
(Yerzhemsky, 1988, p. 8).

Choral art has been studied mainly in the context of performing and composer
creativity in the science of musicology, valuable scientific researches have emerged
that shed light on various aspects. However, the transformation of conducting and
particularly choirmaster art into an object of the research has not been observed in
scientific researches about choral art. As one of the interesting fields with rich cre-
ative and pedagogical professional criteria, choirmaster art has been formed in con-
nection with the activity of choir collectives and the formation of opera in the country.
Back in 1908, the great composer U. Hajibeyli achieved aroused interest in this type
of music by creating the first four-voice choir sample in the opera “Leyli and Majnun’,
he also showed the importance of steps to promote the independent development of
choral art. The need for conducting along with opera as well as choirmaster art began
to be gradually eliminated. Therefore, the interesting and high-quality creative activity
of professional conductors-choirmasters representing choral art in Azerbaijan has
proved itself on the concert and opera stage, as well as in pedagogical success. From
this point of view, the study of choirmaster art and the discovery of its artistic and
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methodological bases cause interest in the science of musicology. The lack of exten-
sive and independent coverage of this topic, the lack of direct analysis and research
of choirmaster art makes the research question relevant.

One of the indicators of the relevance of the topic is directly related to the artis-
tic content of choral art. As it is obvious, the choir as an embodiment of collective
performing has such qualities as unity, equality, strength, power and mainly acts as
a carrier of the image of the people. The music scenes in the composer creativity
expressing the people, representing the idea of struggle, courage, strength and uni-
ty are linked with choral episodes. This emphasizes the historical and social, social
and psychological function of choral music. The modern content of choral art, its
public position are very important in terms of national unity and equality, the strug-
gle against the enemy, the strengthening of patriotic spirit. It shows the interest in
choral art for the younger generation and the importance of its educational sig-
nificance aimed at spiritual enrichment. The promotion, teaching and research of
choral art should be the focus of modern music art and scientific research plays an
important role in the measures taken to increase the interest of performers, com-
posers and audiences in this art. In this regard, the topic of the article is relevant. At
the same time, this topic becomes an interesting and important research object for
the pedagogical teaching process of choral art. The pedagogical, methodological
and theoretical significance of such research in the training of young choirmasters
is undeniable. This is one of the factors determining the relevance of the topic.

Purpose of the research

The article aims to highlight the formation of choral conducting in Azerbaijan and
to study the ways of high-level development of choirmaster art, to have a look at the
creative path of professional opera choirmasters.

Recent research and publications analysis

The importance of choral art and its development on a national basis in the ear-
ly twentieth century made the great composer U. Hajibeyli and his colleagues think.
U. Hajibeyli, who made a great contribution to the formation of both performing and
pedagogical resources of this art, noted in his articles and reports about the high ar-
tistic content of choral music and the role of choral performing in the development of
professional musical art. The important steps taken by the composer in this direction
were then successfully continued and resulted in the acquisition of high professional
standards by choral art on the national level.

Although the interest in choral music was more active in the art of composition
and performing arts, its study from a scientific perspective took place later. This idea
is more relevant to scientific research covering the historical, theoretical and peda-
gogical issues of choral art. Leyla Mammadova-Farajova’s monograph on the his-
tory of choral art is especially valuable among such studies. In this monograph, the
scientist takes a broad look at the stages of the historical formation of choral art in
Azerbaijan, sheds light on the main directions of its development. The monograph
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clarifies such issues as the connection of choral art with folk music genres, the role
of the U. Hajibeyli phenomenon in the development of this art, the gradual creation of
professional teaching stages of the choir class, etc.

The monograph shedding light on the life and creative path of well-known repre-
sentatives of conducting and choirmaster art in Azerbaijan was written by the musi-
cologist, researcher Gularakhanim Akhundova. This monograph provides extensive
information about conductors and choirmasters who worked in Azerbaijan. The study
of Azerbaijani choral art has been included in both special and scientific monographs
dedicated to the composer creativity. Not only composing but also creative work of
M. Magomayev, A. Badalbeyli, Niyazi, S. Alasgarov, T. Guliyev and other artists who
acted as conductors is of special importance in this field.

Main research material

The historical roots of the art of conducting are associated with the formation of
collective performing. The formation of the art of conducting in a professional sense
is linked with the development of orchestral and choral music during the Renaissance.
Composers have made a great contribution to the development of the art of conduct-
ing. In the history of music, the names of a number of composers behind the conduc-
tor's stand are known to history. However, a new stage in this art is associated with
R. Wagner. Prior to Wagner, conductors were turned back to the orchestra and facing
the audience. For the first time, Wagner turned to face an orchestra, thus bringing
innovation to the art of conducting.

Conducting was one of the fields of art formed in the first half of the twentieth
century. The art of conducting first began to take shape with leading opera orchestras.
U. Hajibeyli conducted the first mugham operas himself and M. Magomayev helped
him in this work. The main field which had great importance for the formation of the
art of conducting was choral music. The scientist L. Mammadova, who studies the
history of choral art development by stages in Azerbaijan, searches the roots of na-
tional choral performing in the older, forgotten layers of folk music in her work “Choral
Culture of Azerbaijan”: The culture of choral performing, currently quite developed
and widespread in the republic, takes its roots from the forgotten ancient folk music
samples performed collectively, these performing traditions have been accumulated
in the memory of the people for centuries and reflected in the national musical think-
ing (Mamedova, 2010, p. 13). Later, expanding this idea, the scientist showed that the
oldest genre of folk music “Yalli” was the first example of collective performing.

Finding the way to concert stages for Azerbaijani folk music and the adaptation
of performances presented here to these criteria became an integral part of the na-
tional music culture as a characteristic feature of the time. Besides, the performances
of music groups visiting the capital during concert tours, concerts of the symphony
orchestra, classical European musical tradition gradually gave an impetus to the for-
mation of the people’s musical aesthetic taste in a new direction. “Already in the ear-
ly twentieth century, more and more famous musicians, opera theatres were having
tours, the stream of professional musicians to Baku was growing. In 1895, the activity
of the Artists’ Society became significantly more active” (Mamedova, 2010, p. 100).
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We can conclude from the described picture and the referred source that choral art
in Azerbaijan was first formed in the direction of performing and mainly representa-
tives of other nations were working on its teaching and conducting art to choir groups.
This was primarily due to the absence of music education institutions in the country.

It is necessary to mention that along with choral performing, the development of
the conducting art was mainly related to the activities of symphony and opera orches-
tras. This, of course, was linked with the emergence of opera as the first classical genre
in national art. There are known facts that Hajibeyli conducted mugham operas and
musical comedies himself. M. Magomayev also played an important role in this work.
“Muslim Magomayev's conducting activity began in 1911 and he was mentioned in the
scientific literature as the first Azerbaijani conductor. Later Afrasiyab Badalbeyli, Ni-
yazi, Ashraf Hasanov, Ahad Israfilzade, Chingiz Hajibeyov, Kazim Aliverdibeyov, Rauf
Abdullayev, Fakhraddin Karimov, Javanshir Jafarov, Eyyub Guliyev, Yalchin Adigozalov
and other opera-symphonic conductors continued this field (Hasanova & Mahmudo-
va, 2017, p. 48). The experience of composers in the field of conducting in the follow-
ing period gives grounds to say that composers played a great role in the formation
of the conducting art in Azerbaijan as a professional activity. In the history of national
music, U. Hajibeyli, M. Magomayev, A. Badalbeyli, S. Alasgarov, H. Khanmammadov,
T. Guliyev, S. Hajibeyov, J. Jahangirov, S. Rustamov, T. Guliyev, R. Mustafayev played
a unique role in the development of the conducting art. A. Badalbeyli and T. Guliyev
among these composers received professional education in conducting. Other com-
posers worked as conductors in professional collectives of the republic in different
years. J. Jahangirov and R. Mustafayev's services as choirmasters are irreplaceable
in the professional development of this art. “After graduating from the conservatory,
R. Mustafayev first worked in the choir of the Azerbaijan Radio Committee as an as-
sistant conductor to J. Jahangirov and from 1958, he worked as an artistic director
and chief conductor in the choir of radio and television. The work with the choir was
also reflected in the composer activity. Therefore, he created a large number of choral
works, cantatas and oratorios, arrangements of folk songs (Qafarova, 2009, p. 20).
As it can be seen, Azerbaijani composer services in the development of choral and
orchestral music are of wide and comprehensive importance.

In addition to all this, in the 1940s and 1950s, the professional embodiment of the
art of conducting in Azerbaijan entered the history of music with the name of a prom-
inent musician, conductor, composer Niyazi. Though he did not have direct education
in conducting, the talented musician’s creativity played a fundamental role in the for-
mation of professional criteria of this art and possessing its peculiar traditions in the
national art.

Despite his young age, Niyazi had already worked as an art director in the presti-
gious orchestras of the former Soviet Union in the 1950s and he was the first interpret-
er of Azerbaijani composers’ works. “Niyazi's conducting activity was extensive and
multifaceted. He applied to the creativity of Russian and foreign composers including
Beethoven, Mozart, Wagner, Dvorjak, Rachmaninoff, Tchaikovsky, Rimsky-Korsakov,
Prokofiev, Shostakovich and others. He was the first interpreter of the outstanding
works by Uzeyir Hajibeyli, Muslim Magomayev, Gara Garayev, Fikret Amirov, Arif Ma-
likov and other composers (Akhundova, 2016, p. 99).
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The special role of the prominent composer, conductor, musicologist, public figure
Afrasiyab Badalbeyli at the initial stage of development of the art of conducting in
Azerbaijan should also be noted. As early as 1932, the composer acquired profession-
al knowledge of conducting at the Moscow Conservatory and later devoted a large
part of his life to this art. A. Badalbeyli, who worked for many years as a conductor
and chief conductor at the Azerbaijan State Opera and Ballet Theatre named after
M. F. Akhundov, was closely acquainted with the secrets of this art and made a special
contribution to the creation of the high position of the art of conducting in national
culture and to the formation of professional criteria.

In 1951, the Department of Choir Conducting was established at the Azerbaijan
State Conservatory. Another direction of the art of conducting in Azerbaijan entered
the path of professional development with the opening of this department. The main
target of this department was to train educated and professional choirmasters in the
country. L. V. Frolova, composers J. Jahangirov V. Adigozalov and M. Mirzayev, choir
specialists such as A. A. Yurlov, N. Malikov, L. Atakishiyeva, E. B. Novruzov, B. Vaki-
lova, S. Agayeva, N. Mardanov, N. Nabiyeyv, Z. Ismayilova, Y. Adigozalov, G. Imano-
va, L. Mammadova working here have made a great contribution to the training of
conductors and choirmasters who have conquered the highest peaks of this art. As
a result of the successful activity of the Department of Choir Conducting, this field of
the art of conducting plays an important role in the training of educated specialists.

Thus, if we look at the general historical picture, it seems that the art of conducting
in Azerbaijan has been gradually formed. Its first stage started with opera conducting.
The next stage is associated with a symphony orchestra and choir conducting. In
addition to these fields, the conducting of various ensembles and orchestras of folk
instruments also began to take shape.

As we noted earlier, although the emergence of choir collectives in Azerbaijan
gave an impetus to the development of performing arts, the training of local spe-
cialists took place a little later. To be more precise, this process began only with the
opening of the “Choir Conducting” department at the Azerbaijan State Conservatory.

L. V. Frolova, who started working at the “Choir Conducting” department in 1951,
also headed this department. She received professional education in this speciality
at the Moscow State Conservatory, had successful concert activity with various choir
collectives. When this department was opened in Azerbaijan, Gara Garayev invited
L. Frolova to head this department. The successful activity of the Choir Conducting
Department from the first years of its opening was characterized by the fact that its
first graduates became leading specialists in the national choirmaster art. Among
them, there were such names as N. Malikoy, L. Atakishiyeva, R. Afendiyev, K. Abbasov.

The development of choirmaster art was also associated with the work of special-
ists studying this field in the opera theatre. It is necessary to emphasize the impor-
tance of the time and location factors of the creative process as a key feature of the
principle of working with a cappella team and the choir collective of the opera theatre.
It is these factors in front of the choirmaster that determine the main directions for es-
tablishing the principle of work. Since the artistic and aesthetic requirements to these
groups have different aspects, the principle of working with them, the solution of the
repertoire problem is organized according to different criteria. During the activity of
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the department of “Choir Conducting,” both directions of choirmaster art have under-
gone a process of development, professional specialists working in the opera theatre,
with a cappella and other choir groups, as well as engaged in pedagogical activities
have been trained.

Nijat Malikov is one of the choirmasters conductors who led choirmaster activi-
ties in the opera theatre and achieved successful creative achievements. His activity
both in the Opera and Ballet Theatre and in the “Choir Conducting” department of the
conservatory played an important role in the formation and development of choir-
master art in Azerbaijan. The talented musician, who started practising this art in his
student years, not only become acquainted with the secrets of art but also made great
contributions to its development and acquiring professional criteria. N. Malikov acted

”oa n u

as a choirmaster of operas such as “Carmen”, “Rusalka (Mermaid)”, “lolanta”, “Boris
Godunov”, “The Queen of Spades”, “Knyaz Igor (Prince Igor)” and others. After staging
numerous opera performances in 1958, N. Malikov was appointed chief choirmaster
of the theatre and worked there until the last days of his life. His friends and col-
leagues noted that N. Malikov was distinguished by a sensitive approach to musical
material, high professionalism, a good sense of music, seriousness, exactingness to
himself and choir artists, as well as his students (Akhundova, 2016, p. 29).

Honoured Art Worker Bibietta Vakilova was one of the people who worked with
N. Malikov and she was full of wonderful impressions about him. B. Vakilova's person-
al creative way, who devoted her whole life with her opera choirmaster and pedagog-
ical activity to the development of this art, is noteworthy. Deeply aware of the secrets
of choirmaster art, B. Vakilova's creative path is very rich and comprehensive. Having
gained great pedagogical experience working in various music educational institu-
tions of the republic, the talented choirmaster demonstrated her high professionalism
and conducting skills on the stage of the Azerbaijan State Opera and Ballet Theatre.
B. Vakilova, who worked with this collective for many years, showed her attention and
sensitive attitude to art and its carriers as a choirmaster and it was manifested during
the work on musical works too. “A peculiar interpretation of U. Hajibeyli's operetta
“Arshin mal alan” prepared at the Opera Studio brought her the first prize in 1987 at the
festival of young theatres in Moscow” (Abdulzade, 2015, p. 47).

The main noteworthy point in the work style of the experienced musician is the

acquisition of high professional performing skills, regardless of the level of training of
the choir collective. If the staff of the Opera and Ballet Theatre was composed of edu-
cated musicians, it was impossible to say the same about the choir group of the Opera
and Ballet Theatre in Antalya, Turkey. B. Vakilova managed to instil in musicians high
professional performing skills during the short time of working with this ensemble.
“When | was working there, many musicians had poor note literacy. | pay attention
first to the clear sound of the interval. Traditionally, after the work on the individual
parties is over, the main issue begins with the work on the ensemble. Here the division
is based on male and female voices. For me, in addition to other details, it is more
important to work first on the image. | prefer expressive and figurative presentation
during the performance” (From private conversations).

Laman Atakishiyeva’s name, who had services in the development of Azerbai-
jani choral art and who was one of the talented conductors working on the forma-
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tion of professional criteria for choirmaster art, is an important page in the history
of culture.

Having mastered the secrets of this art in the class of a professional pedagogue
and talented choirmaster L. Frolova, L. Atakishiyeva is one of the artists who later
dedicated her whole life to its development. The period of her education coincided
with the years of work of the prominent conductor-choirmaster A. Yurlov who gave
a great impetus to the development of choral art in Azerbaijan and defined its main
directions. A. A. Yurlov, a very talented musician, choirmaster and promoter of choral
music, who was invited to Baku in 1954, played a key role in the formation of Laman
Atakishiyeva's creative personality as a choirmaster. Although A. Yurlov worked in
Baku for a very short time (until 1956), his active pedagogical, creative and organiza-
tional activities gave an impetus to the revival of the choral art performing in Azerbai-
jan (Akhundova, 2016, p. 44).

L. Atakishiyeva’s musical sense and deep mastery of the secrets of choral per-
forming were enough to successfully cope with this task. Thanks to this hard work
and talent, she was awarded the first prize at the Festival of Transcaucasian Ama-
teur Groups (Mamedova (Farajeva), 2013). L. Atakishiyeva's talent and rich experi-
ence were also highly appreciated far from home. It is no coincidence that Laman’s
bright talent, professional choirmaster activity, who was invited to work at the Opera
and Ballet Theatre in Istanbul, Turkey in 1981, was remembered with great sympa-
thy in the music culture of this group and the country for many years. Moreover, La-
man Atakishiyeva's hard work and professional style in the preparation of the vocal-
symphonic work “Epic” by the famous Turkish composer Adnan Saygun brought at-
tention both to the composer and the music community. In addition, L. Atakishiyeva
prepared operas by Russian and European composers performed by this collective,
which were met with applause by the Turkish audience.

People’s Artist Javanshir Jafarov is one of the talented musicians who worked
as a conductor and choirmaster of numerous performances at the Azerbaijan State
Opera and Ballet Theatre, who made a great contribution to the development of this
art. Having received professional training in conducting and choirmaster specialities,
J. Jafarov connected his creative activity with Azerbaijan State Opera and Ballet The-
atre from 1979. One of the brightest aspects of his work was his performance both as
a symphony orchestra conductor and a choir conductor. To exemplify, he performed
excerpts from U. Hajibeyli’s opera “Koroglu” as a conductor of a symphony orchestra
in 1983 and then continued his activities in both directions.

Under J. Jafarov's leadership, the works by Azerbaijani, Russian and European
composers were successfully staged here. Among them, there were U. Hajibeyli's op-
eras “Koroglu”, “Leyli and Majnun”, operettas “Arshin mal alan”, “O olmasin bu olsun”,
F. Amirov’s ballet “1001 Nights”, A. Badalbeyli’s ballet “Maiden Tower”, A. Alizade’s bal-
lets “Babek”, “Journey to the Caucasus”, G. Garayev’s “Don Quixote”, “Lightning Roads”
ballets, J. Verdi's “Traviata”, “Troubadour”, “Rigoletto”, “Aida” operas, R. Leonkoval-
lo’s “Pagliacci”, Puccini's “Madame Butterfly”, “La Bohema”, “Manon Lescaut” operas,
Rossini’s “Barber of Seville” opera, Tchaikovsky's “Nutcracker” ballet and other works.

It is also noteworthy to mention talented choirmaster Sevil Hajiyeva's creativi-
ty who successfully continues achievements of modern Azerbaijani choral art and
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has connected her life with the opera and ballet theatre. It is known that the creative
activity of the opera and ballet theatre in recent years, especially the fact that choir
collectives have faced various social problems, has had a negative impact on the de-
velopment of this art. Maintaining the collective’s high level of creative determination,
interest in music and art under these conditions, working to ensure that the criteria of
professionalism do not lose their value requires great effort, will and endurance from
the choirmaster. These features are typical for the work of talented musician and ex-
perienced choirmaster Sevil Hajiyeva.

As a consequence of S. Hajiyeva's hard work and efforts, operas have begun to
be performed in the language in which they were written. It should be noted that this
is one of the most important achievements of Hajiyeva as a result of her great efforts
and hard work process. It is known that diction and pronunciation are very important
in choral performing. In opera choirs performed in the original language, the harmony
and influence of the music have interpretation features much closer to the compos-
er's idea. These features form the basis of S. Hajiyeva's style of work with the choir
troupe of the opera. During her activity, the choir's performance not only has improved
its professional skills, but also the problem of pronunciation is solved and the sense
of ensemble in the choir is increased.

In 1999, S. Hajiyeva, who studied in the class of a well-known conductor and tal-
ented artist Yalchin Adigozalov, began her pedagogical activity at the university where
she studied. Many of her students work in various educational institutions and choir
collectives of the republic.

In performances prepared by S. Hajiyeva, she acts as a choirmaster and conduc-
tor and this work becomes very successful. Under S. Hajiyeva's direction, who has
entered our musical history as a female conductor leading a symphony orchestra for
the first time, works such as U. Hajibeyli's “Koroglu”, “Arshin mal alan” (choirmaster),

“Asli and Kerem”, “Leyli and Majnun”, “If Not That One, Let It Be This One ” (conductor),

M. Magomayev’s opera “Shah Ismayil” (conductor), Z. Hajibeyov’s “Ashig Garib” (con-
ductor), F. Amirov’s “Sevil” (choirmaster), V. Adigozalov’s “Natavan” opera (choirmas-
ter), L. Weinstein's opera “Cinderella” (choirmaster), J. Puccini’'s “Madame Butterfly”,
“Tosca”, “Manon Lescaut”, “La Bohema” opera (choirmaster), P. Maskanyi's “Village
honour” (choirmaster), J. Verdi's “La Traviata” (choirmaster), “Rigoletto” (choirmas-
ter), “Troubadour” opera (choirmaster), “Don Carlos”, “Aida” (choirmaster), J. Bizet's
“Carmen” (choirmaster), Rossini's “Barber of Seville” (choirmaster), R. Leoncovallo’s
“Pagliacci” (choirmaster), P. Tchaikovsky’s opera “The Queen of Spades” (choirmaster)
were staged. S. Hajiyeva tries to instil the secrets of her art in students by publishing
the knowledge she has gained as a result of her stage and pedagogical activity both
in the form of textbooks and methodical manuals. In different years, she published
a textbook “Choral compositions of Azerbaijani composers of the twentieth century”
(Hajieva, 2014), as well as articles on various topics in the scientific press.

Conclusions

As we have noted, the formation of choirmaster art is closely linked with the activ-
ities of both opera theatres and cappella groups. However, these directions are com-
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bined under a single speciality of choral conducting in educational institutions teach-
ing the secrets of this art. Gaining experience working in an opera theatre or a appella
depends on the future activity of the choirmaster. Despite this, these two fields have
their own style of work. The process of preparing choirs within an opera, the prepara-
tion process of choirs taken from operas in the context of independent choral works
or concert performances require a different approach. First of all, the development of
events on the opera stage, acting, becoming a part of the plotline, costumes, decora-
tions and, most importantly, the inability to communicate directly with the choirmas-
ter fundamentally distinguishes the creative activity of the opera choir troupe. These
reasons place the equally complex requirements on the opera choirmaster, such as
responsibility, a wide range of knowledge, working in close contact with various fields
of art, having a broad knowledge of the criteria of the stage. The joint work, mutual
understanding and agreement of a large creative team including a director, conduc-
tor, choirmaster, choreographer, set designer, orchestra, soloists and choir plays an
important role in the formation of certain stage work. The representatives of these
fields of art in addition to being professionals in their fields, should have extensive
knowledge of other areas and be familiar with their work style. Otherwise, a sample of
high art cannot be created.

Choir conducting is one of the most complex professions in music art. First of
all, this art is distinguished by its multifunctionality. Thus, in addition to high musical
knowledge, the choir conductor should have pedagogical, psychological, organization-
al skills, as well as director and artist thinking. The main creative task of the conductor
is to be able to convey the artistic result to the listener and to know the laws of the
audience’s psychology of music perception. In the poet-composer-conductor-choir-
listener scheme, the creative responsibility of the conductor is heavier. In addition to
understanding the artistic and emotional content of the work, he must instil it in the
choir and convey it to the listener. For this reason, the role of the choir conductor as
an artistic director is not only important but also has significance in the formation of
the aesthetic taste of the listener. There are a number of differences between the choir
master’s work structure working with a choir collective outside the opera and the
opera choirmasters. The choirmaster, who works freely with the choir, is more inde-
pendent in the presentation of the work. However, the opera choirmaster working on
the preparation of choral scenes within the work should take into account the require-
ments of the director, conductor, set designer, orchestra and simultaneously manage
to present music in accordance with the compositional structure of the single work. In
this regard, the opera choirmaster has a more serious responsibility.

The educational system for choral art in Azerbaijan implements training of choir
performers along with choir conductors. It should be noted that this direction as
a field of conducting art is taught within a speciality as a complex. Currently, this field
is taught at the Baku Music Academy and the Azerbaijan National Conservatory and
the student studying here is free to decide which orchestra he/she will work with in
the future. However, the special features that distinguish choir conducting from the
field of conductors working with other collectives require, first of all, that the spe-
cialist who wants to work in this direction has more ability to perform choral music
than others. This means that a specialist working with choir collectives should first
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get acquainted with choir music and master the methods of managing this collective
in advance. The role of pedagogical activity is also very important for this. Thus, the
successful activity of both independent choir collectives and choir collectives work-
ing in the opera theatres in Azerbaijan gives grounds to say that choirmaster art is
still carrying its development prospects. The annual choir competitions held in the
country and the active participation of children’s choirs in these events mean that the
interest in this art is always rejuvenated. This is an indicator of future prospects in the
development of choirmaster art.
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AHoTauyis

CTaTTa npucBsiYeHa iCTOpil PO3BMTKY XOPOBOI My3uku B AsepbaifykaHi i BUCBITIEHHIO
wnsAxis  (GopMyBaHHA XOPMENCTEPCbKOro MMUcTelTBa. PO3BUTOK XOPOBOr0 MWUCTeLTBa
B AsepbaingkaHi noyaBca 3 (GOpMyBaHHSI KOMMO3UTOPCbKOI TBOpYocTi. [MosiBa mepLiol
onepwu, BKIIFOYEHHSI KJTaCUYHUX XOPOBMX 3paskKiB i popMyBaHHA KONEKTUBY ANA il BUKOHAHHS
PO3UIHIOETbCA AK MNepLMiA KPOK Yy Ui ranysi. [isHiwe nosBa npodecitHUX XOpoBUX
KONEKTUBIB, PO3BUTOK OMEPHOIO XXaHpy, a TakoX AiANbHICTb My3MYHUX HaBYalIbHUX 3aK1agiB
O3HaMeHyBanu HOBMI eTan po3BUTKY. Lle 03B0OMNO chopmyBaTh K XOPOBi MY3UUHI XKaHpW,
TaK i HanpsMW OAVPUreHTCbKOro MUcTelTBa (OMepHUii XopMencTep, KU OYOJSIHOE XOPOBMIA
KOJIEKTMB, XOpMENCTep Kanesnu).

MeTta pocnig)XeHHA — BWCBIT/IUTM CTAHOBJIEHHA Ta BUBYMTU LUASAXU PO3BUTKY
XOPMENCTEPCbKOro MuUcTeuTBa B A3sepbaifykaHi, LOCNIAUTM TBOPYMI WNAX NpodecinHmx
ONepHUX XOpMencTepiB.

MeTopgonoris gocnifg)XeHHs 3acCHOBaHa Ha iICTOPMKO-TEOPETUYHMX 3acafax, 3a JIONOMOrot
AKMX PO3rASHYTO MO3MULIK0 XOPOBOr0 MUCTELTBa B MY3WYHIN KynbTypi AsepbaigxaHy,
iCTOpit0 CTaHOBJIEHHS XOPMEWNCTEPCbKOro MWUCTeLTBa. TeOpeTUKO-METOA0/OrYHY OCHOBY
LOCNIIXKEHHSA CKNanu HasiBHi B Uil ranysi po6oTM PpoCINCbKMX | a3epbaifykaHCbKUX
MY3UKO3HaBLiB.

HaykoBa HOBM3Ha Q[AOCHIf)KEHHA MOB'fi3aHa 3 TUM, WO Bnepwe B Asepb6aipxaHi
KOMIMJIEKCHO BUCBITIEHO LUMSIXM PO3BUTKY XOPMENCTEPCHbKOro MUCTELTBA.

BUCHOBKU. 3anyyeHHsi [0 [AOCNiAKeHHA asepbaifaHCbKOro XOpPOBOro MWCTeLTBa
i BUBYEHHSA NUTaAHHSA B acnekTi GOpMyBaHHA AUPUIEHTCbKOIO i XOPOBOro MUCTELTBa Nokasany,
LLIO PO3BUTOK i€l rany3i NoB’'a3aHunii HacamMmnepeg 3 KOMMNO3MTOPCbKOK TBOPYICTH. CTBOPEHHS
KJTaCMYHMX 3pasKiB XOpPOBOI My3WKM MOB'A3aHe 3 OMNEPHUM >KaHPOM, TOMY MUCTELTBO
OVpUryBaHHA Ta XopMeincTepa BcTynuno B ¢dasdy cBoro dopmyBaHHA. Y npodeciinHomy
HanpsMy pO3BMTOK XOPMEeWNCTepCbKOro MUCTeuTBa BigbyBaBca napanenbHO i y B3aemMogil
3 OAWPUrEHTCbKMM MUCTELTBOM, a TaKoX 6OyB MOB'A3aHMI 3 BMCOKMM piBHEM opraHisauii
My3MYHOI OCBITM B KpaiHi. B AsepbaigkaHi 3apofunocsi uine MnOKOMiHHA NpodecinHnx
xopMeicTepiB, ik-oT E. HoBpy3oB, b. Bekinoea, C. Araesa, H. MapgaHos, H. Habies, 3. Icmainosa.
A. Aguresanos, I. ImaHoBa, J1. MamegoBa, [. Oxadapos, 0. Kyxmasosa, C. Magxuresa Ta iH.
MpoTe, Taki 0o61acTi XopMeNnCcCTepPCbKOro MUCTELITBA, SIK Karnesa i onepHuii XopMencTep, Takox
po3BMBaNUCH y CBOEMY BIIaCHOMY KOHTEKCTI.

KnioyoBi cnoBa: asepbaif)kaHCbka My3W4YHaA KynbTypa; AUPUTEHT; XOPMEWCTeEp;
HaLioHanbHe ornepHe MUCTELTBO; KOJIEKTUB
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AHHOTayunsa

CTaTbsi NOCBSALLEHA UCTOPUM Pa3BUTUS XOPOBOW My3blkK B A3epbaitfiykaHe Y OCBELLEHUIO
nyte (QOpPMUPOBaAHUS XOPMEMNCTEPCKOro MckyccTBa. Pas3BuTMe XOpOBOro WCKyccTBa
B AsepbailgykaHe Hayanocb ¢ GpopMMpoOBaHMS KOMMO3UTOPCKOro TBop4YecTsa. lNosiBreHue
nepBoOi onepbl, BKITHOYEHNE KNAaCCUYECKUX XOPOBbIX 06pasLioB 1 oOpMUpPOBaHUE KONIIEKTUBA
ONA ee UCNOJIHEHUS, pacLleHMBAETCsl Kak NepBbli Wwar B 3Toin o6nactu. [o3gHee nosiBneHne
npodeccuoHanbHbIX XOPOBbIX KONEKTUBOB, Ppas3BUTME OMEPHOr0 >KaHpa, a Takxke
[esiTeNbHOCTb My3blKalbHbIX Y4YebHbIX 3aBefleHWi O3HAaMeHOBasM HOBbIV 3Tan pPa3BUTUS.
B pesynbrate 3T0 no3eonunno chopMMpoBaTb KakK XOPOBble My3blKaslbHblE >XaHpbl, Tak
W HanpaBJIEHUs AUPUXKEPCKOro UCKycCcTBa (OMepHbI XopMeicTep, BO3raBASIOLLMA XOPOBOW
KOJINEKTUB, XOpPMencTep Kanessbl).

Llenb wuccnepoBaHMss — OCBETUTb CTaHOBJIEHWE W WU3YyYUTb MyTU PasBUTUSA
XOPMEWCTEPCKOrO  UCKycCTBa B Asepbailf)kaHe, UCCnefoBaTb  TBOPYECKUA  MyTb
npodeccuoHanbHbIX ONEPHbIX XOPMENCTEPOB.

MeTogonorus wuccnefoBaHUs OCHOBaHa Ha MCTOPUKO-TEOPETUYECKMX MpUHUMNAX,
C TMOMOLbIO KOTOPbIX PaccMOTpeHa MO3UUWs XOPOBOIO WCKYCCTBa B My3blKaslbHON
KynbType AsepbaifykaHa, UCTOPUS CTaHOBNEHUSI XOPMENCTEPCKOrO MUCKycCTBa. TeOpeTuKo-
MEeTOLONOMMYECKYIO OCHOBY WCCNe[0BaHWA COCTaBWIM CYLLECTBYHOLUME B 3TON ob6nacTu
paboTbl PyCCKUX U azepbaingyKaHCKMX My3bIKOBEOB.

HayyHass HOBM3HA uccnefoBaHMS CBsid3aHa C TeM, 4YTO BrepBble B AsepbaipykaHe
KOMMJIEKCHO OCBELLEHbI NMYTW Pa3BUTUSA XOPMENCTEPCKOro NCKYCCTBaA.

BbiBoapbl. [lpuBneYeHne K MccnefoBaHMIO asepbaifyKaHCKOro XOpPOBOrO MCKYCCTBa
M M3y4yeHue BoOrpoca B acrnekte (GOpPMUPOBaHWUS AMPUXKEPCKOTO M XOPOBOrO WCKYCCTBa
nokasasnu, 4TO pa3BUTME 3TOW OTpac/in CBSA3aHO, B MEPBYIO o4vepedb, C KOMMO3UTOPCKUM
TBOpYecTBOM. Co3haHMe KJlacCMYeckux 06pasLioB XOPOBOM My3blKM CBA3aHO C OMEpPHbIM
)XaHpOM, MO3TOMY MCKYCCTBO AUPVMIKMPOBAHUSA M XOpMencTepa BCTynuio B ¢dasy CBOero
dbopmupoBaHus. B npodeccrmoHanbHOM HanpaBneHUn pa3BUTME XOPMENCTEPCKOrO UCKYCCTBA,
NPOVCXOAMMIO MapasnefibHO U BO B3aMMOLENCTBUU C AUPUMIXKEPCKUM MCKYCCTBOM, a Takxke
6blI/10 CBA3AHO C BbICOKUM YPOBHEM OpraHU3aLumn My3sblkasibHOrO 06pa3oBaHNs B CTPaHe.

B Asepb6aligykaHe 3apoausiocb Lefioe MoKosieHne npodeccuoHanbHbIX XOPMencTepos,
Takux kak 9. Hoepysos, b. BekunoBa, C. AraeBa, H. MapgaHos, H. Ha6ues, 3. MicmannoBa.
A. Apbiresanos, . MmaHoBa, J1. MamepgoBa, . Oxadapos, 0. Kyxmasosa, C. Magxuesa
n T.4. TeM He MeHee, Takme 0611aCcTU XOPMENCTEPCKOrO UCKYCCTBA, Kak Kanesnna v onepHbIi
XOpMeWNcTep TakXe pasBMBaiNCb B CBOEM COOCTBEHHOM KOHTEKCTE.

KniouyeBble cnoBa: asepb6aifpykaHCKas My3blkanbHasi KynbTypa; AUPUXEP; XOpMencTep;
HaLMOHanbHOe OMnepHoOe NCKYCCTBO; KONNEKTUB
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Abstract

An early article is devoted to the study of the concept of Eurasianism in the context of
comparative art history. The presented article emphasizes that modern art history requires
methodological innovations that will reveal the features not only of the national specifics of
music, but also the parameters of its dialogue with other cultures.

The article discusses the concept of musical genocide as an analogue of an innate program
that determines the vectors of the artistic culture evolution. As a result, it is possible to determine
both universal ethnocultural and the specificity of regional conditioned properties of culture.

The purpose of the research is to determine the comparative parameters of the Eurasian
culture.

The research methodology lies in the method of historicism. Of fundamental importance, he
can reveal the logic of historical thinking. The prospect of using the method of historicism lies in
the possibility of approaching the complex whole of Eurasian culture in its historical movement,
in the unity and development of its constituent parts. Behind the variety of manifestations, the
main, common lines of the historical development of Eurasia are being built.

The scientific novelty of the research undertaken in this article is to form a number of
provisions of the comparative analysis. For example, the concept of a gene formula, a typological
series.

Conclusions. The category of the gene formula formulated in the article is a historically
conditioned sign function of culture. The gene formula is generated by the collective experience
of the ethnos and has semantic meaning. At the same time, the gene formula defines
a specific type of pitch that ensures the vitality of the music and realizes the identity of the
culture.

Keywords: art; culture; Eurasia; type; formula; ethnogenesis; ethnology; comparison

Main research material

Conceptualizing the diversity of empirical facts in the history of music from com-
mentaries on medieval written sources to holistic analyzes of contemporary music
requires explanatory paradigms closely associated with the comparative historical
study.
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In science, the idea has long been formed that the comparative method is an im-
portant link in knowledge. However, comparative studies were not “popular” in Azer-
baijani art history for a long time.

Comparative analysis is relevant today, in the era of the so-called inter-
civilizational communication. After all, if cultural dialogue becomes a means of sur-
vival for the world community, then intercultural contacts must be studied at the level
of national subjects.

Azerbaijan has always been at the border of the West and the East. The activity of
counter-cultural processes was reflected in the development of artistic culture.

Let us emphasize that Azerbaijani art culture has experienced various kinds of
influences throughout the history of its existence. The latter were assimilated in the
context of the culture of Azerbaijan and received a complete, perfect form.

The culture of Azerbaijan is a monolithic unity. All components of the culture are
harmoniously connected. The strength, power, and organic nature of these ties have
been tested through many centuries.

If we consider the culture of Azerbaijan as a culture that organically absorbed the
traditions of the Eurasian region, then the peculiarities of the mentality, the specifics
of the national, reflecting the synthesis of heterogeneity and poly ethnicity, the abili-
ty to organically assimilate other ethnocultural traditions and preserve deep genetic
foundations are invariably highlighted.

The Azerbaijani art history has accumulated solid empirical material. But today
we need creative paradigms in the study of Azerbaijani culture.

In other words, the generalizing phase in the history of Azerbaijani theoretical sci-
ence, in my opinion, has reached its apogee, and new problems require urgent con-
sideration. In this sense, the Eurasian perspective on the consideration of Azerbaijani
culture is very important.

In world practice, the paradigm of research is organically built: from the globaliza-
tion of culture to the search for the national specifics of artistic creativity. Azerbaijan's
contribution to world culture is enormous, which actualizes the study of Azerbaijani
art in the context of the Eurasian idea.

Ethnologization of culture is, first of all, powerful regional “layers”, in the study of
which the cultural context becomes dominant. Therefore, today it is so necessary to
pay attention to those aspects that need primary study. Clearly stated positions are
needed, which would have a pronounced distributive character. Only on this basis can
you start a comparative analysis.

The importance of the comparative method in the study of Eurasian culture is
beyond doubt. The possibilities and prospects opened up by the comparative method
in this direction are practically not realized, because the research is limited mainly by
the comparison of much more particular moments. Here we emphasize that the study
of the processes of interaction and mutual influence of multi-ethnic cultures that are
part of the structure of the Eurasian world entails the consistent and obligatory use of
the comparative method, as well as its improvement, accompanied by the identifica-
tion of new, not yet disclosed its facets, the advancement of more and more complex
and urgent tasks. But the main thing is that a researcher can get not just any single
result, but a whole system of scientific data, which includes information about the dif-
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ference between the compared phenomena. Of course, the most interesting research
in the study of the Eurasian foundations of culture would be research related to the
historical stages of interactions. So, tracing the development of culture in the histor-
ical and chronological plan, it will be correct to start a comparative examination from
the middle generalizing links, | mean the scale of zonal or regional musical systems.
In this case, the research carried out in this direction should be carried out taking
into account the local specifics and have a polycentric character. Then a comparative
analysis of a particular typology will run through the entire culture of a given synchro-
nous series, orienting itself, at the same time, within the limits of certain, historically
established typological communities. This warns the researcher against generaliza-
tions of a higher level becoming some kind of abstraction and losing connections with
specific historical and musical material.

An integral set of ethnocultural components determines the characteristics of
a nation. At the same time, the cultural code of national specificity is revealed through
ethnogenetic comparative studies. Ethnic self-esteem, social interests, the rigidity of
certain traditions, morality, spirituality, which has a natural basis, features of levels,
the quality of individual and collective consciousness; typologies of mental models,
type of thinking, and historical experience, imaginative complexes, value criteria, sta-
bility of mentality - all these common and powerful enough, fundamental founda-
tions have played an important and sometimes decisive role in the interconnections
of cultures. The research supertask has always been aimed at revealing the national
specifics of Azerbaijani art.

The historical memory of the Azerbaijani people has preserved a huge cultural layer
of ethnogenetic “relics”. In the Azerbaijani humanities, there is a fairly voluminous
literature on the ethnogenesis of the Azerbaijani people. However, in Azerbaijani eth-
nomusicology, studies related to the role of ethnogenesis in the musical folklore of the
Azerbaijani people are still few. Only in the last ten years scientists have turned to the
topical and fascinating theme of the ethnocultural content of Azerbaijani folk music.
This theme encompasses a wide range of phenomena. This includes the worldview
foundations of cultures, the artistic creation of the people, its origins and relation-
ships in the process of evolution.

As you know, the relationship of ethnic “mechanisms” with art is very diverse.
Some of them are, as it were, external in nature, shaped into a visual perception of
ethnoculture. Others express the deep psychological, mental foundations of the na-
tional character. In this sense, the art of music has a special function.

One of the postulates of comparative studies, originating in classical ethnology,
is the following: the typological kinship of the compared artistic culture of different
peoples most often indicates their genetic relationship. What is the promise of this
kind of idea? It is obvious:

- Involvement in the analysis of new regions, expansion of the geographical
scope of the study;

- Synthesis of theoretical developments with historical ones. Reliance on the his-
tory of ethnos, culture, ethnography;

- Establishment of not only unidirectional connections but also the correlation of
different musical cultures in the light of the problems of comparative studies.
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It is advisable to build two methodological lines — synchronous and diachronic.
This makes it possible to consider, on the one hand, various concepts of the science
of folk music in comparison, on the other, to show the real historical process of the
development of folk culture. In this sense, the formulation of the main elements of the
musical comparative studies’ concept gives real chances for clarification, terminolog-
ical concretization.

The wider the material involved in the comparative study (i. e. the larger the circle
of comparison), the more organically the synchronous and diachronic aspects of the
comparative method merge. This is due to the objective content of the material under
study itself.

The degree of stability, clichedness of archetypal elements in the national tradi-
tions of one or another people of Eurasia can be fundamentally different. Each of them
is an independent integral dynamic organism, with its own internal logic of develop-
ment. At the same time, as a rule, close contacts brought a beneficial effect, contrib-
uting to the consolidation of the internal forces of a given culture, the emergence of
new impulses for the development of artistic creativity in it. The Eurasian art system
includes all possible samples of genetic, contact and typological connections. That is
why it is the most favourable base for their comprehensive study.

Let's emphasize that in the process of studying local processes in the system of
Eurasian culture, the task is reduced not only to establishing similarities and differ-
ences between the cultures of a given region. The latter is to understand the artistic
system characteristic of this region as one of many development options, to under-
stand the unified artistic principles, to appreciate the essence of the typological par-
allels of the regional traditions of these peoples’ music.

In the methodological aspect, it would be advisable to consider such a concept
as mentality. We considered it necessary to give our scientific understanding of the
mentality, for the latter is closely related to national specifics.

If the concept of national specifics covers the entire spectrum of the life of an
ethnic community, then the mentality is more focused on thinking and spirituality. The
mentality is, first of all, general spirituality, unity, the integrity of the world perception,
a set of ideas, perceptions, beliefs, as well as the unity of cultural traditions. Initially,
the mentality was interpreted as the primary source of values and truths. And this
does not contradict the basic meaning of mentality as a deep level of mental repre-
sentations. This term was used by neo-Kantians, phenomenology, psychoanalysts.

Undoubtedly, the mentality is historical, as well as the national specifics. Therefore,
in our opinion, it is advisable in modern research to differentiate mentality as a histor-
ical category, the highest phase of which is national specificity. After all, the ethnos is
primary in comparison with the nation. And if the advantage of mentality is a closer
connection with natural manifestations, magic, mysticism, in a word - identification at
all levels of consciousness, from totemic ideas to ritual, then the advantage of national
specificity is clarity, awareness of the national “outline”, pragmatism and rational under-
standing of its purpose. Let's emphasize the stable nature of the mentality. The latter is
due to the deep level of value orientations, clarity of cultural, life and practical attitudes.
The mentality, characterizing the specificity of consciousness, a specific type of thinking,
is correlated with the higher environment, social and cultural context.
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National specificity is that common that is born from natural data and is condi-
tioned by the historical, ethnic, social, cultural context. A holistic set of ideas and the
unity of the discovery of these ideas also belong to the area of national specificity. Eth-
nicity manifests itself not only in the unity of material, ritual culture, the unity of origin,
human impulses but also in the general spiritual mood, features of the picture of the
world, cultural traditions. However, various cultural influences, relationships, and so on
play an essential role.

As you know, collective emotional patterns and value orientations provided a deep
level of collective consciousness. Practical life attitudes of people, stable images of
the world, emotional preferences formed the cypher of the mentality. Archaic struc-
tures, mythological consciousness and cultural stencils, a way of thinking, a mental
make-up “worked” for a general spiritual mood, an integrated set of thoughts, skills of
the spirit. A picture of the world was formed, reinforced by cultural tradition.

Specific levels of collective and individual consciousness, a specific type of think-
ing, social experience, common sense, interests, emotional susceptibility, natural
data and socially determined components reflect a person’s ideas about the world
of life.

Works in the field of comparative analysis stimulate interest in the musical culture
of the peoples of Eurasia. It becomes possible to study extensive material based on
a single concept.

In other words, the methodology developed on the basis of the Eurasian peoples’
music can, in our opinion, be successfully applied in the context of the music of other
peoples and ethnic groups. After all, the main goal is to find and generalize the genetic
universals of musical art.

Besides, the discovery of the musical cultures’ interrelationships allows one to
draw important conclusions about the genetic relationship of music, which is found
not only at the level of the genre system of the musical language, intonational and
typological connections, but also at the level of the principles of development and
shaping.

Indeed, the problem of the relationship between universals and local culture is
a complex problem that was discussed many times. At the same time, comparative
studies can also dot the i's and cross t's to some degree.

A few words about the use of comparative typological analysis. The latter is used,
firstly, because it is the first step in the methodology of comparative analysis, which is
necessary for Azerbaijani musicology. Secondly, any typology in the study of culture
is the result of the comparative analysis. Type, typology, typification, etc. can only be
identified by comparison. The identification process ultimately reveals the specifics
of the object of interest.

In the study of global approaches, the concept of “typological series” plays a huge
role.

- The concept of a typological series is an objectively existing (moreover, in
a synchronous and diachronic environment) typological community of processes and
phenomena manifested in the history of Turkic musical culture. In other words, the
methodology developed on the basis of the music of the Eurasian peoples can, in
our opinion, be successfully applied in the context of the music of other peoples and

Mamedova (Sarabska), R. On the comparative analysis of the Eurasian region cultures



Bulletin of Kyiv National University ISSN 2616-7581 (Print)
2021 - 4(1) - 34-44 of Culture and Arts. Series in Musical Art ISSN 2617-4030 (Online)

ethnic groups. After all, the main goal is to find and generalize the genetic universals
of musical art.

- This concept includes the presence of a number of stable melodic types pass-
ing through a variety of material (I mean a certain conglomeration of typical Lado-
intonational formulas). At the same time, the concept of a typological series correlates
with historical changes in the forms in which these types function. It goes without
saying that the latter is regulated by the possible limits of a certain “intonation field”
while maintaining a common “denominator”.

- In the ramified and multi-stage system of the comparative study of the Turkic
musical culture, the concept of a typological series acquires the role of an enlarged
unit of research. In this case, the scale of the enlargement of units, i.e. the range of
that particular material, which is united in each case by the concept of a typological
series, is not universal, it is mobile. In some cases, this scale covers the microsize of
Turkic music, for example, the comparative aspect of the development of two related
musical systems belonging to the same region. In others, it can include the entire
panorama of the Turkic culture and its consideration either within the framework of
a synchronous view of the process itself, or in the range of a long historical time,
i. e. diachronically.

- Concerning theoretical generalization, the concept of a typological series is ad-
dressed both to specific phenomena of art and to the laws of its origin. First of all, we
are interested in those features of the musical process, in which their interaction with
the general main laws of the culture of the Turkic world appears most clearly. Such
generalizations can only be formulated through consistent comparisons in different
circles, from primary to higher (I mean the path from samples of early folklore intona-
tion to professional forms of oral tradition).

- Atthe same time, the typological series operating in the field of musical art is by
no means some kind of fixed formations. Within each part, you can find diverse forms
of development, corresponding to certain historical conditions and characteristics of
the national culture or an entire zone.

- Finally, the concept of a typological series is a dynamic concept that combines
the stability of the phenomena being combined and at the same time allows their vari-
ant diversity. Thus, synchronous and diachronic typologies, acting as phenomena of
the Turkic musical space, change along with the movement of history itself. Note that
the dynamics of this concept is manifested not only in the modifications that arise in
the course of historical development. It also manifests itself in a wide range of vari-
ants of the national, regional and other levels within the same musical era.

- The concept of a typological series is close to the most important coordinates
of the historical and musical processes of the world of Eurasia — their periodization,
“historical geography” (I mean the changing map of national, zonal and regional sys-
tems). It has all the fundamental parameters to be ranked among those leading the-
oretical concepts of modern musicology, which are necessary for the construction
of the highest historical and musical scientific synthesis. Thus, the identification of
common typological features of national, zonal and regional musical formations is
a necessary preparation for a systematic examination of history in the reflection of
musical culture. It creates the prerequisites for making comparisons through each
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national culture in the general context of the Eurasian musical world. There is no
doubt that in the study of such numerous musical systems, such as the musical cul-
ture of Eurasia, such a desire to develop not only general categories but also uniform
principles of study necessary. Thought schemes, imaginative complexes received
cultural discovery. The system of ethnotypological constants is a way of preserving
the natural character of the development of musical culture, its dynamics, and expe-
diency. The adaptively expedient features of musical culture are initially realized at the
level of archetypes. The continuity of typologically common artefacts in the history
of the Eurasian peoples expressed itself in the creation of cross-cutting structural
components. In culture, it turned out to be a formula series representing genetic char-
acteristics. Naturally, that the isolation of some invariant content should include both
supra-ethnic properties of a typological nature, and specific, inextricably linked with
a particular regional culture. Such an invariant is defined in the context of musical
comparative studies as a gene formula. The determinants of the gene formula series
can be divided as follows:

1. The immanence of the properties of the gene formula. | mean a kind of “innate”,
archetypal.

2. Adaptive properties, determined by the most significant constants of the gene
formula, correlated with the context.

3. Typological properties that concentrate the most expedient and stable, clichéd
elements.

If we use the thesis that the evolutionary process is conditioned by adaptation
to the context, then we should recognize an unusually high degree of viability behind
the gene formula. The accumulation of typological features of the gene formula in the
system of value orientations of a sufficiently large ethnocultural area becomes natu-
ral in the light of the linguistic norms of this area. The formation of formula models is
selective. It was precisely the selected methods of influencing the functioning of the
gene formula series that ultimately formed the artistic system. Thus, there is a func-
tioning of a certain content that permeates all the specified components of traditional
cultures and is largely supra-ethnic in nature. It is clear that the gene formula series
is not a “mechanical” set of models. The process of the formation of ethnotypes was
distinguished by its organic nature, a high degree of integration of both external and
internal properties of the musical language.

In the context of the analysis | propose, the system of ethnotypological constants,
which we define as a gene formula series, is a way of preserving the natural character
of the development of musical culture and its dynamics. The adaptively expedient
features of musical culture are initially realized at the level of archetypes; in our inter-
pretation — gene formulas. The artefacts of our culture carry the deepest genetic im-
pulses. And the musical genotype is a kind of innate program that determines much
and significant in the development of musical folklore.

The gene formula becomes a nationally specific model in the context of ethno-
artistic concentration, organizing a kind of “compression” of information. | would say
that a gene formula is a vessel that stores the most valuable artistic and ethnogenetic
information; a gene formula is a specific auditory accumulation that functions in the
context of historical memory. These seemingly simple intonation phrases are gener-
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alized formulas, archetypes of the early stage of intonation. It was in these melodic
types that the historical selection took place, the polishing of the basic intonational
“vocabulary” of Azerbaijani music. A gene formula is a holistic formation, the com-
ponents of which are organically linked to each other. The gene formula is the main
core of expressiveness. The tunes, minimized to a minimum, open up in the process
of development like a spiral, infinitely open, open in its movement. | would like to em-
phasize the intonational “elasticity” of the gene formula.

The gene formula has, on the one hand, an infinite number of variants, on the other,
a certain generalized idea of the main parameters of its functioning. What is the rea-
son for this phenomenon? With evolutionary processes that are extremely difficult to
trace. Only a comparison of options is able to identify the main core, model, invariant,
a set of typological features, a set of mandatory, necessary elements.

It is not by chance that we use the phrase “gene formula” and put it forward as
a term. The substantiation of the gene formula is associated with its first part, denot-
ing the origin, and heredity, and continuity, and the process of formation, becoming, as
well as with the term “formula”, which, on the one hand, means the form of the process,
giving completeness to a certain structure. On the other hand, it means animportant
concept for us about patterns, certain relationships, rules, expressed in a short form.

| would like to emphasize the symbolic character of the gene formula. The gene
formula absorbs a historically conditioned meaning, thus acquiring a sign function
and thereby organizing a special kind of integrity. | mean ethnocultural integrity.

Considering the well-known definitions of melody, motive, we can draw parallels
that concretize our concept of a gene formula.

A gene formula is a motive capable of giving birth to similar forms. This is a structure
that has the ability to germinate. The smallest integrity, which has its own semantics.

Gene formulas are different versions of a single musical idea. We can talk about
the modification of certain elements of the gene formula, however, the parameters
that ensure the relationship of the gene formulas of the Eurasian space are preserved.

The affinity of the typological series of gene formulas is undeniable. The plurality
of functionally equal gene formulas creates a certain general intonational sphere. As
you know, parity, equivalence favours the preservation of integrity. The foregoing re-
fers to the most important regularity of folklore thinking — variance. In this case, the
main Lado-intonational cell with definite and very stable functional connections acts
as a stable factor. Nationally specific parameters appear as mobile elements. Most
often it is the general context in which the gene formula exists. Depending on the
context, one or another of its changes occurs.
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IHCTUTYT apXiTeKTypu | MucTeTBa HavlioHanbHOI akagemil Hayk A3epbaiigxaHy,
Baky, AsepbaiigxaH

AHoTauyisa

CTaTTa npucBaYeHa AOCHIAXEHHIO KOHUenUil eBpas3incTBa B KOHTEKCTI MOPIiBHANbHOIMO
MUCTeUTBO3HaBCTBa. Y MpeAcCTaBfieHin cTaTTi NigKpecntoeTbCs, WO B CyvYaCHOMY
MUCTELTBO3HABCTBI HEOOXiAHI METOA0OrYHI HoBaLi, SIKi BiAKPUIOTb 0COBANBOCTI He TiNbKK
HauioHanbHOI cneumdiky Mysnku, a 1 napamMeTpu ii gianory 3 iHLWMMK KynibTypamu.

Y cTaTTi po3rnsifaeTbCs MOHATTA MY3MYHOIO FreHOTUMY — aHasiora BPOAXXEHOI Mporpamu,
sIKa BU3Ha4ya€e BEKTOPU eBOJIHOLIT XyAOXHbOI KyNbTYpU. YHACIAOK YOro MOXI/IMBO BU3HAUNTH
AK eTHOKYNbTYPHI yHiBepcanii, Tak i crneundiky perioHasibHO O6YMOBMEHMX BNACTUBOCTEN
KynbTypw.

MeTa pocnip)XeHHs — BU3HAYEHHS NMOPIBHANbHWX NapaMeTpiB €BPa3iiCbKOil KyNbTypu.

MeToponoria pocnipgxeHHA. [puHUMNOBE 3HAYeHHA Mae METOof iCTOPWU3MY, 3[aTHUWA
PO3KPUTU NOFiKy ICTOPUYHOIO MUCNEHHS. [lepcrnekTnBa BMKOPUCTAHHA MeETOAY iCTOpU3MY
yKnazieHa B MOXXJIMBOCTI MiAiNTN A0 CKNaAHILOro LiNoro €BpasinCbKolKyNbTypu BITiCTOPUYHOMY
pyci, B €QHOCTI i pO3BUTKY iT CK/1af0BUX YaCTUH. 3a Pi3HOMaHITHICTIO perioHasnibHUX NPosiBiB
LUMKYKOTbCA MaricTpasbHi, 3arafbHi NiHil icTOpUYHOro po3BuTKy EBpasii.

HaykoBa HoBM3Ha Aochnif)KeHHs nonsrae B GopmMyBaHHi psgy NONOXKeHb MOPIBHANBHOMO
aHaniszy. Hanpuknag, noHATTS Npo reHohopMyny, TUMONOTIYHUIA PAL,.

BucHoBku. ChopMynboBaHa B CTaTTi KaTeropisi reHopopMynn € icTOpU4HO 06yMOBIIEHOO
3HaKOBOK (yHKLUiE KynbTypu. NeHodopMyna Nopoa)xeHa KOMEeKTUBHUM AOCBIAOM eTHOCY
i Mae ceMaHTUYHe 3HayeHHs. BogHoyac BoHa BM3Hayae KOHKPETHWI TUM 3BYKOBWCOTHOCTI,
AKMIN 3a6e3Mneyye XUTTE3[ATHICTb MY3UKH | 3LIACHIOE ILEHTUYHICTb KYNbTYpW.

Knioyosi croBa: MUCTEUTBO; KynbTypa; €Bpasis; Tun; GopMyna; eTHOreHes; eTHOMOris;
NOPIBHAHHSA
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0 CPABHUTEJIbHOM AHANIU3E KYNIbTYP EBPA3UUCKOIO PETMOHA
PeHa MamepoBa (Capa6ckas)

JOKTOP MCKYCCTBOBEAEHMS, npogeccop;

ORCID: 0000-0003-3269-8960; e-mail: renasarabskaya@mail.ru

UHCTUTYT apXuTeKTypbl U CKyccTBa HaynoHanbHov akagemMum Hayk AsepbarijkaHa,
Baky, AsepbaiigxaH

AHHOTayunsa

CTtaTbs MOCBAlLlEHAa WUCCMeQOBaHUKO  KOHUEMUMM  eBpasvMiCcTBa B KOHTEKCTe
CPaBHUTENbHOIO WCKYCCTBO3HaHMA. B npepcTtaBneHHon cTaTbe MOAYEPKMBAETCH, YTO
B COBPEMEHHOM WCKYCCTBO3HAHUW Heo6X0AMMbl METOAONIOrMYeckme HoBauuKM, KOTOpble
OTKPOOT OCO6EHHOCTU He TOJIbKO HaLMOHaNbHON cneunduKkn My3bikK, HO U NapaMeTpbl ee
ananora C MHbIMU KynbTypamu.

B cTaTbe paccmaTpuBaeTcs MOHATUE MY3bIKalbHOO FEHOTUMA — aHasiora BPOXAEHHOW
nporpaMmbl, ONpesensoLLen BEKTOPbI 3BOMOLNM XyLOXECTBEHHOM KyNnbTypbl. B pesynbTate
BO3MOXHO OMpefenuTb Kak 3THOKY/IbTYpHblE YHUBEpPCanuu, Tak U cneumduky permoHanbHO
06YCNOBNEHHbIX CBONCTB KYMbTYypbl.

Llenb wuccnepoBaHuss — ONpefeNieHNe CpaBHUTENbHbBIX MapaMeTpPoOB €BpPa3vNCKOW
KYNbTypbl.

MeTtogonorus uccnepoBaHus. [NpuvHUMMNMANbHOE 3HAYEHME WMEET METOL WUCTOpU3Ma,
CMOCOG6HbIN PacKpbITb JIOTMKY MCTOPUYECKOrO MbllwneHus. MepcnekTuBa MCNONb30BaHUs
MeToZa UCTOpPM3Ma 3aKJ/Il0YeHa B BO3MOXHOCTU MOAONTU K CIIOXKHOMY LIeNIOMY €BPa3uinckom
KYNbTypbl B €€ UCTOPUYECKOM ABUXEHUN, B EANHCTBE M Pa3BUTUM €€ criaraeMbix yacTen. 3a
pasHoob6pa3neM permoHasnbHbIX NPOSIBIIEHUI BbICTPaMBaOTCA MarucTpasbHble, O6LINE TUHUK
MCTOpMYEeCcKoro pa3suTtusa EBpasuu.

HayuyHass HoBM3Ha MCcnefoOBaHUA 3aK/toyaeTcss B (GOPMUMPOBaAHUM psiia MOMOXEHWUI
CpaBHUTENbHOrO aHanuaa. Hanprmep, NoHATUE 0 reHodopMyIie, TUMONIOrMYECKOM psje.

BbiBoabl. ChopMynmpoBaHHan B cTaTbe KaTeropusi reHoGopMy bl npeacTaBisieT coboi
NCTOPUYECKN OBYCNOBNEHHYIO 3HAKOBYIO (YHKUWUIO KynbTypbl. FeHodopMyna mnopoxaeHa
KOJIJIEKTUBHBbIM OMbITOM 3THOCA U MMEET CEMaHTUYecKoe 3HayeHue. BmecTe c TeM OHa
onpepensieT KOHKPETHbIN TUM 3BYKOBbICOTHOCTU, KOTOPbI 06eCneYnBaeT XM3HECNOCOBHOCTb
MY3bIKUN U OCYLLLECTBASAET MAEHTUYHOCTb KyNbTYypbl.

KnroueBble cnoBa: NCKYCCTBO; KynbTypa; EBpasus; Tun; dopMyna; aSTHOreHes; aTHONOrus;
CpaBHeHue
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AHoTauyisa
Y cTaTTi 30cepefXeHo yBary Ha icTopil MoOXog)KeHHs, cneuundiui 3ByKOBMAO6YBaHHS,
dinocodii BMKOHABCbKMX MOXJIMBOCTEN KapubAOHY — €BPOMENCbKOro  My3UYHOro

IHCTPYMEHTA, L0 B OCTaHHi AeCATUNITTA HabyBae aKTMBHOIO MOLUMPEHHS | B YKpaiHi.

MeTa pocnigyKeHHs — aHani3 icTopii NOXOAYKEHHS KapUMbAOHY, NOro KOHCTPYKLii, TEXHIYHMX
i BMpa3oBMX 3aco6iB 3BYKOBWAOGYBaHHA Ta MYy3UYHOI perpeseHTaLii KOMMO3UTOPCbKOT
N BUKOHaBCbKOI TBOPYOCTI.

MeTtogonoria pgocnif)keHHsa. Y cCTaTTi BUKOPWUCTAHO iCTOPUYHMIA, aKCIONOTiYHUN,
MYy3UKO3HaBYMMA Ta KyfAbTyponoriyHWi nigxoguM Ta BIiANOBIAHI TM MeToaM. lcTopuKo-
XPOHOJIOMYHMI  MEeTOA BUKOPUCTAHMM AN po3rnsagy  iCTopil  NOXOAXKEHHs, eTaniB
NMOLIMPEHHA KapuibNoHy Yy €Bponi M CBIiTi, aKCiONOriyHui — A58 BU3HAYEHHSA MUCTELbKOI
i ncuxoTepaneBTUYHOI LiHHOCTI A3BOHOBOro (KapuJIbWOHHOMO) 3By4YaHHs, My3MKO3HaBYi Ta
KYNbTYPOJIOriYHi MEeTOAM CrpusoTb PiBHOCTOPOHHIM acnekTamM aHanisy Micus i 3HayeHHs
KapuibNOHY B YKpaiHCbKOMY 3BYKOBOMY NPOCTOPI.

HaykoBa HOBM3Ha AOCNif)KEHHA. 34iCHEHO iCTOPMYHY PETPOCMEKTMBY MOLUMPEHHSA
Kapu/boHy, BBEEHO [0 HayKOBOro 06iry yKpaiHCbKOro My3MKO3HaBCTBa y3arasibHeHHs
LWOAO MO0 KOHCTPYKTUBHMUX, MENOAUKO-IHTOHAUIMHMX, TeXHIYHMX, O06pasHO-Xy[O0XHIX
BN1aCTMBOCTEN, 30KpeMa B YKpaiHCbKOMY 3BYKOBOMY MPOCTOPI.

BucHoBKM. [IpoaHanizoBaHo iCTOPit0 CTBOPEHHS CTaLlioHapHWX i NepecyBHOIo KapuibnoHiB
B YKpaiHi, eTanun BXOAXEHHS1 3a3Ha4YeHOro My3u4yHoro iHCTpyMeHTa B YKpaiHCbKUI 3BYKOBUI
NPOCTIip, XapakTep BUKOHYBaHOro Ha HbOMY penepTyapy, NefarorivyHi  BUKOHaBCbKi acrnekTu
noro nonynspusauii. 3asHayeHO pAuHaMiky MikHapogHoro decTuBanto [3BOHOBOIO
i Kapu/ibMoOHHOro MucteuTBa «[3BoHu AcHoi fopu egHatoTb ycix». Big3HayeHO BMKOHABCbKI
MOX/IMBOCTi TeMOPanbHOro NoeAHaHHSA KapubAOHY 3 iHLUMMM iHCTPYMEHTaMU Ta CriBaLbKUMM
ronocamu. BuokpemrsneHo 1 npoaHanisaoBaHO TEXHIYHY 1 BUPA30BY 3HAYYLLiCTb CUHTE3YBaHHSA
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KapunblWoHYy Ta aHcambnio 6aHAypuCTOK. 3anpornoHoBaHO (akTypHy BapiaTMBHICTb
aHcam61eBOro NoeHaHHA KapuabioHy i aHcaM6/1t0 6aHAYPUCTIB, MOXIMBOCTEN TEMATUYHOIO
i ’)KaHPOBOr0 PO3LLUMPEHHA penepTyapy.

KnroyoBi cnoBa: KapunbioH; 43BOHOBE i KAPUIIbINOHHE MUCTELTBO; 3BYKOBMIN aHCaM6/1b
KapunbioHy Ta 6aHAYpP; KapUIbNOH B YKPaATHCbKIi My3UYHIl KyNbTypi; yKpaiHCbKe My3nyHe
BMKOHaBCTBO

BecTtyn

Cepefi My3UUYHUX IHCTPYMEHTIB, LLLO CTPIMKO YBIALLAN Y 3BYKOBUI NPOCTIp YKpaiHu
B OCTaHHE OEeCATUNITTS, CNif BiA3HAYNTU KapUIbNOH — yAapHUA MYy3UYHUN iHCTPY-
MEHT, WO CTAHOBUTb Habip A3BOHIB YiTKO BM3HAYEHOI BUCOTM 3 MEXaAHIYHUM Kepy-
BaHHAM. Moro nowmpeHHs y €Bponi i CBiTi Mae AaBHIo (3 XV CT.) icTopito, i noB’A3aHe
Hacamnepes 3 KaTONULbKOK penirinHoto Tpaguuieto. B eBponenchbKi akageMiyHin
MY3UYHIN BUKOHABCbKIi/ MpaKTULi KapuibMOH Mae ycTaneHe 3HauyeHHs Ta Tpaguuil
TBOPEHHS penepTyapy — Bif, 3BYKOBUX MENIOANYHUX KOMMJIEKCIB AN LLePKOBHUX Ka-
TONMUbBKNX 06psaAiB Ao KoMmno3utopcbkux TBopiB XVII-XXI cT. Ha cyyacHoMmy eTani
B €Bponi Ta AMepuLi KapuibAOH NOEAHYETLCS 3 COMbHUM CMiBOM, KAMEPHUM OpKe-
CTPOM, A58 HbOMO MULIYTb YMCAEHHI TBOPU KOMMO3UTOPK, MpoBoAATbCA decTmBani
KapunbMoHHOI My3uKku, chopmyBanacsa posranyxeHa cuctemMa haxoBux opraHisadin
Ta OCBIiTHiX 3axofiB.

B YkpalHi kapnnbinoHHe MUCTELTBO Lie AOCUTb MOJIOAE, Xo4a Tpaguuil 43BOHO-
BOro MMCTeLTBa MaloTb [aBHIO iCTOpito. Bennka nepepsa po3BMTKY A3BOHapCTBa
i [I3BOHIHHS, fIKe 3aBXAM Maso peniriiHe (XpUCTUSIHCbKE) MiArPYHTS, HacTynuna
BHACNifoK ifeonoriyHMx 3a6opoH B pagsHCbKi yacu. Jluwe B HesanexHin YkpaiHi
NnocTynoBo GOpPMYyeTbCA PO3YMIHHA 3HAYeHHs A3BOHaApCTBa 3arasaoM, a TakoxXx poii
O3BOHIB K MY3WYHMX IHCTPYMEHTIB, @ A3BOHIHHA — ANA Ky/IbTYpHO-eCTETUYHOIO
3a0BOJIEHHSA | TepaneBTMYHOro 03[0POBJIEHHSI HaceneHHs. 3 Lieto MeTo B YKpa-
THi 6ynu BigHOBNEHI (pecTaBpoOBaHi) YMCMEHHI A3BiHMLI MpU LEpKBax i MOHACTW-
psX, @ y NpOBiAHUX penirinHuX LeHTpax BCTaHOBMEHI KapuiblioOHW, 30Kpema y Mu-
XainiecbkoMy co6opi (KuiB), MowiBcbkoMy MoHacTupi 0o.BacunisH (Mowis, IBaHoO-
dpaHkiscbka 0611.), Cnaco-Npeo6paxeHcbkoMy cobopi (Kuis), uepksi cB. Mocadara
(Konomusi, IBaHo-®paHKiBcbka 0611.). Takox 6yB CTBOPEHUI | eAUHMIA B YKpaiHi nepe-
CYBHWIA KapwnbiioH 6paTiB Cepria Ta JleoHiga BoTBiHKIB (KWiB), IKUiA BUKOPUCTOBY-
€TbCA AJ151 OPUTiHaIbHUX KOHLIEPTHUX Mporpam i My3unyHux dectusanis.

MeTta

MeToto cTaTTi € aHanis icTopil NOXOAXEHHA KapuibAOHY, NOro KOHCTPYKLUl, Tex-
HIYHMX | BUpa30BKX 3acobiB 3BYKOBUA0OYBAHHA Ta My3UYHOI penpeseHTaLii Komno-
3UTOPCbKOI 1 BUKOHABCbKOI TBOPYOCTi. AKTyanbHIiCTb AOCNIOXEHHA BM3HAYa€eTbCsA
NnoTpe6oto BBELEHHA [0 HAyKOBOro 06iry ykpaiHCbKOro My3MKO3HaBCTBa fIK Ma-
noBigoMoi iHdopmauii Mpo KapwubKOH, TakK i y3araJlbHEHHSA HAYKOBUX AOCHIAXEHb
Npo Lei iHCTPYMEHT, PO3BUTKY MOro TEXHIYHMX i 0OPA3HO-XYA0XHIX MOXJTMBOCTEN,
30KpemMa B Cy4dacHiil yKpaiHCbKin MY3UYHIA KynbTypi. 3QiIACHEHO iICTOPUYHY peTpo-
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CMEKTUBY MOLUMPEHHA KapUMbAOHY, BBEAEHO [0 HAayKOBOro 06iry yKpaiHCbKOro My-
3MKO3HaBCTBA y3arasibHeHHs LWoA0 NOr0 KOHCTPYKTUBHUX, MENOAUKO-IHTOHALiIHMX,
TEXHIYHUMX, 06Pa3HO-XYL0XHIX BIAaCTUBOCTEN, 30KpeMa B YKPAiHCbKOMY 3BYKOBOMY
NPOCTOPI, WO ¥ CTAHOBUTb HOBU3HY AOCHIYKEHHS.

AHani3 ocTaHHix gocnig)keHb i nyénikauii

Hai6inblu aetanbHa iHpopmaLlis Npo KapubiioHu 6yna onyénikosaHa Mosedom
Binem XaazeHoM. BoHa MiCTUTbCSl B NnepeMoBax 4O N'ATU KHUF HaBYanbHOro noci6-
HUKa «KapunbiioH», 6pollypi «Big A3BOHApPCbKOT rpy A0 HaBYaHHSI Ha KapwuSibOHi»,
36ipkn «MoBa KapubNOHY» Ta iHWKX BUAAHHSAX. OCHOBHMM MOJSIOXEHHSAM My ikaL,i
LbOro BMAATHOrO My3MKaHTa-KapuIbNOHICTa € BUABMIEHHA OCOBIUBOCTEN iHCTpY-
MEHTa i WASXiB ONaHOBYBaHHSA crneumdikor My3MYHOI KOMMO3ULi, apaH>XyBaHHS Ta
BWKOHaHHS TBOPIB A1 KAPU/IbAOHY.

Mpo A3BOHOBe MUCTeUTBO B YKpaiHi, 30KpemMa i KapuibhoH, nuile BUAaTHUN
JocnigHuk-kaMnaHonor borgaH KiHgpatiok (2012).

Buknag maTtepiany gocnig)xeHHs

Ha BigMiHy Big npaBocnaBHOI LEpPKOBHOI A3BiHWULi, fika BUKOHYE CUrHasbHY
dYHKLUiO | onepye nepeBa)kHO PUTMIYHUMM CTPYKTYpPamu, Xxoya i Mae CBOIO eCTeTUKY
i 3BYyKOBUCOTHWUIN CNEKTP, KapUNbNOH € NOBHOLIHHUM MY3UYHUM iHCTPYMEHTOM, Npu-
3HayeHUM A1 BUKOHaHHA TBOPIB KMacMYyHOI My3uku. BiH € TemnepoBaHuM fA3BO-
HOBUM iHCTPYMEHTOM, 3BYKWU SIKOro BMAO0OYBAKOTLCS 3a AOMOMOrOH MNasiMyKoBOl
MaHyanbHO-nefanbHOI KnasiaTypu, SKy Lie Ha3uBatoTb «braMaHACbKOK nefansito».
Monpw Te, WO Ha HbOMY rparTb, HATUCKAKOUYM Ha KNaBilli-NannMyku pebpamMu Kynakis
i nepegHiMN YacTUHAMW CTOM, TaKUM IHCTPYMEHT BiATBOPHOE MY3UKY PIZHUX XKaHpPiB
i cTuniB. [13BOHN Kapwu/bOHY HEPYXOMIi, HATOMICTb 3BYKOBUA06YBaHHA BiAOyBa€ETb-
CA WNSAXOM yaapy fisuka-6una. MoefHaHHA KnaBiaTypu 3 6unamMu 43BOHIB y Knacuy-
HOMY BapiaHTi € MexaHiYHUM. Ane HUHI MOXKIMBe KOMBIHYBaHHSI MexaHiYHOI nepeaa-
yi 3 enekTpoMmarHiTHoto. 3a ctatyTom CBiToBOI Jlirn KapunbitoHy ansi Toro, o6 odi-
LiNHO BBaXxaTucCs KapuibMOHOM, IHCTPYMEHT MYCUTb MaTh He MeHLLe 23-X A3BOHIB.
Hab6ip TemnepoBaHuX A43BOHIB, SIKUM 61 BEUKMUM BiH He 6yB, 6e3 «hraMmaHACbKOT
nepani» He 34aTHUI NepefaTM BUKOHABCbKUX OCOGMMBOCTEN i BiATBOPUTU crneuu-
diyHy bakTypy, TOMy TaKOXX He MOXe Ha3nMBaTUCA KapuUibOHOM.

HanpaBHilnx npegkis KapunbnoHy cnif wykatu y Kutal, ge iHCTpyMeHTH 3 pis-
Hux A3BoHIiB 3'ABuancsa 2000 pokiB TOMy. AHaAnOromM KapuibHOHYy MEBHOK MipOHO
€ iHOOHEe3INCbKUIN ramesiaH — OPKECTP YAapHUX iHCTPYMEHTIB, AKUN CYMPOBOAXYE
MiCLeBi TaHLji, TeaTpasnbHi AiCTBa Ta AepxaBHi LepeMoHil. Ak Bigomo, y XVI cT. eB-
ponencbkMx MopennasLiB, 3okpema ®OpeHcica [peiika, Bpasunio 3By4aHHs raMenaHy.
OpHak y 3axigHin €Bponi BXe 6yB MOLUMPEHWUI BIACHUI «OPKeCTp A3BOHIB», 06'ef-
HaHMIN B OQHOMY iHCTPYMEHTI — Kapwu/ibNoHi. Y 6araTbox 3aXiAHOEBPONENCHKUX Mi-
cTtax — AHTBepneHi, bptorre, bptocceni, ['eHTi, JIboBeHi i MexeneHi Bxe Togi icHyBanu
«CniByyYi Bexi» — LLepPKOBHI A3BiHWUI i MyHiuMnanbHi 6yaiBni, 3 AKMX LONMHANO 3BY-
YaHHA Kapu/bNOHIB.
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Ak cTBepaxye ekcaupekTop benbrincbkol KOpONiBCbKOI LUKOMN KapuibrnoHy
npodecop WMosed Binem XaaseH «KapuibMOH BWMHUK HaMpuWKiHLi CepeaHboBiIYYs
y cTapoBUHHUX obnacTsax benbrii, ®paHuii i Fonnangii — Gnanapii i BpabaHTi» (Xaa-
3eH, 20084, c. 10). IcHye 6e3ni4 NPUYMH NOYATKOBOIO MOLUMPEHHS KapUSibinoHy came
y HigepnaHnpax, siki o6'efgHyBanu y Ti Yacu HUHILWHI TepuTopii Benbrii, FonnaHail Ta
MiBHiYHO-3axigHoi PpaHuil. MoXHa NpuUAyCcTUTK, WO 3MiHa CTaBfIeHHS A0 3BYyYaH-
Hsl A3BOHIB i NoTpeb6a y iX HanawTyBaHHi Ha MeBHi TOHW BignoBiganu 3aranbHUM
TEHAEHUIAM PO3BUTKY MY3MYHOrO MWC/IEHHA Yy PErioHi, Ae iHTEHCMBHO pO3BMBa-
nocs nonioHiyHe My3nmyHe mMucTeuTBO. KpiM TOro, fOBeAEHHS A3BOHIB JO TaKo-
ro 3BYyYaHHs, fIke [aBasio MOXIMBICTb MOGYAOBU XPOMaTUYHOro psAy, BifnoBi-
Aano TeHAaeHUil 6yAiBHMUTBA TEMMEPOBAHUX MY3UYHUX IHCTPYMEHTIB KaBiLLHOI
rpynw.

He moxxHa 3abyBaTyt 1 NPO HEMY3UYHI YUHHUKM, IKi MO3UTUBHO BIJIMHYNM Ha PO3-
BUTOK KapubAOHY: PO3BUTOK JIMBApHOI Ta MeTarioo6po6HOI MPOMUCIIOBOCTI, peme-
cesl, NOB'A3aHNX 3 MeXaHiKoto, 3pOCTaHHA MiCT, GOPMyBaHHS HOBMX COLianbHUX rpyn
MiCbKOr0O HacesneHHs, 3aLiKaBeHNX y PO3BUTKY MUCTeUTB. Ha BUHUKHEHHST Kapuib-
OHY BMIMHYB PO3BUTOK FOAMHHMKAPCTBA, 30KpeMa YAOCKOHaNeHHA MiCbKUxX 6alu-
TOBUX [,3WUr'apiB i fOMOBHEHHS X 3BYKOBMMW CUTHasnaMu, BAKOHYBaHWMMU crieliasibHO
nig'efHaHUMM 3BOHaMU — KypaHTamy. MoXKHa B6adaTu 3B'A3KM Yy PO3BUTKY KypaH-
TiB 3 iHTEpPeCOM [0 MeXaHiYHUX 3aBOAHUX irpallok, YCINAKUX MY3UUYHUX CKPUHbBOK,
OCHallleHMX 3BYKOBIATBOPIOOYNM MexaHisaMoM. OfiHaK MOoro ictopist BusBunacs Tpu-
BasliLIOK: MOXHa CTBEPAXKYyBaTW, LLO PO3BUTKY KapubWOHHOMO MUCTeuTBa Cnpwu-
AN HacamMnepes My3uKaHTWU-BUKOHaBL, BOHM X KOMMO3UTOPW i apaHXXyBaslbHUKMW,
yui My3uYHi ysiBa i cMak 6ynu NiakpinnaeHi ocBiveHicTO i eHTy3iasMoM. Ha aymky
HUHILWHBOIrO AnpekTopa benbrincbKoi KOPOMiBCLKOT LWKOW KapuiibAoHy iMeHi XXeda
JeHeiiHa KyHa KocapTa, NpUYMHOO 3anucy neplunx KapuiabAOHHUX TBOPIB 6ynn ne-
JaroriyHi notpedu’.

/. XaaseH noB's3ye po3BMTOK BUIOTOBMIEHHA KapunbitoHis XVI-XVII cT. i3 3a-
rasibHMM PO3KBITOM Hayku i mucteyTtB y HigepnaHgax: «Ller nepiof HUHI BigomMui
SIK 30n10TuI Bik HigepnaHais, NpoTarom skoro Bigomi Gabpuku maicTpiB ®paHua
i MiTepa XeMoHi 3abe3neunnn 6arato MiCT NPeKpacHO HanaWTOBAHUMMU i FapHUMMU
3a 3By4YaHHAM KapwibiioHaMmu» (XaaseH, 2008a, c. 10). MNocTtynoso i3 HigepnaHais
y XVIII cT. kKapnnbioH NOLWKNPHOETLCA 1 B iHLLI eBponencbKi kpaiHu — MNonbLy, Yexito,
Nateito, Jlutey, ABCTpito, Pocito i BiH 3'aBnseTbecs y FmaHebKky, Madpe, Mpasi, Pusi,
3anbL6ypsi, CaHkT-MeTepbypsi, MOCKBI Ta iH.

KapunbioH o6'eiHYe NPUHLMMIM Ta OCOGNNBOCTI AEKiNbKOX CMOPigHEHUX IHCTPY-
MeHTIB. Y rpyni yaapHux, 0o fIKOI BiH HaneXuTb, 3gaBanocs 6, HaNGIMKYNMMK NOro
poAMyaMu € OPKeCTPOBI A3BOHM, @ TAaKOX ix 6e3nocepeHs Moaudikalis — meTtano-
¢doH. 1o peui, NpMHUMN 3aMiHN A3BOHIB MeTaseBUMM NaacTMHaAMM 3aCTOCOBYETbCSA
Yy HaBYanbHUX KraBiaTypax, BUKOPUCTOBYBAHUX B peneTUlinHuX uinax. BogHouac
KapW/bMOH HepigKO HasMBatOTb «LEPKOBHMUM OpraHoM» 4Yepes MaclUTabHICTb Moro
3BYyYaHHS i HasiBHICTb neganbHOI KnasiaTypu. CneuundiyHa AKiCTb 3BYKY IHCTPYMEH-
Ta — MPUPOLHO 3aTUXalOuYU 3BYKOBMM LNend i LOBrMin pe3oHaHC — PiAHUTb Ka-

1 3 nekuiHoro Kypcy kaMmnaHonorii y wkoni imeHi XXeda [leHeiHa, 2018 p.
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PWbAOH 3i CTPYHHO-LUMNKOBUMU iHCTPYMEHTaMW, 30KpeMa 3 6aHAyporo. Came us
BNACTMBICTb iHCTPyMeHTa 6araTo B YOMYy BM3HaAuae iHTOHyBaHHsi (aroriky) npv Bu-
KOHaHHi Ha IHCTPYMEHTI, a TaKOX BMN/MBA€ Ha KOMIMO3ULLIKO Ta apaHXXyBaHHSA TBOPIB
ANs KapunbiioHy. ChiBydicTb A3BOHIB PiAHWTD 1X 3 BOKaNbHOK MY3MKOLO, a ix 6ara-
TOrosI0CCA — 3 XOPOBMM MUCTELTBOM. BUALIOBLUM i3 LLEPKOBHOIO JIOHA, KapuUbioH
He CTaB YyXXMM AYyXOBHIN My3uLi, npoTe cdepu NOro «iHTepecie» He MaroTb penirin-
HO-KOH(ECINHNX NpeporaTue: Ha HbOMY MPEKPACHO 3BYYUTb My3WKa HaraTtbox pe-
NirinHMX HanNpsIMIiB i HaLioHaNbHUX KYNbTyp, @ TaKOX CBITCbKa My3uKa: iHA4YICTCbKa,
apabcbka, 6yaAMCcTCbKa, MpaBoCciaBHa.

3BYKOBMAO6YBaHHS MpU rpi Ha KapwuibioHi BigbyBaeTbCca 3a AONOMOrow yaapis
PYXANBUX GilKiB (A3KKiB) MO BHYTPILLHIX CTIHKAX HEPYXOMMX A3BOHIB. KOXeH iHCTpy-
MEeHT iHauBIAyanbHUA | MOXe CKnafaTuca 3 pisHoro yucna AseoHiB Big 30 po 70.
3 ornsify Ha Bary i BapTicTb A3BOHIB HaM6iNbL NOLMPEHUIA BapiaHT KapuibiAoHY Mae
50-51 p3BiH. PosTallyBaHHS 43BOHIB 0O6YMOBIEHO apXiTEKTYPHUMU OCOGMBOCTS-
MU BeX. B ocTaHHI gecatunitTs 3'aBMBCA HOBWI BapiaHT iHCTPYMEHTA — NEPECYBHUNA,
MOGINbHUI KapubAOH, A3BOHU KOr0 pOo3TalloBaHi Ha AeKiNIbKOX MeTaneBux onopax,
OCHalLleHUX KonecaMu. Taki iHCTPYMEHTU MOXHa He TifIbKu nepecyBaTu 3 Micus Ha
Micue, ane i NnepeBo3nTU 3 MiCTa Y MICTO, 3 KpalHW y KpalHy, i HaBiTb 3 KOHTUHEHTY Ha
KOHTUHEHT?.

Lyxxe BaKNMBO BIAMIHHICTIO, sika BMAMBaE Ha Mpouec i 0Co6AMBOCTI 3BYKO-
BnAo6yBaHHS Ha KapwuibiOHi, € CNoci6 nepefadi iMnynbcy Bif KNaBiwi A0 A3BOHA.
CnoyvaTky y 6apOKOBOMY iHCTPYMEHTi 3acTOCOBYBaBCSl SMLLIE MeXaHiYHMIA Croci6
nepegadi, KM BUKOPUCTOBYETLCS AOTenep, 30Kpema 1 Ha Cy4yaCHUX iHCTPyMeHTax.
HwuHi, 3paBanocb 6, igeanbHOK MO LWBWMAKOCTI 3BYKOBOI aTaku € efleKTpoMarHiTHa
nepepava, ane, Ha Xasb, BOHa € MeHLU CTabiNbHOK | MOXe Yac Bif, Yacy flaBaTu He-
crofiBaHi 360i. LLle oanH BUA nepefadi — eNeKTPOHHWUIA — NpuAaTHUIA AN BUKOHAH-
HS B €N1eKTPOHHOMY pexxuMi. [1pun >XMBOMY BUKOHaAHHI Takuin BUA, nepefayi BUKINKae
«3ani3HeHHsA» 3BYKY MiCNs HaTUCKaHHSA KnaBili. ToMy BiH abCOMOTHO HenpuaaTHWUA
1151 BUKOHaHHS BipTyO3HMX TBOPIB.

KapunbioH Mae 3apaHy Bif novaTKy BMIOTOBJIEHHSI XpOMaTU4YHY Temnepadito:
KOXXEH i3 A3BOHIB BiA/IMBAETbCA 3 MOMepefHiM po3paxyHKOM BUCOTU 3BYYaHHS, AKa,
Npw GiNbLUINA, YN MEHLLIA HEOOXiAHOCTI, KOPUTYETLCS NiCNs BiANMBY METOAOM 06TOYY-
BaHHSA. TOH | TeM6p 3ByYaHHs1 A3BOHIB 3anexaTtb Bifg oro macu i hopmMu, TOBLLMHM
CTIHOK. Ha 4MCTOTYy TOHY HalBaX/JIMBILLOK MIpOKO BMNAMBAE Cnas, 3 AKOro Bignuea-
€TbCA A3BiH. 3a cneuiabHUMU PO3PaxyHKOBUMM TabnnusiMmu daxiBli BU3HAYaKOTD,
KNI «s13UK» MOBUHEH BYTW y A3BOHI NPY 3af,aHMX Maci | TOHI, @ TaKOX po3paxoByHTb
«npodinb» A3BOHY. KOXXEH KapWUIbNOH € iHAUBIAYyalbHUM: Mato4n «BJIaCHUM rOfI0C» —
JianasoH, TeM6p 3ByYaHHS i LOBXUHY 3BYKOBOIO Luenda.

[o npuknagay, KapunbMoH, BUrOTOBIeHUI ANns Pocil, HUHI po3TalloBaHUi Ha BeXi
MeTponaBniBcbkoi ¢opTeli CaHkT-MNeTepbypra, y cuny icTopuyHo cchopmMoBaHOT
TeHAEeHUIT Mae BiATOMIH TPOXM AOBLUMKI, HiXX 3axifHOEBPOMENCbKi KapunbnoHu. Ka-
PUIbNOH HE MOXXe He MOCTyMNaTUCA NPaBOCaBHMM A3BOHAM MULLHICTIO | TpMBanicTIO

2 3okpeMa YacTUHM MOBINIbHOro KapunbioHy 6paTiB BOTBIHKIB 6y 3anyyeHi y KOHLEPTU racTposibHOro
TypHe opkecTpy AHzpe P’e, 2015 p.
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3BYKOBOI aypu, L0 OTOYYE KOXEH yhap, HaBiTb 3 Ornsfy Ha Ty 06CTaBWHY, WO Mo-
JOBXEHHS 3BYKOBOrO Luneida CTBOPIOE A0AATKOBI CKNaAHOCTI K A5 BUKOHaBLiB
KapWbMOHICTIB, TaK i A1 KOMMO3UTOPIB i apaHXXyBasibHUKIB, LLLO CTBOPIOOTbL i agan-
TYIOTb TBOPU A1 KAPUIIbIAOHY.

Bucota 0CHOBHOro TOHY A3BOHY BM3HA4Ya€TbCs AiaMeTPOM i TOBLLMHOK HalLwmp-
LLIOT HYDKHBOT YaCTUHM L,3BOHY, MO SKil BAAPSIE «A3MK». [1igTOUYyHOUM BXXE rOTOBUI A3BiH
3cepeanHu, 3MiHIOYM TOBLUUHY CTiHOK, A3BiH, HANALLTOBYIOTb TOYHO Ha 3afaHWIN TOH.
Mpy nuTTi | 06TOYyBaHHI A3BOHIB BPaXOBYETbCS He TiflbKM OCHOBHMIA TOH, @ 1 KONW-
BaHHS 6i/1bLL BUCOKMX YaCTOT, IKi 3anexXaTb Bif TOBLLMHM NOBEPXHi CTIHOK A3BOHY, LL,O
3HaxoAsTbCsl BULLe 60t0. Y Halli AHI MaiCTpu MatoTb MOXJIMBICTb, BiACTEXYHOUM KO-
YKEH 3 06epPTOHIB, MPOEKTYBATU CMEKTP 3BYYaHHS BiAMNOBIAHNX CMYT MOBEPXHi A3BOHY.

Mpu NpoEKTyBaHHI i «4O0BeAEeHHI» A3BOHIB, MPU3HAYEHUX ANS KapubNOHY, OCO-
61MBY yBary MancTpu npuainstoTb nagoBsin hap6i 3ByYaHHs: MOro 06epTOHOBUIA pPsif
MOXXe MaTu 6inbll, abo MeHL CBITAUIA xapakTep. [py BUroTOBEHHI A3BOHIB YHUKa-
I0Tb TPUTOHOBMX cronyk. lNepeBara BiAAaeTbCA MaXOpPHUM BiATIHKaM, ofep)XyBa-
HUM Mpu iIHTOHYBaHHI BENUKOI TepLil 4O OCHOBHOro TOHY A3BOHU. Cnif 3a3HauuTy,
Lo iHTepBan Tepuil y By3sbKOMY pO3TallyBaHHi 3a3BMYall yHUKAKOTb NPU BUKOHAHHI
Ha KapWbioHi — AOro 3aMiHIOTb 06EPHEHHSIM — CEKCTOHD, a60 MEepeHEeCEHHSIM Ye-
pes oKTaBy (geuvma).

«KapunbnoH — iIHCTPYMEHT CTapOBUHHWIA, AKUN Haragye npo AaBHO MUHYJI Yacu.
fIk BXe 3ragyBasnocsi BuLLe, TUNMOBMMMU MiCLSIMU MOro NOBYTYBaHHSA € BEXi FOTUYHUX
cob6opiB i MicbKi paTywi. 3axigHoeBpONencbKi KapuibnoHW 34e6inbloro gyxe cra-
pi, 6ynun cBifKaMn BENMKUX MOAiN, i IXHIi roflocu NPoMHATI CYMOM i pagicTio BigBaXx-
HUX, BUNPOBYBaHNX 6ATbKIBCbKUX AOMIB BiTYM3HM» — FOBOPMB Y CBOEMY BUCTYNi Ha
Mepwomy MixkHapogHOMY 31341 KapuIbNOHICTIB Y MexeneHi y 1922 poui aupekTop
Bproccenbcbkol kKoHcepBaTopil EpHCT KnoccoH.

KapunbioH Mae He Tiflbky CBOK eCTeTUKY, a i dinocodito, agyke, NiAHIMarOUYNCh
cxofamu BexXi ans Toro, Wo6 rpatv Ha iHCTPYMEHTI, KapUIbNOHICTU HibU BUBULLY-
FOTbCS Haf, CYETHICTIO | BYAEHHICTIO, CTatouM He TiNIbKN BAMXKXYMMUK Lo Hebec, a i npo-
Knagaroum Bif CBOro cepus fOpory Ao cephelb 6e3ivi HEBUAMMUX | HEBIZOMUX 1M
cnyxauis.

3aBasku dikcalii po3MiTKu WTUGTIB Ha rOANMHHUKOBMX 6apabaHax [0 Hac AinL-
NN My3UYHI MaHYCKpUNTU A8 KapuibioHIB-KypaHTiB, wo aatytotbess XVII cT. No-
3ed XaaseH 3ragye KHUIMM PO3MITOK LWTUGHTIB aBTOMATUYHOrO rpasibHOro MexaHis-
My, L0 HanexxaTb nepy 6proccenbCbKux KapuibioHicTiB XeHpika Knaaca i Teogopyc
ae CaHun, a Takox Pinina Pikepta — YeHUA AOMIiHiIKaHLS, 3HaBLUA A3BOHIB | pagHuKa
BigoMoro manctpa [litepa XeMoHi.

/. XaaseH HaBOAUTb NPUKaZ NEPLIOi «CPaBXHbOI KapuabNOHHOT My3UKKU ANs
MaHyaslbHOro BUKOHaHHSA», fika AatyeTbcsa 1746 p. — «KapuibNOHHOT KHUMM» loaH-
Heca e peitTepca, MiCbKOro Ta cobopHOro opraHicta AHTBepneHa. OpuriHan Lboro
YHIKaNbHOro BUAAHHSA 3HaxXoAUTbCA Yy Konekuii 6i6niotekn KoponiBcbkoi ®namMaHg-
CbKOI KOHcepBaTopii B AHTBeprieHi. A MOro YACNEeHHi Konii y HOTHOMY 3anuci € Bax-
NIMBUM penepTyapHUM OXepesioM A5 CydaCHUX KapuibNOHICTIB.

OQHMM 3 BUAATHUX MY3MKaHTIB, TBOPYICTb AKMX MOB’'A3aHa 3 KapWuibAOHOM 6YyB
KapunbhoHicT [JoMcbkoro co6opy YTpexta Ako6 BaH Eiik (1590-1657). BpomkeHa
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cninoTa He 3aBajuna LbOMY MY3MKaHTY CTaTW KaMmaHoNoroM, 6yaiBeNlbHUKOM iH-
CTPYMEHTIB, 4yAoBMM (GenTUCTOM i KOMMNO3UTOPOM, TBOPU KOTPOro He BTpaTuUau
CBOEI LiiHHOCTI foTenep. BiH 6yB pagHMKOM i cniBpoBIiTHUKOM BiJOMUX NIMBAPHUKIB
3BOHIB ®paHua i MNitepa XeMoHi. BaH EiK BifKpUB 4YMMano akyCTUYHWUX O0cobnu-
BOCTeil pe3oHaHCy i HanalwTyBaHHA [3BOHIB, siKi BiH He pa3 06roBoptoBaB 3 TaKu-
MK BiJOMUMU BUYeHUMU SIK PeHe [ekapT i MapeH MepceH. KapunbinoHHe MUCTeLTBO
HinepnaHgiB Habyno 3aBAsiku fistnbHOCTI BaH EVika yMMano nos3mTUBHUX SIKOCTER,
AIKi 3HAYHOKO MIpPOO BMJIMHYN Ha PO3BUTOK IHCTPYMEHTA B iHLUIMX €BPOMNENCbKUX
KpaiHax. BiH BigoMuin TakoxX i Ak aBTop 36ipku ana dnentu «Der Fluiten Lust-Hof»,
n'ecn 3 AKOI HEPiAKO BUKOHYIOTLCA i y Hawi AHi. Ak nuwe W. XaaseH, «YHacnigok
HayKOBOro AOCAifXXeHHs, npoBedeHoro TiMo BiHgoM, 3'sicyBanocs, wo 6arato n'ec
3 uiel 36ipky HanucaHi B opuriHani Ans KapunbiioHy» (XaaseH, 20083, c. 11). Ha
AyMKy M. XaaseHa, Myauka Akoba BaH Eiika — HailiaaBHilla opuriHasbHa KOMMNO3W-
TOpcbkKa MysuKa ansi kapunbioHy. Y 2010 poui BoHa 6yna nepeBugaHa OKpemMoto
36ipKOt0, OCHALLLEHOK KapWJIbMOHHOK anuikaTyporo i 6apoKOBMM akOMMaHEMEHTOM
y ctuni XVIIl cT.

Y XVIII cT. icTOTHUI BHECOK B CTBOPEHHA penepTyapy A/ KapuibioHy 3pobus
Martiac BaH feH eitH. Llel My3uKaHT i KOMMNO3UTOP, BiJOMUIA TaKOX CBOIMWU OpraH-
HUMM TBOpPaMW, Ha AYMKy M. XaaseHa He 3Mir YHUKHYTU CTUAICTUYHNX HEAoniKiB,
XapaKTepHuX Ans horo vacy. Cepefi HAX — MepeBaHTaXeHiCcTb dhaKTypu, 3o0Kkpema —
napTii negani i HegocTaTHA QikcaLisa feTanen HOTHOrO TEKCTY.

Y XIX cT1. 3aBasiku cBoil «Py6eHc-KaHTaTi», cknageHoi 1877 poky 3 Haroau
300-pivus Mitepa Mayns Py6eHca cTae BiLOMUM KapuUbMAOHICT i komnoauTop MeTep
BeHya. YTiM KapguHanbHi 3MiHM Y PO3BUTKY KapWibWOHHOrO MUcTeuTBa BifbyBa-
toTbecA Big KiHUA XIX cT. 3aBAsiku misnbHocTi Xeda [eHeiHa (1862-1941). MMpo-
TArOM MNoHag TpuAauAaTh pokie (4o 1931) BiH 6yB MiCbKMM KapubMOHICTOM MicTa
MexeneHa. Y 1892 p. My3nkaHT opraHidyBaB cepito NiTHiIX KOHLEepTiB KapuibAOHHOT
My3uKWU. TBOpUYICTb i nNegaroriyHa AisnbHicTb Xeda [eHeiHa 3anyyuna 6araTbox
OXOYMX OCBOITU MUCTELTBO Py Ha LbOMY AMBOBUXXHOMY iHCTPYMeHTi. CnpaBiHii
cnogBwKHUK XK. leHenH y 1922 p. 3acHOBye nepLuy B iCTOpIl OQiliiHy WKOy HaB-
YaHHA rpi Ha KapuibKhOHi i cTae i AMPEKTOPOM. 3rofoM L0 LLUKOJY, WO oTpumMana
cTaTyc «KoponiBCbKOi», Ha3Bann Noro iM'sim.

XK. [leHelH 3po6uB 3HAYHMIN BHECOK Yy PO3BUTOK MeXaHiku KapusbHoHy i nocTa-
BVB Nepej, BUKOHABLSIMU-KapUbAOHICTaMK HOBI 3aBAaHHS. BiH 6yB ogHMM i3 cnog-
BW)XHWKIB MOHOBJIEHHS rONNaHACHKOIO | pnamaHACbKOro HalioHanbHOro MucTeLTBa
MeXi XIX=XX cT., BNJIMHYBLUM Ha TBOPYICTb 6araTboX AisviB 6ebriiCbKOi KybTypy,
30KpeMa noeTa i ApamaTtypra Emina BepxapHa i xygoxHuka Anbbepta lefeHca.

KomnosuTtopcbka TBOpYicTb XK. [JeHelHa Bigoma 34e6inblioro cepep, Kapwsib-
oHicTiB. MoMy HanexaTb fuLie LWiCTb KOMMO3WLINA, BKAOYHO 3 «HE3aruCcaHo rpe-
Jrogiero», Ky BXe MiCns Noro cMepTi BUKOHaBL,i-KapubAOHICTM MO NaM’ATi HaHec-
nn Ha HoTHuK nanip. OgHak XX. [leHelH € TakoX aBTOPOM YyA0BUX TPaHCKPUMLin
ONA KapUbWAOHY HapoAHUX MiceHb i TBOPIB iHWMX Komno3utopie (JeHeiH, 2010,
c. 9-10). Mloro nounHaHHs y CTBOPEHHI Cy4aCHOro KapuibWOHHOIO penepTyapy nNpo-
OOBXWUNN BU3HAYHI KOMMO3UTOPU Mi3HbOrO poMaHTU4HOro ctuito XKed PoTTipc
i XKo3 JlepiHKc.
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Cneuudikoto npodecii KapnnbiloHIiCTa € HeObXiAHICTb BMiHHSA POBUTU apaHXy-
BaHHA. Lia npo6nema BuBYaeTbcA y KHU3I M. XaaseHa «Po6ouya KHUra Kapusbilo-
HiCTa: IK MU Lie MOXeMO 3po6uTu Kpalie?» (Haazen, 2008b). Ha aymky M. XaaseHa,
XOPOLWMX MY3MKaHTIB-BMKOHABLIB BiApi3HSI€ NMO0OKe 3HaHHA rapMoHii, nonido-
Hii | TpEneTNnBe CTaBMIEHHA 0 BMKOHYBaHOI My3uKU. IX MaiCTepHicTb nonarae He
TiflbKN Yy BiPTYO3HOMY BWKOHaHHI, ane i B rpaMOTHOMY HamnucaHHi HOTHOIO TeKCTY,
o BiApi3HAE OyAb-AKY KaCWM4HY MYy3WKY, 3aCHOBaHy Ha €CTETUYHUX, MaTeMaTuu-
HUX, aKyCTUYHWUX NpaBuax, siki XxapakTepusyloTb BCi BUTOHYEHI MUCTeLTBa. «Po6o-
ya kHura» M. XaaseHa HanucaHa A9 KOMMO3UTOPIB, apaHXXyBaslbHUKIB | CTYAEHTIB,
uynst JisNbHICTb MOB'AI3aHa 3 KapUbAOHOM, LLO6 HaragaTu M npo BULLe3asHayeHi
npaBwWna, WO CTOCYKTbCS A3BOHAPCbKOI MNOMiQoOHil i JOBrMX BiA3BYKIB. Y Uil KHU3I
My3UYHI NpUKNaau HagaHi y ABOX BapiaHTax: Meplinin EMOHCTPYE HernpaBUIbHUI
nigxig A0 CTBOPEHHS TEeKCTY KapWSIbMOHHUX TBOPIB, APYrnin MOXe cnyryBaTu npu-
KNafloM NpaBW/IbHOro apaHXyBaHHA. M. XaaseH NpoTU acouiloBaHHA KapuJibiAOHY
3 KNaBilUHUMM IHCTPYMEHTaMM, Mpo WO BiH MuLIE Y LIMX XXe MOSICHEHHsX. BuiieBu-
KNajieHe CY[)KEHHs [OCBIYEHOro KapwibioHIiCTa i apaHXyBanbHuka M. Xaase-
Ha 3acHOBaHe Ha MPUHLUMMNOBINA Pi3HWULI AWHAMIYHOI CTPYKTYPU KapunbNOHY i Kna-
BilwHMX. OcHOBa Ui€l BIAMIHHOCTI nonsrae y MacuMBHOCTI HU3bKUX 3BYKiB KapuJib-
OHY, @ TaKOoX AOBXMHI iX peBepbepalii. 3a M. XaazeHOM Kpalimit NpUHLMN ANS
(haKTypu KapuibMOHHUX TBOPIB — NMPUHLUMN NepeBepHyTOI nipamian, ge 6acu noe-
TOPIOKOTLCA Y pasu pifgLle HK BUMCOKI HOTU, TOGTO YacToTa BXMBaAHHS 3BYKY Oyne
nponopuiiHa Moro BMCOTI. BogHoyac Heob6XxigHO po3rnsgaTtv BUCOTY 3BYYaHHS
Yy CYKYMHOCTI 3 TpMBanicTiO 3BYKOBOrO pe3oHaHcy. [pn BUKOHAHHI Heba)kaHi Ha-
LapyBaHHA Pe30HaHCIB KOPUrylOTbCA AMHAMIKOK, MOM'AKLWYBAHHAM MPOXiAHMX
i 3aTaKTOBMUX HOT.

CTaHOBNEHHSI KapubNOHHOrO MUCTELTBA B YKpaiHi BigbyBanoca napanenbHo
3i 3006yTTAM HesanexHocTi. Mepwwuii B YKpaiHi kapunbiioH (3 50 g3BoHIB) 6yB Bi-
nmTtuiny 1999 poui i SMOHTOBaHUIM BITYN3HAHUMU MaCTpaMu Ha YeCTb BiHOBIEH-
Hs1 y KueBi 3pyitHoBaHoOro 6inblioBukamMu CBsATO-MuxainniBcbkoro 30/10TOBEPXOro
cobopy. IHiLiaTOpOM CTBOPEHHSA LbOro iHCTPyMeHTa 6yB npodecop HauioHanbHOT
My3UYHOT akazeMmil YkpaiHu iMmeHi 1. |. YankoBcbkoro lMeoprin YepHeHko. Ha cTBo-
peHHs MuxanniBCbKOro KapusabMoHy My3uKaHTa HagUXHYB OAWH i3 HanKpaLliux iH-
CTPYMEHTIB CBIiTY — KapubioH 6awwTn cobopy CesiToro Pym6onbTa 6enbriicbkoro
MicTa MexeneH. lMeplimnii yKpaiHCbKUIN KapWUIbOH MOBTOPIOE 3a po3MipamMu i 6y-
[OBOIO MOro KfaBiaTypy i TakoX HaneXuTb [0 «BaXKWX» iHCTPYMEHTIB NogibHo-
ro Tuny. Po6oTn no MoHTyBaHHIO MuxainiBCbKOro KapuibAOHY 34iNCHUAM 6paTy
Cepriit Ta JleoHif BOTBIHKM. 3 MPUUYMHU OBMEXEHOCTI KOLWTIB, AKICHUX MaTepianis
i BiACYTHOCTI [OCBIily Y CTBOPEHHi iHCTPYMEHTa, Leill KapusbhOH 3HAYHO MOCTY-
naeTbcs AKICTIO 3By4YaHHA €BPOMENCbKUM 3paskaM, 30KpemMa 1horo 6enbriicbKomMy
npotoTuny. Npu CTBOPEHHI NepLIOro BapiaHTy KnaBiaTypu iHCTPYMEHTa TaKoX He
6yno LOTPUMAHO 3aranbHOMPUIAHATI HOPMW, YHACiAOK YOro BOHa Mana BefbMU
cneundiyHi napameTpu. ToMmy MuxaniBCbKMA KapuibWOH HaBiTb MiCNsA pecTtaBpa-
uit 2020 p. npautoe NepeBaXKHO y peXuMi KypaHTiB, a TakoX ANg iMiTauil npaso-
C/TaBHOro Nepens3BOHyY Nif Yac XpaMOBUX CBAT. Ane HaBiTb NONPU HeJONiIKKM, CTBO-
PEeHHA iIHCTPYMeEHTa 6y10 3yCTpiHyTe YKpaiHLUAMW 3 BEIMKMM eHTy3ia3MoM.
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Y>ke nig yac poboTu Hag KapuibNOHOM KepiBHUK MpoeKTy I YepHEHKO MoYnHae
cniBnpauytoBatn 3 6paTtamu boTeiHkamu. ABiabygiBHUKM 3a ¢daxom, BOHU Yy 90-Ti
POKN MWHYNOro CTOMITTSA MPUAMAaIOTb PilLEHHS NPO 3aMOBJIEHHSA A3BOHIB Ha €BPO-
NnercbKnx NMBapHux Gabpukax Ansi OCHALLEHHSI A3BiHWLb BifHOBMEHUX i HOBO36Y-
JoBaHux xpamiB. OTXe, yHacnigok crnisnpaui yKpaiHCbKUX i HigepnaHACbKUX Mai-
cTpiB 3 napadismu YKL, cTBOpOHOTLCA HaliKpaLyi YKpaiHCbKi KapuibAOHMW.

Y 2014 poui 6yB 0cBSIYEHMIN KapW/biloH A3BiHMUI MowiBcbkoro MoHacTups YKL
(FowiB, IBaHO-OpaHKiBCbKa 0611.), BUroTOBNEHU B HigepnaHgax Ha kowTu napadi-
SIH. TOro »K poKy 6yno 3aBepLIeHO CTBOPEHHSI MPMBATHOrO NEPECYBHOI0 KapuiibNoHY
6paTiB boTBiHKiB, 50 A3BOHIB SIKOro TakoX BignuTi y HigepnaHgax, i posnoyaTto Bu-
FOTOBMEHHS HaBYaSIbHUX MeXaHi4YHO-eNeKTPOHHMX KapW/bNOHIB 3@ BIaCHOK TeXHO-
Nnorieto yKpaiHCbKMUX MancTpiB.

3 2015 p. y lowiBcbkoMy MoHacTupi BigoyBatoTbcsl WoOpiYHi MikHapoaHi dec-
TMBani KapuibNOHHOIO i 43BOHOBOro MUCTeLTBa «/13BOHM SICHOI [opu €4HAKOTH YCiX».
Y Hux 6panu yyactb KapuibioHicTu 3 Ykpaiu, Monbuwi i Benbrii. Y 2016 poui y Kue-
Bi BigbyBcs nepLumnit B YKpaiHi odiliiHWn KOHLEPT AN KapuibioHy 3 CUMQOHIYHUM
opkecTpoM [lpesnaeHTCbKOI afMiHicTpaLil nig opyAoro HapoAHOro aptucTa YkpaiHu
AHaTonist Monotas. ¥ 2019 poui y KueBi Ha cneuianbHo 36yL0BaHil A3BiHULI LiepKBU
Cesitoro Mukonas (YIKL) Ha AckonbAoBiii MOruii 3aBepLUMIOCA BCTAHOBJIEHHS Ka-
punbioHy i3 51 A3BOHY, BianuTux y HigepnaHgax. IHaBrypadisi 4boro iHCTpymMeHTa Bif-
6ynacsi y kBiTHi 2019 p. A yepes ABa MicsiLli — HaMPUKiHLi YepBHS LIbOro X POKY Moai6-
HUWI IHCTPYMEHT 6yno BigkpuTo y MicTi Konomus (IBaHo-®paHkiBcbka 0671.). LLe oguH
KapuWbWAOH, Hapasi LjifIkoM BUFOTOBJIEHUI BiTYNSHAAHUMU MACTPaMM, TOrO X PoKy 6yB
OCBAYEHUIA Ha A3BiHWLI BigHOoBNeHOT CBATO-OeopociiBebkoil Lepkau (YIILL).

CborogHi B YKpaiHi MUCTeUTBO rpu Ha KapubMOHI Monynspusye cnisaBTop
cTaTTi IpuHa PabuyH, BUNYyCKHMLSA HauioHanbHOI My3n4yHoi akagemii YKpaiHu iMeHi
M. I. Yaikoscbkoro (1981) 3a cneuianbHicTio «dopTeniaHo» Ta benbrilcbkoro Ko-
PONiBCbKOro iHCTUTYTY KapuibioHy iMeHi Xeda LeHeiiHa (2018), nicnsaunioMHmuX
KYPCiB Ipu i apaHXXyBaHHsSI Ha KapunbioHi (2018-2020). IpuHa Psi6uyH — KaHaupaT
MWUCTELTBO3HABCTBA, Nepwa B YKpaiHi i fotenep egmHa npodeciiHa KapuibnoHIcT-
Ka, flka 3apaxoBaHa A0 npodeciinHux KapuibioHicTiB BcecsiTHbol Pepepauii Ka-
punbiioHy (WFC), sika € akTMBHOI NponaraHAUCTKOK KapWuibOHHOroO MUCTELTBa
B YkpaiHi (puc. 1). Ynpogosy 1990-2020 pokie BUCTyMNana 3 KOHLepTaMu y 6aratbox
MicTax YkpaiHu, a Takox y benbrii (2018), Mpeuii (1993-2020), IHaii (2003), IHgoHe-
3ii (2001-2002), MonbLwi (2017), NuTei (2018), Higepnangax (2017-2019) i dpaHuii
(2013-2019). Ak KOHUEepPTMeNCTep chiBnpaLtoBana 3 ydeHulelo i copatHuueo Ma-
pii Kannac — Kip'ski MopdoHto, BugaTHumMu cnisakamu — Jumitpicom KaBpakacowm,
CoHeto Teopopigy, Megeeto AcoHigy, Onbroto bacucTiok, ManuHoro TydTiHow, Mpu-
ropiem puutokom, AHTOHIHOIO MaTBieHKo, Bacunem Cninakom; gupureHtamu HiHoro
MaTpukigy, barycom BicBakapmoto, Biktopom OniiHMKoMm, AHaToniem MonoTaem.

CnisaBTop cTaTTi (I. PAbuyH) y cniBnpaui 3 IBaHO-PpaHKiBCbKMM AenapTaMeH-
TOM KyNbTypy po3pobunia HaBYasbHy NporpamMmy 3 KapuibNOHY AN My3UYHUX LUKiN
i npoBena MaiicTep-knacu Ans NigrotoBku Buknagadie (2016). Mpy Ha UbOMY YHI-
KanbHOMY iHCTPYMEHTI HUHI BUKNaaatoTb B IBaHO-OpaHKIBCbKY | TPbOX iHLWIMX MiCTax
o6nacti (JonuHa, Kanyw, Konomus). Big 2020 poky KuiBcbka Akajemis MUCTELTB
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i KuiBcbka autsaya Akagemiss MucteuTB iMeHi M. |. Yembepxki posnoyana HaBYaHHSA
rpy Ha KapuNbWoHI cepesl NMPaKTUYHUX MY3UYHUX AUCUUNAIH. [pa Ha LUbOMY iHCTpY-
MEHTi — 3ByYaHHsI 3BOHIB i KOHLIePTM NPOCTO Heba — 0COB/IMBO aKTyaslbHi Y HUHIL-
HIO ernoxy i € NePCNeKTUBHOI BUKOHABCbKOK MY3MYHOLO CreLiaibHICTHO.

CaMme IpuHa Psi6uyH npoBena iHaBrypadito nepLuoro ykpaiHcbKoro Mo6inbHOro Ka-
punbitoHy 6paTiB JleoHiga Ta Ceprisi BOTBIHKIB, sika Bigbynacsa y Kuiscbkii Akagemii
MucTeyTB y rpyaHi 2007 poKy y NPUCYTHOCTI TOAIWHbOrO AnpekTopa benbrincbkoro
KoponiscbKoro IHCTUTYTY, ii nepLioro BunTens kapunbioHy — Moseda Binnema Xaa-
3€eHa; KapubiioHy MowiBcbkoro MoHacTups (2013) y npucyTHOCTi BepxoBHoro apxi-
enuckona YkKpalHCbKOI rpeKko-KaToNnLbKOI LepkBn BnaguMku Ceatocnasa LlleBuyka;
YKPAiHCbKUX KapuibioHiB LepkBu Mukonu Tennoro Ha AckonbaoBiii Moruni (1919)
i KuiBcbkoi CesiTo-®OeopociiBebkoi LepkBu (1919), a TakoX eneKTPOHHUX HaBYasb-
HUX KnaBeiaTyp y My3uyHux wkonax Kanyuwa, IBaHo-®OpaHkiBcbka, Konomwui, Oonwu-
HM (2015-2016). Ha iHaBrypauisax 6ynu npeacTaBfieHi KOHUEPTHI nporpaMu-nekuil
3 pPiSBHOMaHITHUM penepTyapoM KJ1aCUYHOI i NONYNAPHOI MY3UKWK, a TaKOXX TBOPMU, Ha-
nucaHi cnewianbHO ANA KapuibAOHY, 30KpeMa BfacHi TBOPMU.

Cepep, MUCTeLIbKMX NPOEKTIB cniBaBTopa cTaTTi (I. PAGUyH) ocTaHHiX AecaTunitb
«YHapiBHWUI KapuabMoH» — LMUKJT LLLOTMXXHEBUX COMIbHMX KOHLEPTIB Ha A3BOHAaX 3 enek-
TPOHHOI KJ/1aBiaTypor YNpPOJOoBX NiTHiX ce3oHiB 2007-2013 pokiB Ha noAeip'i Ha-
LioHanbHOro iCTOPMKO-KYNbTypHOro 3anoBigHuka «Codis KuiBcbka». Y mMpoeKTi
Breplle B YkpaiHi 6yna npefcraBieHa My3uka Ha HanalwTOBaHUX [A3BOHaxX y Bnac-
HUX apaH)XyBaHHAX IpuHM Psi6uyH. [lo NpOEKTY YBINLLAM TBOPM KOMMNO3UTOPIB, MOYU-
Hatoumn Bif enoxu 6apoKo i 0 Cy4aCHOCTI, @ TaKOX BMacHi KOMMO3uLii BUKOHaBUL.
KoHuepT i3 TBOpiB IpnHKM Iy6apeHko, BiTanis M'y6apeHka i BaneHTuHa CunbBecTpoBa,
BKJ/IFOYHO 3 B/IAQCHOKO CLEHIYHOK MOCTaHOBKOKO MOHoomnepu «JInctu koxaHHs» B. Ty-
6apeHKa, nig Ha3Bow «Ha nepeTuHi yacy i goni» Bif6yBcs y [apu3bKoMy KynbTypHO-
iHbopMmauinHomy LeHTpi (PpaHuin) iy Kniebkini Akagemii mucteuts 2014 p.

Ynpogosx 2014-2018 pokiB, KpiM Buwe3ragaHux, |. PaéuyH npeactaBuna e
YOTMPU PIBHOMAaHITHI NMporpamMun MpoeKTy «YkpaiHcbKa ¢popTeniaHHa my3uka» y [a-
pY3bKOMY KynbTYPHO-iHhOPMaLIRHOMY LIEHTPI, @ NPOEKT «YKpaiHCbKka HapoAHa i nory-
JIIpHa MiCHS1 Y apaHXXyBaHHSIX AJ151 Kapu/ibiioHy» 6yB npefcTaBneHuin y 2016 poui y Ku-
TBCbKOMY BillCbKOBOMY LUNUTai, LepkBi CeAToi KaTtepuHu micta oaHcbk (Monblua),
ay 2017 poui y MexeneHi (benbris). Y npoekT yBillWAM BACHi apaH)XyBaHHS IpyHM
Pa6uyH ans KapunbiAoHy. 3aciyroByoTb TaKOX Ha yBary ii opuriHanbHi npoekTu «My-
3uKa i noesisi», «PizfBsHi ogipu», «Passing zeitgeist» («<Enoxu, L0 BiAXOAATb Y MUHYIE).

3BYyYaHHs1 Kapwu/ibMOHY i3 3axBaTOM CMpPUMMAETbCHA HaWMMW CriBBITYN3HUKA-
MU Lie W TOMy, L0 AOBIMMM 3BYKOBUM LUNeNdOM Haragye 3By4YaHHs GaHaypw. baw-
Jypa — AaBHIN My3UUYHUIN CUMBOJT YKPAIHCBKOI KyNbTypW, iIHCTPYMEHT, kun B XX CT.
OTPMMaB HOBWI aKaeMiYHWUA CTaTyC AK iHCTPYMEHT LUMPOKUX BUPA30BUX COMbHMUX Ta
aHcaM6neBUX MOXMBOCTeN. B icTopii 6aHaypHoro muctenTBa XX — noyatky XXI cT.
CrocCTepiraeTbCs MOEAHAHHSA IHCTPYMEHTa B KJIACUYHMX aHcambnsiX, nepeBa)kHO
OZIHOPIAHUX (OyeTw, Tpio, KBApTETK, Karnesnu), piglie — MiaHux (3 dhopTeniaHo, CKpun-
Koto, GnenToro, uuMbanamu, yoapHUMK iHCTPYMeHTaMu, CTPYHHUM KBapTeToM), 3 Ha-
pPOAHUM Ta CUMGbOHIYHUM OPKEeCTpaMu, TakOX Ha CydacHOMY eTani — BUKOPUCTaHHS
iHCTpyMeHTa y KOofleKTMBax A)kas i poK crpsiMyBaHHs, Hanpsimi world music.
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Puc. 1. YkpaiHcbka kapubiioHicTKa IpuHa Ps64yyH 3a knaBiaTyporo

cTaLioHapHOro kapusbiioHy [owiBcbkoro MmoHactups, 2014 p.

CropifHEeHICTb KapubiioHy i 6aHAypW CMOCTepPersin yKpaiHCbKi MysuKaHTW, o6'el-
HytouM obuaBa iHCTPYMEHTM B yHiKanbHOMY aHCaMO/i, AKUA He Mae Hi iCTOPUYHUX, Hi
CBiTOBMX aHanoriB. OCHOBOO penepTyapy A/ TaKOro aHcamM6/1to € crevjianbHi 06po6Ku
YKPaiHCbKOI My3W1KWN — IK HAPOLHOI, TaK i MPOdECIiNHOI, a TaKOX CBITOBOI KNACUKK. Y HUX
MO-HOBOMY PO3KPMBAKOTbCA HaLiOHaNbHIi PUCKM YKPATHCbKOro MY3MYHOro MWCTeuTBa.
BokanbHWUiA KOMMOHEHT J03BOJISIE AOSTYYMTM A0 3aCO6iB BUPA3HOCTI FMGUHHI CUMBOSM
MOETMYHOrO C/I0Ba i NAaCTUKY FOJSI0CY, FapMOHIYHY 1 MonidoHIYHY haKTypy, CTBOPHOOYM
MOTYTHIO BUKOHABCbKY TpiaZy, 34aTHY A0 MTMOUHU 3BOPYLUMTH CepLsi ClyxauiB.

Lle edpeKTUBHILMM ANt My3MYHO-CLEHIYHOrO BMKOHABCTBA i 6inbll 36anaHco-
BaHMM 3a AMHaAMIKOI 3BYYaHHsI € MOeAHaHHS KapWbAOHY 3 KBapTETOM 6aHaypu-
CTOK, [le CMHTe3ytoTbCsl MapTii 6aHAyp, ChiBy i KapunbioHy. [ocBig Takoi chiBnpadi
BXXe 3adikcoBaHuin Ha IV MixHapogHoMy dectuBani «/13BoHu ScHoi [opu eaHaroTh
ycix» 2018 p., oe cBiil TBOpYMin NoTeHuian o6'egHanu IpuHa Pa6uyH (KuiB) Ta IBaHo-
dpaHKIBCbKUIN KONEKTUB — KBapTeT 6aHaypucTok «epaaH» (H. Bisuapyk, H. daopHsk,
B. Oytuak, C. MariiluH) MprkapnaTcbKoro HaLioHaIbHOMO YHiBEPCUTETY iMeHi Bacuns
CredaHuka nig KepiBHMLTBOM Bionettn [dyTyak. Y iX CniibHOMY BUMKOHaAHHI NMPO3BY-
Yyanu iHCTpyMeHTanbHa o6pobka «Alleluja» komnoauTopa JleoHapaa KoeHa (cono Ha
KapunbiioHi — IpuHa Pa6uyH) i micHA «Ykpinu Hac, nto6oB», (Mysvka TeTsHu Camari-
OneHeBoi, cnosa 30i PyxuH) (puc. 2, 3).

Y TakoMy MOefHaHHI OpraHiYHO MpOSBMAAKTLCA HOBI pecypcu Ls MonidoHi-
3auii dhakTypu i NigCUNOETbCA LEMOKPATUYHICTb >KaHPOBMX MposBiB. CakpanbHUi
KOMMOHEHT 3BYYaHHS1 A3BOHIB MOCTA€ y AEMOKPATUYHOMY HaLioOHanbHOMY MiCEHHO-
IHCTPYMEHTaNbHOMY OTOYEHHI 3 MOr0 MOXJ/IMBOCTAMU TIIyMayeHHs1 3ByKOBOI CUMBO-
NiKW | fOHECEHHs A0 ayauTOPITl IMMBOKMX CYTHOCTEN, BKIaAEHMX Y BUKOHYBaHI TBOPMU.
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Puc. 2. IpuHa Ps64yH 3a nepecyBHUM MOGIIbHUM KapuibiioHoM Ha IV MixHapoaHoMmy ¢ecTusarni
- Kapu/bWOHHOIO | 3BOHOBOIo MucTeyTBa «/[]13BoHu SIcHoi fopu efHaroTb ycix», [owis, 2018 p.

Puc. 3. KsapteT 6aHaypucTok «[epaaH» Ha IV MixHapoHoMy pecTusasni kapuabioHHOro
i A3BOHOBOro MucTeyTBa «/[13BoHM SIcHOI [opu eaHaroTb ycix», [owis, 2018 p.
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BucHoBku

OTxe, icTOpiA KapUIbNOHY — MOLUMPEHOro €BPONENCHKOro iHCTPYMeEHTa 3 YiTKO
OKPEC/IEHMMW YMPOAOBX OCTAHHIX CTONITb PENirinHUMU i CBITCBKUMU (YHKLISMM
cborogHi oxonntoe 1 YkpaiHy. CTBOpeHi CTauioHapHi KapuibhoHW Y MNPOBIAHUX
penirivHux LeHTpax npaBoCnaBHOI Ta rpeKo-KaToNunLbKoi Bipy B YKpaiHi npuBabntooThb
cnyxauiB, 3AIMCHIONTb Ha HUX eCTeTUYHWUA, [OYyXOBHUW, MCUXoTepaneBTUYHUM
BMAMB. MOXUBOCTI KapubNOHY SIK COJIbHOTO, aKOMMaHyt4oro Ta aHcam6s1eBOro
iHCTpPyMeHTa Ha nNpuKnagi yKpaiHCbKOro penepryapy CbOroAHi penpes3eHTyoTbCA Ha
Mi>kHapogHoMy dhecTuBani KapuIbNOHHOIO | 43BOHOBOIrO MUCTeLTBA «/]3BOHM SICHOT
lopu egHaroTb ycix» (MowiBcbkuii MoHacTUp 00. BacunisiH, IBaHo-®paHkiBcbka 0611.).
Tem6pasbHi  BUpa30Bi XapaKTepUCTUKKN iIHCTPYMEHTa 3acBifuytoTb MOro opraHiyHe
BXOO)XEHHA B YKpalHCbKW 3BYKOBUW npocTip. CyyacHa npakTuka MoeAHaHHSA
KapunblioHy B aHcambni oTpumMana # [okas3oBy 6a3y LUMPOKUX MOXIIMBOCTEW
MNOro CMHTEe3yBaHHA 3 rOSIOCOM, BOKASIbHUM YM IHCTPYMEHTaNbHUMU KOJIeKTUBaMMU,
30KpeMa 3 KBapTeTOM 6aHAypUCTIB, WO PO3KPMBAE MEpPCMEeKTUBM i KOHLIEPTHUM
noTeHLian TBOPEHHSA PiBHOCTUILOBOIO i PisHOXapaKTepPHOro penepTyapy.
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Abstract

The article focuses on the history of origin, the specifics of sound production, the philosophy
of performance of the carillon — a European musical instrument, which in recent decades has
become active in Ukraine.

The purpose of the research is to analyze the history of the carillon origin, its design,
technical and expressive means of sound extraction and musical representation of composition
and performance.
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Research methodology. The article uses historical, axiological, musicological and
culturological approaches and corresponding methods. The historical-chronological method
is used to consider the history of origin, stages of carillon distribution in Europe and the world,
axiological — to determine the artistic and psychotherapeutic value of bell (carillon) sound,
musicological and culturological methods contribute to various analysis’ aspects of the place
and meaning of Ukrainian carillon.

Scientific novelty of research. A historical retrospective of the carillon’s spread has been
carried out; generalizations regarding its constructive, melodic-intonation, technical, figurative-
artistic properties, in particular, in the Ukrainian sound space, have been introduced into the
scientific circulation of Ukrainian musicology.

Conclusions. The history of the creation of stationary and mobile carillons in Ukraine, stages
of entering the specified musical instrument into the Ukrainian sound space, the character of
the repertoire performed on it, pedagogical and performing aspects of its popularization have
been analyzed. The dynamics of the International Festival of Bell and Carillon Art ‘Bells of Yasna
Hora Unite Everyone’ is noted. The performance possibilities of the timbre combination of the
carillon with other instruments and singing voices are noted. The technical and expressive
significance of synthesizing carillon and the ensemble of bandurists has been highlighted and
analyzed. Textural variation of ensemble combination of carillon and ensemble of bandurists
and possibilities of thematic and genre extension of repertoire has been proposed.

Keywords: carillon; bell and carillon art; carillon and bandura sound ensemble; carillon in
Ukrainian musical culture; Ukrainian musical performance

KAPWUJ1IbOH: UCTOPUA N UCMNOJTHUTEJIbCKUE BO3MOXXHOCTH
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AHHOTayunsa

B cTaTbe paccMOTpeHa WUCTOpUA MPOUCXOXAEHMUS, creunduka 3BYKOU3BIIEYEHMUS,
dunocoduss UCNONHUTENBCKUX BO3MOXXHOCTEN KapwiibOHa — €BPOMENCKOro My3blKalbHOro
WHCTPYMEHTA, KOTOPbIV B NMocnefHne AECATUNETUS NPUOBPETAET aKTUBHOE pacnpocTpaHeHue
u B YKpauHe.

Lienb uccnepoBaHuss — aHann3 UCTOPUM NMPOUCXOXKIEHUS KapUbOHA, ero KOHCTPYKLMK,
TEXHUYECKUX U Bblpa3uTeNbHbIX CPEACTB 3BYKOU3B/IEYEHUS, MYy3blKallbHON pernpeseHTaumm
B KOMMO3MTOPCKOM U UCMOJTHUTENBCKOM TBOPYECTBE.
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MeTogonorus uccnepoBaHus. B ctaTbe MCNOb30BaHbl UICTOPUYECKUIA, aKCMOJIOTUYECKUH,
MY3bIKOBEAYECKUA U KYNbTYPOJIOTMYECKMIA MOAXOAbl M COOTBETCTBYHOLME UM METOAbI.
NCTOPUKO-XPOHOMOIMYECKNA  MeToh ~ UCMOMb30BaH AN PacCMOTPEHUs  UCTOpUU
NPOVCXOXAEHNS, STArNoB pacnpocTpaHeHnsa KapuiboHa B EBporne 1 Mupe, akCnmonormyeckmin —
ONs1 onpefeneHns XyLOXECTBEHHOW M MCUMXOTepaneBTUYECKOW LEHHOCTU KOMOKOMbHOIo
(KapunbOHHOTrO)  3ByYaHWsl, My3blKOBeJYeCKMe U KY/IbTYpoJIorMyeckue  MeToAbl
crnoco6CcTBOBaNM PasHOCTOPOHHMM acrekTaM aHanus3a MecTa W 3HAYeHUst KapuiboHa
B YKPaUHCKOM 3BYKOBOM MPOCTPaHCTBE.

HayuyHas HoBu3Ha uccnepoBaHusi. OcyllecTB/ieHa WCTOpMYECKass pPeTpoCcneKTMBa
pacnpocTpaHeHUs KapuiboHa; BBeAEHbl B Hay4Hbl1 060POT YKPAMHCKOrO My3blKOBEAEHUSI
0606LLEHNSA OTHOCUTENIBHO €ro KOHCTPYKTUBHbIX, MENOAUKO-MHTOHALMOHHDBIX, TEXHUYECKMX,
06pa3HO-XyL0XeCTBEHHbIX CBOMNCTB, B YaCTHOCTU B YKPaMHCKOM 3BYKOBOM MPOCTPaHCTBE.

BbiBogbl. [lpoaHanvMsvMpoBaHa MWCTOPWUS CO3[aHWUS CTaLUMOHApPHbIX W MNepPeaBMIKHOIo
KapuibOHOB B YKpawvHe, aTanbl BXOXAEHWSA 3TOro My3blKallbHOrO MHCTPYMEHTA B yKpanHCKoe
3BYKOBOE MPOCTPaAHCTBO, XapakKTep BbIMOMHAEMOro Ha HeM penepTyapa, nejarornyeckue
W UCTMONHUTENbCKUE acnekTbl ero nonynspusauun. OTMeveHa AnHaMunka MexXayHapogHoro
(decTMBans KOJIOKONIbHOMO U Kapw/bOHHOro wuckycctBa «Konokona ficHown [opebl
06befMHSIOT BCex». OTMeYEHbl UCMOMHUTENBCKUE BO3MOXHOCTU TEMOPaNbHOIrO0 COYETaHMUS
KapuiboHa C ApYrMMW UHCTPYMEHTaMM M MeBYECKMMM rofiocamu. B yacTHOCTM BbifeneHa
W rpoaHanu3upoBaHa TeXHWYeckasa W BblpasuTeNibHasi 3HAYUMOCTb CUHTE3UPOBaHUS
KapunboHa v aHcam6na 6aHaypucToK. MpeanoxeHa hakTypHas BapuaTMBHOCTb aHCaMb/1eBOro
coYeTaHusa KapuiiboHa M aHcam61a 6aHLYPUCTOB, BOSMOXXHOCTEN TeMaTUYECKOro U XXaHPOBOIro
pacluupeHus penepryapa.

KnioyeBble cnoBa: KapubOH; KOJIOKOJIbHOE U KapWIbOHHOE WCKYCCTBO; 3BYKOBOM
aHcaM6b KapuiiboHa 1 6aHAYpP; KapuibOH B YKPaUHCKOM My3blKanbHOM KyNbTYPe; yKpauHCcKoe
My3blKalbHOE UCMOTHUTENLCTBO
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Abstract

The presented research is devoted to the study of the rhythmic organization’s peculiarities
in the songs of E. Sabitoglu. Emin Sabitoglu is an outstanding Azerbaijani composer, whose
work leaves many generations of domestic listeners not indifferent. The work of Emin Sabitoglu,
being famous and popular, often attracts the attention of Azerbaijani musicologists. At the
same time, the stylistic features of the composer’s songs have never before become the object
of special scientific research.

The purpose of the research is to study one of the important elements of the musical
language in the songs of the Azerbaijani composer E. Sabitoglu, namely rhythm, to determine
the features of their rhythmic organization.

The research methodology is determined by the purpose of the research, for the achievement
of which, the author uses a comprehensive analysis. At the same time, theoretical analytical
analysis has acquired a leading role in the research process.

The scientific novelty of the research is that for the first time in musicology determining
the features of rhythmic organization in the songs of the Azerbaijani composer Emin Sabitoglu
is being solved.

Conclusions. A detailed analysis of the rhythmic basis of E. Sabitoglu’s songs demonstrated
the presence of certain stylistic features in this area. Firstly, it is a rhythmic ostinato, used in
a variety of practically all-vocal miniatures of the composer. Secondly, the rhythmic variation,
widespread in the songs of the composer, has many ways of implementation in the development
of each specific song. Note that the presence of the principle of rhythmic variation in the songs
of the composer is associated with the traditions of national vocal folklore since the variation
is one of the leading principles of development in Azerbaijani folk songs. Thirdly, the method
of sound visualization takes an essential place in E. Sabitoglu’s songs, the realization of which
is directly conditioned by the use of expressive possibilities of rhythm. The use of expressive
possibilities of rhythm in this area contributes to the creation of a vivid and almost visibly felt
artistic image.

Keywords: Emin Sabitoglu; Azerbaijani music; song; rhythm; ostinato; variance; sound
quality; national traditions
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Introduction

Emin Sabitoglu is a famous Azerbaijani composer, whose work has been loved
by many generations of domestic listeners. The songs of the composer, presented in
a variety of genres and forms and characterized by a rich palette of thematic content,
received particular popularity and love. At all times, one of the most important tasks
in the preservation and development of the national musical culture was a deep and
comprehensive study of the creative heritage of outstanding composers. In the cen-
turies-old history of the development of Azerbaijani composer creative activity, the
study of the musical heritage of talented composers is especially important, since the
national composer school is one of the most unique phenomena in the world of aca-
demic music. An organic fusion of bright elements of national traditional music and
centuries-old traditions of the world classical music art, which has become the main
and in many respects determining the quality of the Azerbaijani composer’s school,
laid at its foundation by the great Uzeyir Hajibeyli, always finds expression in different
ways in the work of each specific Azerbaijani composer. From this point of view, the
researcher’s address to the issue of studying a certain area of creativity of one or an-
other Azerbaijani composer does not cease to be one of the most urgent tasks of the
national musical science and culture.

Main research material

Emin Sabitoglu’s work, being popular, quite often attracts the attention of domes-
tic musicologists. At the same time, the stylistic features of the composer’s songs
have never before become the object of special scientific research. The most com-
prehensive scientific work devoted to the work of the composer E. Sabitoglu in recent
years should be considered the work of Imruz Efendiyeva (2014). This study provides
an overview of the composer’s career. At the same time, referring to the analysis of
one or another stage of the composer’s creative activity, |. Efendiyev singles out some
of the works created by the composers, indicating the characteristic features of each
of them.

Turning to the study of the stylistic features of E. Sabitoglu’s songs, we paid spe-
cial attention to the study of the features of each element of the musical language in
the vocal miniatures of the composer. One of these important elements is the rhyth-
mic organization of the piece. Since the features of the metro-rhythmic organization,
as well as a certain pattern of rhythmic development, can serve as a very powerful
means of expressiveness in the embodiment of an artistic image in a particular piece
of music. The presented research aims to determine the peculiarities of the rhythmic
organization in the songs of E. Sabitoglu. In achieving this goal, an integrated ana-
lytical approach was used, while theoretical analytical analysis acquired the leading
importance in the research process.

A detailed study of the features of the metro-rhythmic organization in the songs
of E. Sabitoglu allowed us to determine the number of characteristic properties in
this area of the composer's musical language. Thus, one of the most common fea-
tures of the metro-rhythmic organization in the vocal miniatures of the composer is
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consistency or otherwise ostinato repetition of a certain rhythmic pattern or, more
precisely, rhythmic formulas, since, as V. Kholopova (2002) rightly notes: “Unlike the
rhythmic pattern, which can be considered over a large length of a piece of music, the
rhythm formula is a relatively short and separated from the surrounding education”
(p. 136). In the songs of the composer E. Sabitoglu, one or another particular rhythm
formula, as a rule, is repeated throughout the entire work or its structural part. In the
above-mentioned study, V. Kholopova (2002) notes that “Rhythmic formulas are espe-
cially important for various non-beat historical systems of rhythm... In such systems
and forms of organization, the rhythm formula can acquire the main compositional
meaning, and the work can be constructed as an ostinato repetition, one rhythm for-
mula” (p. 136). And although the vocal miniatures of the composer E. Sabitoglu do not
belong to works with a non-beat system of rhythm, there is no doubt that the origin of
this stylistic feature in E. Sabitoglu’s songs is Azerbaijani traditional music, in which
most genre varieties have the non-beat system of rhythm. The connection between
the spread of the rhythmic development principle based on the ostinato repetition of
the rhythm formula in vocal miniatures of E. Sabitoglu with the national character of
his music is also confirmed by the following opinions.

First, V. Kholopova (2002), exploring the concept of the rhythm formula, empha-
sizes that rhythm formulas are vivid exponents of national traits (p. 136). Secondly,
the authoritative Azerbaijani musicologist Gulzar Mahmudova (2001), who, among
other things, is engaged in the study of Azerbaijani music of the oral tradition, draws
attention to the fact that “the analysis of practical samples of the music of the oral
tradition of Eastern peoples (Azerbaijani music of the oral tradition in particular) re-
veals they are fully convincing and eloquent facts of ostinato manifestations in the
rhythmic and pitch spheres” (Mahmudova, 2020). In one of her next studies, the mu-
sicologist clarifies that in such a complex genre of Azerbaijani traditional music as
the mugham ostinato principle, it manifests itself “throughout the integral mugham
composition” (Mahmudova, 2001, p. 133).

The collections of songs by E. Sabitoglu abound with examples in which the os-
tinato-repeating rhythm formula becomes the basis for the development of a whole
work. One of such vivid examples is the song “Goban Boran” included in the collection
“No gozoldir Azarbaycan”. Almost the entire development of this vocal miniature is
based on the constant repetition of the same rhythmic pattern. Having a length of four
measures, this rhythmic pattern corresponds to one line of the poetic text. In terms of
durations, the ostinato rhythmic formula is based on a combination of seven eighth
notes and one-half duration. It should be noted that only once, for the very first time,
the melodic content is repeated along with the rhythm. Each subsequent conduction
of the ostinato rhythm is characterized by intonation changes. Also, only once the
final half note is replaced by a combination of an eighth and a quarter with a dot,
which is due to intonation features associated with the Azerbaijani folk music, which
is characterized by such micro-changes.

Note that in the chorus, as in the verse of the song, the ostinato rhythm remains
unchanged. The only stage free from the influence of the ostinato rhythm is a small
four-bar code, built on the repeated repetition of the name of the hero sung in this
song.

Imanova, S. Features of songs rythmic organization by E. Sabitoglu

63



64

ISSN 2616-7581 (Print) BicHMK KIBCbKOIO HauiOHanbHOro YHIBEPCUTETY

ISSN 2617-4030 (Online) KynbTypn i MycTelTs. Cepid: MyauiHe MUCTELTBO 2021+ 4(1) - 61-72
0
o n A 3 | 1 | — T . Y 3 | o |
17y -‘E-l -‘I-l 'I' =J 1 Ct! I 1
U-ca dag - lar yay-la-gin- dir, "Qi-zil Sa- mux"ov-la-gin
)'g T T il . .Y . N—— . 1y —
V AW2Y I | i == T 1T L] 1 1T 1] 1Y N |
[ Fan N Il | a7 & & & |- & 7 1] 1|
AN "4 | I 1] - - - — -
[~
dir. Dil-den-di - le wu-cub qgo -
0 . N
o N T | - I 3 N Y | Y 2 | 11|
GB i j- 1 1 o - | LA . 1 1]
() — = ———o— & z
nan__ se-nin ze - fer so-ra-gin - dir.
Example No. 1

Note that in the chorus, as in the verse of the song, the ostinato rhythm remains
unchanged. The only stage free from the influence of the ostinato rhythm is a small
four-bar code, built on the repeated repetition of the name of the hero sung in this
song.

Vocal miniatures such as “Giillor” from the collection “Géziimds Leylisan”, the
song “Sahilda”, which became part of the collection “Lirik mahnilar”, as well as min-
iatures “Bura Qafgazdir’, included in the collection “Baki, sabahin xeyir” and “Balks do”
from the collection “Daralor” and others include examples similar to those described
above.

In a separate group of songs by the composer E. Sabitoglu with the dominant
principle of rhythmic ostinato, it is necessary to highlight examples in which the giv-
en constant rhythm develops in a work based on variance. Let's turn to specific
examples.

In the vocal miniature “Vaton bayatilar” from the collection “Baki, sabahin xeyir”,
the poetic basis of the song is a text from the folk poetry of Bayaty — one of the most
widespread genres of Azerbaijani folk poetry (Mahmudova, 2014, p. 9). Accordingly,
the composer also seeks to bring the character of the general musical development
closer to the samples of folk vocal music. To this end, the author relies on rather short
phrases with a narrow melodic range. Consequently, the length of the rhythmic osti-
nato is much shorter here — two measures. In the original form, the ostinato repeating
rhythmic figure is based on a combination of six short and one sustained duration. At
the same time, the closeness of this vocal work to the samples of folklore, which for
centuries has developed exclusively based on oral transmission and preservation, de-
termines the active development in it with each subsequent repetition of the elements
of variability, both intonational and rhythmic, which is reflected invariant changes in
rhythmic ostinato.

A more complex development based on the above-described method of rhythmic
ostinato with a variant development is demonstrated by two other songs — “Bu geca”
and “Son bagisladin”, included in the collection “Géziimds Leylison”.

Another separate group of songs by the composer E. Sabitoglu with development
based on rhythmic ostinato is composed of works in which separate parts of the
form, as a rule, a verse, and chorus, are based on different, different from each other
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rhythmic patterns. As an example, refer to the song “Zaman” from the compilation
“Baki, sabahin xeyir”. This vocal miniature has a verse-chorus structure in which dif-
ferent rhythmic ostinatos become the basis of the individual parts of the specified
form.

So, the development of the verse is carried out based on a rather short rhythmic
pattern in one measure, based, as is usually the case in the songs of E. Sabitoglu, on
a combination of several (in this case, five) short sounds and one longer one in the
conclusion. A characteristic feature of this ostinato is its intro with a weak beat. It is
also important to note that the ostinato in the verse is stable and all eight strokes are

the same.

Example No. 2

There is a completely different picture in the chorus. Here, the development is
based on two rhythmically ostinato patterns at once. The first one is longer (four
measures), the second is slightly shorter (two measures). Note that each rhythm-
ostinato pattern is carried out only twice, together with a variant repetition of intona-

tion content.

Example No. 3
In addition to songs with a verse structure with a chorus, this kind of rhyth-

mic development is also observed in songs with a verse structure. An ex-
ample is the miniature “Axtar soni mon”, which became part of the collection
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“Daralor”, where two different parts of the verse are based on different rhythmic
ostinatos.

In addition to examples in which the rhythmical ostinato pattern permeates the
entire development of a work, sometimes in the songs of the composer E. Sabitoglu,
there are examples where ostinato appears only at certain stages, or in connection
with one or another part of the form.

Thus, in the vocal miniature “No g6zoldir Azarbaycan”, which opens the collec-
tion of the same name, throughout its development, regardless of the intonation
content, a certain rhythmic pattern is often manifested. Although this drawing is
very short (incomplete measure), due to its rhythmic content, it becomes very mem-
orable and therefore easily recognizable every time it appears. With a metric base of
6/8, rhythmic ostinato accumulates such rhythmically vivid techniques as an intro-
duction from a weak beat with a dotted rhythm that turns into syncope.

It should be noted that appearing 13 times during each verse, this rhythmic pat-
tern sometimes appears in a variant guise.

Examples of a similar development can be seen in such works from the same
collection as “Miibarak olsun” and “Qahroman Forman”. On the whole, based on the
analysis, we were able to make sure that the repetitive or aspen rhythmic pattern to
one degree or another is characteristic of very many songs by E. Sabitoglu, included
in his five collections.

Another very characteristic feature of the metro-rhythmic organization of
E. Sabitoglu’s songs, included in his collections, is the rhythmic variation. Note that
the variational method or the principle of variant transformation is one of the most
common development methods in the songs of the composer. In general, the rhyth-
mic variation in the composer’s songs is a reflection of the tradition of national
vocal folklore in his vocal work. It is well known that variance is one of the leading
principles of development in Azerbaijani folk songs.

The principle of rhythmic variation is very clearly manifested in the develop-
ment of the verse of the song “Uzaq, yasil Ada” from the collection “Géziimdo Ley-
lison”. From the point of view of intonation content, the entire development of the
verse of this vocal miniature is based on three motives, of which the first two are
different kinds of combinations of two sounds. From this point of view, the motive,
limited to two sounds in the range of a second, creates the widest possible pos-
sibilities for the manifestation of the entire richness of the rhythmic arsenal in its
development. Changing the duration of sounds, displacement of the motive relative
to the bar line, strong and weak beats, rhythmic sharpening and smoothing, replac-
ing the dual movement with the triplet — this is an incomplete list of the means of
rhythmic variation that the composer uses in the development of the verse of the
analyzed song. At the same time, it should be noted that rhythmic transformation
is combined with intonation here, however, given the parsimony of means for possi-
ble intonation transformation, the leading role in creating a variance in this example
belongs to the rhythm. At the same time, the leading role in this variation belongs to
the so-called temporal variation, in which the repetition of a motive or phrase is as-
sociated with the expansion or contraction of their temporal extent (Kholopova, 2002,
p. 148).
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Example No. 4

The most frequent manifestation of rhythmic variation in the songs of the com-
poser E. Sabitoglu is the appearance of a rhythmic variation when repeating a phrase.
As an example, we can refer to the vocal miniature “Cay” from the collection “Daralor”,
which demonstrates a very characteristic picture of rhythmic development. This song
is in the form of a verse with a chorus. Moreover, the principle of rhythmic variation
in development takes place in each of the parts of the form. In the first period of
the verse, consisting of two sentences of repeated structure, rhythmic variability is
demonstrated in their ratio. Thus, the first sentence begins with syncope, expressed
as a sequence of eighth and quarter notes with a strong beat of the measure. In the
second sentence, this ratio is replaced by the reverse sequence: from the beginning
of the quarter, and only then the eighth note. Further development in each of the sen-
tences is also different in terms of rhythmic variation. The combination of the fourth
and eighth in the first sentence is replaced by a sequence of three-eighths in the
second.
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Example No. 5

A very similar rhythmic development can be seen in the song “Heg¢ Xaborin
Yoxdu sanin”, included in the collection “Goziimdo Leylisan”. The structure of this
song also consists of a verse and chorus. And the variability of the rhythmic orga-
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nization is also revealed in the comparison of sentences within each of the form’s
parts.

We can observe a practically analogous example of rhythmic variation in the song
“Torlan bacim”, included in the collection “No gozoldir Azorbaycan”. As in the previous
examples, the principle of rhythmic variation is realized here at each stage of devel-
opment.

Another example of the principles of realizing rhythmic variation is demonstrat-
ed by the vocal miniature “Solmaz hagqinda mahni” from the collection “Ns gozaldir
Azorbaycan”. The entire development in this song is based on paired conduct of sim-
ilar phrases or sentences, in the ratio of which elements of rhythmic variation are
revealed. Since in this miniature many pairs of phrases alternate at once, the com-
poser for each of them finds his means of a very subtle and sometimes barely notice-
able rhythmic transformation. At the same time, it must be said that these methods
are extremely characteristic of Azerbaijani musical folklore, therefore their appear-
ance in the development of the works of the Azerbaijani composer is very natural
and organic.

In general, it should be noted that in E. Sabitoglu’s songwriting it is difficult to find
such a vocal miniature, in which rhythmic variation would not occur at all. Sometimes
this developmental principle permeates the entire work, sometimes a certain part of it,
as in the vocal miniatures “Kopanok” from the collection “Baki, sabahin Xeyir”, “Yusi-
fim” from the collection “No gozaldir Azorbaycan”, etc.

Separately, | would like to dwell on such an important feature of the rhythmic
organization in E. Sabitoglu’s songs, as the role that rhythm plays in creating ono-
matopoeia in the composer’s vocal miniatures. One of the striking examples of this
feature is the song “Kopanok” from the collection “Baki, sabahin Xeyir". Analyzing the
principle of rhythmic variation, which is essential in the development of this song, we
drew attention to a very subtle, whimsical play of rhythm, which creates the image of
a graceful butterfly with its light and quivering flutter. At the same time, we note that
not only a fragment associated with a variant change in the rhythmic pattern but also
the integral development of the rhythm of a given song has the same characteristics,
which allows creating a single very bright, convex and as if visually perceived artistic
image during a small piece.

Another example, in which the great role of rhythm in creating the effect of sound
imaging is also well felt, is demonstrated by the song “Sahilds” from the collection
“Lirik mahnilar”. Note that the sea, as an artistic image, perhaps more often than other
natural elements and human images, attracts the attention of composers, as an ob-
ject for depicting its essence by the power of sound. In this sense, the main artistic
image of the vocal miniature “Sahilda” is no exception. Above, we analyzed this song
in connection with the implementation of the principle of the ostinato rhythmic pat-
tern in it. Now let us emphasize that this ostinato rhythmic development is due to
the composer’s desire to preserve throughout the entire work those rhythmic means
that he was able to find in the depiction of the sea element, the swaying of coastal
waves.

Paying attention to the fact that sometimes E. Sabitoglu uses the principle of
onomatopoeia in his songs, we have been able to make sure that no matter what
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Conclusions

Thus, a detailed analysis of the rhythmic basis of the songs of the composer
E. Sabitoglu, included in five of his collections, demonstrated the presence of some
very characteristic stylistic features in this area. Firstly, it is a rhythmic ostinato, used
in a variety of practically all-vocal miniatures of the composer. Also, as a result of the
analysis, we were able to see how widespread another principle of development is in
the songs of the composer E. Sabitoglu — rhythmic variation. The analysis allowed us
to identify many ways to implement this principle in the development of each specific
song. It is important to emphasize that both of these features of the rhythmic orga-
nization in the songs of the composer reveal a deep connection between the musical
language of E. Sabitoglu and the works of the national music of the oral tradition. At
the same time, the methods of metro-rhythmic development in E. Sabitoglu’s songs
are not limited to the ostinato rhythmic pattern, as well as the rhythmic variability. As
it turned out, a significant place in the emotionally and artistically brightly coloured
songs of E. Sabitoglu is occupied by the method of sound quality. In turn, the imple-
mentation of this technique and the associated artistic effect is due to the use of
expressive capabilities of rhythm, in particular the ability of rhythm to convey visually
visible artistic images.
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AHoTauyis

MpeacTtaBneHe [OCAIAXEHHS MNPUCBSIYEHE BUBYEHHIO OCOBG/MBOCTEN  PUTMIYHOT
opraHisauii B nicHax EmiHa Ca6itorny — BuAaaTHOro asepbainfpkaHCbKOro KOMMO3WUTOPa,
TBOPYICTb AIKOFO 3anuae HebGalnay>XMMu 6araTto MOKOMiHb BiTYM3HSHUX cnyxadiB i 6yBLun
BiOMOIO, MOMNYNSIPHOI, 4acTo MpuBepTae yBary asepbaifdKaHCbKUX My3UKO3HaBLiB.
BogHouyac HiKonWM paHile CTUAICTUYHI pUcU MiceHb KOMMO3MTOpa He 6y 06'€KTOM
creujianbHOro HayKoBOro AOCHIAKEHHS.

MeTa gocnifpKeHHs1 — BUBYEHHS OLHOIO 3 BaXX/IMBUX €IEMEHTIB MY3M4YHOI MOBU B MiCHAX
asepbankaHcbkoro komnosutopa E. Ca6itorny, a came puTMy; BUSHAYEHHSI OCOBIMBOCTEN
pUTMIiYHOT OpraHisadii.

MeTogonoriss pocnif)XeHH BU3HAYaeTbLCA METOK [OCHIAXKEHHSA, ANA AOCATHEHHA AKOT
BUKOPUCTAHO KOMIIEKCHWUI aHanis. BogHouac nposigHe 3HaYeHHs B npoueci AOCNigXeHHs
Habynn TEOPETUYHMWI Ta aHaNITUYHUIA METOLM.

HaykoBa HOBM3Ha [AOCHIKEHHA MoONsira€ B TOMY, WO Brepwe B My3MKO3HaBCTBI
BUpiWYeTbCA Npo6nemMa BU3HAYeHHA OCO6MAMBOCTEN PUTMIYHOI oOpraHisauii B MicHAX
asepbankaHcbkoro komnoauTopa Emina Cabitorny.

BucHoBKU. [loknagHWi aHania pUTMIYHOI OCHOBM MiceHb KomnosuTopa E. Cab6itorny
NPOAEMOHCTPYBaB HasIBHICTb MEeBHUX CTUNICTUYHUX OCO6aMBOCTEN. MNo-nepLue, Le pUuTMiyHe
OCTWHATO, B pO3MaITTi 3aCTOCOBaHe NpakTUYHO B YCiX BOKaslbHUX MiHiaTiopax KOMMosuTopa.
Mo-fapyre, pUTMiYHa BapiaHTHICTb, L0 LUMPOKO MOLUMPEHA B MICHSIX KOMMNO3UTOpa i Mae 6e3niy
cnoco6iB peanisalii B pO3BUTKY KOXHOT KOHKPETHOT MiCHi. Big3HauMMo, L0 HasiBHICTb NpUHUMNY
PUTMIYHOT BapiaHTHOCTI B MiCHAX KOMMO3MTOpa MOB'fi3aHa 3 TpaguuissMM HauioHasIbHOro
BOKanbHOro ©onbKIopy, OCKiNbKN BapiaHTHICTb — Le OAMH 3 NPOBIAHUX NPUHLMMIB PO3BUTKY
B a3epbaigyKaHCbKUX HapOAHWMX MicHsiX. Mo-TpeTe, icToTHe Micue B nicHsAx E. Ca6iTorny sanmae
3aci6 3ByK0306pakaibHOCTI, peanisaLisi AKoro 6e3nocepegHb0 06yMOBIEHa BUKOPUCTAHHAM
BUPA3HUX MOXJIMBOCTEN PUTMY, LLO CBOEHD YEpProto CrpUsic CTBOPEHHIO AICKPaBOro i Maixe
BilYYTHOI O Xy4,0XXHbOI0 06pa3y.

Knioyosi cnoBa: EmiH Cabitorny; asepbanfykaHcbka My3WKa; MiCHS; pUTM; OCTUHATO;
BapiaHTHICTb; 3BYKO306paXanbHiCTb; HaLlioHanbHi Tpaguuii
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OCOBEHHOCTU PUTMUYECKOW OPFAHU3ALLUN
MECEH 3. CABUTOI 1Y

Caapart UmaHoBa

AauncceptaHTka; ORCID:0000-0003-2721-7253; e-mail: imanovasaadat@gmail.com;
BakuHckas xopeorpaguyeckas akagemus, baky, AsepbaiigxaH

AHHOTayunsa

MpeacTaBneHHoe wuccnefoBaHWe MOCBSIWEHO W3YYEHUIO OCOBEHHOCTEN PUTMUYECKOW
opraHusauun B necHsix dMuHa CabuTorny — Bblaatowerocs asepbanyKaHCKoro KoMnosuTopa,
TBOPYECTBO KOTOPOrO OCTaBMSE€T HEPaBHOAYLUHbIMW MHOTME MOKONEHUS OTEYECTBEHHbIX
cnywartenein wu  6ygoyuMm  W3BECTHbIM, MOMNYNsIPHbIM, YacTo MpWUBNEKAeT BHUMaHWe
asepbanKaHCKUX My3blkOoBefoB. BMecTe ¢ TeM HMKOrga npexpe CTUIMCTUYECKUE YepThbl
neceH KOMNO3UTOPa He CTAHOBUIUCb O6BEKTOM CheLManibHOro Hay4YHoOro NccnenoBaHus.

Lienb uccnepgoBaHus — M3y4YeHUE OJHOMO M3 BaXKHbIX 3/IEMEHTOB My3blKaNbHOIo A3blKa
B NecHAX asepbaiykaHckoro KomnoauTopa 3. CabuTorny, a UMEHHO pUTMa; onpefenieHne
0CO6EeHHOCTeN PUTMUYECKON OpraHM3auum.

MeTogonorus uccnefoBaHUsA ONPefEeNseTca Lenbio MUCCNefoBaHus, AN LOCTUXEHUSA
KOTOpPOM MCMOMb30BaH KOMIJIEKCHbIN aHanua. Npu 3aTOM Bepyliee 3Ha4yeHWe B rnpouecce
nccnepoBaHusi IpuoGpenv TEOPeTUYECKUA U aHANUTUYECKUIA METOADI.

HayuyHasi HOBU3Ha uUccnefoBaHUsA 3aK/HOYaeTCsl B TOM, YTO BMEPBble B My3bIKOBELEHUN
pelaetca npobrnema onpepeneHnss oCO6eHHOCTeN PUTMUYECKON OpraHu3aumMm B MECHsIX
asepbanykaHCKoro komnosutopa IMuHa CabuTorny.

BbiBoabl. [10ApO6HbIA aHann3 pUTMUYECKOW OCHOBbLI NeceH kKoMnoautopa 3. Cabutorny
NPOLEMOHCTPMPOBANl  HanWuue oOrnpefesieHHblX CTUAUCTUYECKUX OCOBEHHOCTEN. Bo-
nepBblX, 3TO PUTMUYECKOE OCTMHATO, B pPasHOO6pasuu MNPUMEHEHHOE MpaKTUYECKU BO
BCEX BOKaslbHbIX MMWHMATIOPax KOMMO3UTopa. Bo-BTOpbIX, pUTMMYeckass BapUaHTHOCTb,
LUIMPOKO pacnpocTpaHeHHasi B MECHSIX KOMMOo3uTopa M MMetolasi MHOXECTBO Crnoco6oB
peanusauuMm B pasBUTMM KaXKOOW KOHKPETHOW necHu. OTMETWMM, YTO Hanuume npuHUMna
PUTMMWYECKOW BapMaHTHOCTM B MECHSIX KOMMO3UTOPa CBA3aHO C TPaguLMUsSMU HaLMOHaNbHOro
BOKanbHOro ¢onbKaopa, Tak KakK BapuvaHTHOCTb — 3TO OAMH W3 BeAyLUMX MPUHLUMNOB
pa3BUTKSA B asepbalfyKaHCKMUX HapOLHbIX MNECHAX. B-TpeTbuX, CyLLEeCTBEHHOE MECTO B MECHSIX
9. CabuTorny saHMMaeT NpUeM 3BYKOM306pas3nUTENbHOCTH, peanmn3aLms KOTOPOro Hanpsamyro
06YyC/IoB/IeHa UCMOMIb30BaHNEM Bblpa3nTesibHbIX BO3MOXHOCTEN PUTMA, YTO, B CBOKO OYepesb,
Crnoco6CTBYET CO3[aHMIO IPKOTO U MOYTM 3pMMO OLLYLLIAEMOTO XYA,0XKECTBEHHOMO 06pasa.

KnioueBbie cnoBa: dMUH CabuTorny; asepbangykaHckas My3sblka; MECHS; pUTM; OCTUHATO;
BapVaHTHOCTb; 3BYKOM306pa3nUTeIbHOCTb; HaLMOHaIbHble TPaauLmm
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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
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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

Nel4. Qogularin xoru
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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.

Nel7. Xor: "Boyla olmaz ki son..."
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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.
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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
24 is represented by a mixed choir and a choir number “O olmasyn bu olsun” per-
formed by Mashadi-Ibad. Here the couplet variant form shows itself in the form a + b.
Choral sounds are mainly reflected in tempo di Marcia, 2/4 time.

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
D Sikesteyi-Fars, and the answer phrase bases on the base sound of the mode.
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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
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AsepbalifxaHcbka HalioHaslbHa KoHcepBaTopis, baky, A3epbaiigxaH

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
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JAOLEHT, LOKTOP (nocopum no uCTopum NCKyccTs;
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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

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

The article examines the scientific work of one of the prominent representatives of the 20th
century Azerbaijani piano performing school, Honored Art Worker, Professor Nigar Usubova
(1914-1994). N. Usubova devoted an important part of her life to pedagogical activity, raising
a generation of talented pianists. She made an exceptional contribution to the development
of the Azerbaijani piano school and the definition of its future directions. N. Usubova's
pedagogical principles are reflected in her dissertation work and methodical manual. As it is
known, N. Usubova studied in the class of A. Goldenweiser and wrote these scientific works
under the guidance of the prominent pianist.

An important part of these scientific works is devoted to the study of A. Arensky’s piano
creative activity. Here, the musician touched upon the features of the composer’s piano
performing, as well as the characteristic features of his music. The research also provides
performing characteristics of the works analyzed and covering various genres.

The purpose of the research is to study the fundamental results and main performing
principles in the scientific works dedicated to A. Arensky’s piano creative work by Nigar Usubova,
a brilliant representative of the Azerbaijani piano school of the twentieth century. In these
scientific research works, N. Usubova touched upon the features of the prominent composer’s
piano creative work, performing principles, circle of images; moreover, analyzed the form, genre,
tone and other aspects and conducted research on the background of characteristic features
of Russian music. We would like to bring to your attention that N. Usubova’s scientific works
have not been published. This raises the scientific significance and relevance of the topic more.
These scientific works are the first research work dedicated to the study of A. Arensky’s piano
music in the Azerbaijani science of music.

The research methodology is based on analytical and theoretical analysis, as well as on
the source research method (work with archival materials). The main principle is the study and
analysis of the fundamental results obtained by N. Usubova in the study of piano music by
A. Arensky.

The scientific novelty of the research is that for the first time the scientific works of the
outstanding pianist Nigyar Usubov are studied, their scientific significance, as well as the
issues reflected in those works, are revealed. We would like to bring to your attention that
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these scientific works reflect N. Usubova’'s method of approach to A. Arensky’s piano pieces
as a pianist. For this reason, these scientific works are a valuable recommendation for every
pianist who turns to A. Arensky’s piano creative work.

Conclusions. Nigar Usubova is the author of two scientific works and her scientific
creative activity is devoted to the definition of performing features of A. Arensky’s piano
creative work. Each of these scientific-methodical works was written under the guidance of
a prominent representative of the Russian piano school, pedagogue A. Goldenweiser. In these
works, N. Usubova worked on A. Arensky’s creative work in a comprehensive and detailed
way. According to the author, A. Arensky’s piano creative work is characterized by the clarity
of form and texture, the richness of melodic material, which brings him closer to Tchaikovsky’s
chamber music. Although the composer prefers miniature forms in his piano creative work,
it is also possible to find virtuoso pieces, etudes, scherzos and capriccios. These works, in
particular, influenced the formation of S. Rakhmaninov's and A. Scriabin’s creative activity.
The main characteristic features here are polyphonism, polymelodism and polyrhythmics of
the piano texture. Simultaneously, N. Usubova thoroughly studied the influence of Western
European composers on the formation of A. Arensky's creative activity.

Keywords: Nigar Usubova; A. Arensky; scientific creative work; methodical works; piano
miniature; programming; polyrhythmics; multidimensionality

Introduction

The study of the works of prominent personalities is of great importance in Azer-
baijani musicology. Among the scientific works carried out in modern times, the names
of scientific works of V. Humbatov (2020), I. Nazarov (2020) and other researchers can
be mentioned. The appeal to the work of N. Usubova, a prominent representative of the
Azerbaijani piano school, is also important. Honoured Art Worker of Azerbaijan, Candi-
date of Arts, Professor Nigar Usubova was one of the recognized specialists in the field
of music education. The representative of the school of such a legendary personality of
Soviet musical pedagogy as A. Goldenweiser, N. Usubova proved herself not only as an
excellent pedagogue but also as a deep researcher and qualified methodologist.

Purpose of the research

The creative work of the prominent Russian composer A. Arensky covers various
genres (Brown, 2001). Piano works have a special place in the composer’s creative work
and they always attract the attention of pianists with their unusualness (Skvortsova &
Gorshkova, 2019, pp. 24-29). N. Usubova also gave a great place to the study of some
piano works by A. Arensky in her scientific creative work. The purpose of the research
is to clarify the scientific creative work of N. Usubova, as well as the issues reflected
in the scientific works of the pianist.

Recent research and publications analysis

We would like to note that for the first time N. Usubova’s creative work and the
issues reflected in her scientific papers have been studied on a scientific basis at

Eyvazzade, G. Research on the problems of piano creative work
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the dissertation level. The source of the research is T. Seyidov's books Prominent fig-
ures of the piano culture of Azerbaijan (Seyidov,1988) and Azerbaijani piano culture of
the 20th century (Seyidov, 2006). The study also draws on the research of G. Tsyp-
in (1966), A. Alekseev (1969) and others in the analysis of the features of Arensky’s
work.

Main research material

N. Usubova is the author of several methodological works of two types, dedicated
to the pedagogical and performing principles of A. Goldenweiser, as well as meth-
odological research on the piano works by A. Arensky, narrating about various per-
forming problems of the composer's music and having a great value for the younger
generation of musicians.

N. Usubova’'s methodological work, dedicated to the piano creative work of
A. Arensky, dates back to 1987-1988. This methodological work was approved at
the 1st Special Piano Department of the Azerbaijan State Conservatory named after
U. Hajibeyov (now the Baku Music Academy named after U. Hajibeyli) and is kept in
the archive of the library of this educational institution.

N. Usubova was always interested in the creative activity of A. Arensky, a talented
representative of Russian musical culture. It is no coincidence that the dissertation,
written under the guidance of her pedagogue A. Goldenweiser, is devoted specifical-
ly to the piano creative work of A. Arensky. In scientific and methodological works
N. Usubova repeatedly expressed valuable observations about the role and signifi-
cance of A. Arensky in the history of Russian music, shared interesting advice and
recommendations regarding the performing features of the composer’s piano works.
In these works, guided directly by the advice of A. Goldenweiser, N. Usubova analyzed
the works of A. Arensky thoroughly, comprehensively and in detail.

The first thing the researcher highlights is the continuation of the traditions of
Russian classics in A. Arensky’s music, his special dedication to the traditions of
P. Tchaikovsky in the field of piano music. N. Usubova writes: “A. Arensky’s piano com-
positions are characterized by the clarity of form, the simplicity of presentation, the
richness of melodic material — features, to a greater extent, coming from the chamber
lyrics of P. Tchaikovsky. In his piano works, A. Arensky rarely uses authentic folk mel-
odies (the exception is Fantasy on the themes of Ryabinin). Nevertheless, his works
have a definite national face: their Russian character is felt very vividly” (Usubova,
1987, p. 2). Further, she finds confirmation of B. Asafiev's idea that A. Arensky embod-
ies in his music a characteristic feature of P. Tchaikovsky’s musical language — Rus-
sian household manor and urban city. Simultaneously, noting such components of his
music as sincerity and truthfulness of expression, the author emphasizes one feature
of A. Arensky’'s works, namely, the absence of big ideas inherent in P. Tchaikovsky's
work.

In N. Usubova’s work, the following features of A. Arensky’s piano music are noted:

1. The composer’s piano creative work, except for a few large-scale compositions,
developed in the field of miniatures. He didn't embody the genre of the sonata in his
music. Simultaneously, piano miniatures are presented in a wide and varied manner.

Eyvazzade, G. Research on the problems of piano creative work
by A. Arensky in the scientific papers of professor N. Usubova

91



92

ISSN 2616-7581 (Print) BicHMK KIBCbKOIO HauiOHanbHOro YHIBEPCUTETY
ISSN 2617-4030 (Online) KynbTypw | MucTelTB. Cepis: MysnyHe MUCTELTBO 20217 + 4(1) - 89-100

2. The genre panorama of A. Arensky's creative work (lyrical and programmed
miniatures, virtuoso pieces) indicates that being a lyric composer by the nature of his
talent, he prefers lyrical miniatures. This feature is reflected in such a typical feature
of his musical language as rich melodicism. N. Usubova writes: “Arensky is a typical
representative of the Russian piano school, the main features of whom are the melod-
ic richness and melodiousness of the instrument’s sound. The academician B. Asa-
fiev rightly points out that the main quality uniting the piano creative work of S. Rach-
maninoff, A. Scriabin with P. Tchaikovsky and A. Arensky is melodicism” (Usubova,
1987, p. 4).

3. Along with lyric compositions, numerous virtuoso pieces, etudes, scherzo,
and capriccio also have an important place in the creativity of A. Arensky. Etudes
by A. Arensky played an important role in the formation of the genre of etudes -
Etudes-Tableaux by S. Rachmaninoff and early etudes by A. Scriabin.

4. A. Arensky’s piano music is also characterized by programmaticity. In his pro-
gram compositions, the composer, in general, continues the traditions of P. Tchaikovsky,
namely, he prefers the programmaticity not of an illustrative, but a generalized nature.
The musical image is expressed by means of an artistic expression. (24 characteristic
pieces for piano op.36).

5. A. Arensky laid the foundations of the genre of the program suite for two pianos
(Suites op.23).

6. Although A. Arensky in his piano creativity did not gravitate towards pieces of
large form, nevertheless, his Fantasy on the themes of Ryabinin became an example
of symphonic disclosure of images of the Russian folk epic by means of piano music.
A. Arensky in this work continued the traditions of the Russian classical concert, fan-
tasy and other pieces of a concert plan.

N. Usubova in her methodological work thoroughly examines the distinctive fea-
tures of the piano style of A. Arensky. The author highlights such characteristic fea-
tures of the composer’'s music as polyphonic and polymelodic piano texture; poly-
rhythmics (combination of different meters — 5\ 4, 5\ 8, etc.); alternation of quartiles
and quintiles).

In addition, N. Usubova points out the absence of a full-sounding, internally jus-
tified culmination in a number of the composer’'s piano works. In some dramatic
musical pieces by A. Arensky, a “breakdown” occurs precisely at the moment of the
culmination. Usubova explains this feature of the composer’'s works by his desire to
avoid unnecessary deep dramatization of the image. She notes some features inher-
ent in A. Arensky’s piano miniatures, which subsequently found their development in
the early piano works by A. Scriabin and S. Rachmaninoff, in particular, a bright con-
cert style, the versatility of the piano texture, full-sounding harmonic background and

“singing” melodic material.

N. Usubova emphasizes that the historical role of A. Arensky is much broader than
his contemporaries believed: “The significance of A. Arensky is not in the uniqueness
or innovation of his work, but in the fact that A. Arensky (especially in the field of cham-
ber works) was the successor of traditions of Russian classics” (Usubova, 1987, p. 1).

N. Usubova highlights such an important feature inherent in his work as the pres-
ence of various types of contrasts: fast passage technique, powerful chord struc-
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tures, the use of staccato sonority as a characteristic touch when creating playful and
graceful images, etc. All these diverse means of musical expression are closely inter-
connected with the character of the artistic image. The artistic content of each piece,
the richness and variety of the piano texture is subordinated to the musical image.

Arensky’s piano miniatures reveal the colourful world of human feelings: joy, hu-
mour, lyrical mood, emotions, pathos. The heartfelt musical images, depicting a di-
verse world of emotions and reflections, lead to the creation of “living” portrait char-
acteristics by the composer. In miniatures of this kind, N. Usubova recommends em-
phasizing the melodiousness, the vocal nature of the piano texture:

93

Example 1. The piece “In the field”, op.36. No. 34.

Example 2. The piece “Elegy”, op.36, N°16.
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Allegro molto (»=144)

Example 3. The piece “Anxiety”, op.36, N°18.

N. Usubova believed that the piano is a “singing” instrument, and the colourful
piano texture contributes to the disclosure of various aspects of the musical content.
The rich harmonic background, the “multidimensional” texture of A. Arensky, in her
opinion, is close to S. Rachmaninoff’s piano style. The piece “By the Sea” (op.52, no. 3)
94 is exactly such an example of piano miniature:

Example 4. The piece “By the Sea, op. 52, no. 1.
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Comprehensively examining the piano music of A. Arensky, N. Usubova reveals
a number of its characteristic features:

1. The influence of the European classical musical heritage, in particular, the mu-
sic of F. Chopin and R. Schumann. Therefore, the author points to A. Arensky’s piano
concerto, to “Elegy” op. 54 (G minor), “Sketch” op.24 (F minor), “Mazurka” and oth-
er works similar in texture to the pieces of F. Chopin. A number of the composer’s
works with the romantic imaginative world are consonant with the artistic images of
R. Schumann.

2. The virtuosity of the piano style is defined in the compositions of A. Arensky by
a circle of certain images. In particular, N. Usubova writes: “Here we will not find the
monumentality of Liszt's “symphonies”. These are, first, miniatures, which, despite
having a fairly wide and rich range of images, do not go beyond the chamber lyrical
content. The very virtuosity of these pieces does not pose the highest virtuoso tasks
for the performer” (Usubova, 1988, p. 9).

N. Usubova defines the most typical images of the composer's virtuoso piec-
es, in particular his etudes, as pictures of mood. On this occasion, it is interesting
to cite the following thought of the author: “These are a kind of lyrical impromptu,
in which, as well as in all the piano creativity of S. Arensky, various psychological
states of a person are clearly, truthfully and convincingly captured” (Usubova, 1988,
p. 9).

N. Usubova in her own way interprets the features of the piano texture in the
works of the composer. She notes that the choice of texture in a piece always de-
pends on its figurative content. In particular, light, transparent sonority is typical
for A. Arensky’'s scherzo. Small, but bright and graceful accents, register and tex-
tured contrasts alternate here. An example of this kind is the composer’'s Scherzo in
E major:

Example 5. Scherzo in E major.

Eyvazzade, G. Research on the problems of piano creative work
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In A. Arensky’s etudes, the instructive and technical side is subordinate to the ar-
tistic image. Poetic pictures of mood or landscape are revealed in the composer’s
music through a pronounced textured design. Etude in E flat major from the collection
op. 41 is a vivid example of the lyrical interpretation of the etude genre:

Example 6. Etude in E flat major

Considering the stylistic features of A. Arensky'’s etudes, she observes two forms of
their expression. Some etudes, in terms of intonation and melodic character, bring the
composer closer to his younger contemporary S. Rachmaninoff. A number of etudes
by A. Arensky, in their figurative mood, harmonic language and peculiar rhythm, are
similar to samples of early etudes by A. Scriabin. Specifying her thoughts, N. Usubova
compares the etude in G minor from the cycle 72 Etudes (op. 74) by A. Arensky, in
terms of the piano texture and plasticity of the melody, with the etude in A major from
the cycle 72 Etudes (op. 18) by A. Scriabin.

In the Etude in A minor (op. 41) by A. Arensky, polyrhythm is associated with
dynamic development; the texture with dynamic growth resembles the Etude in
B minor, op.8 by A. Scriabin:

Example 7. Etude in A minor
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Conclusions

N. Usubova'’s scientific research, written in 1972 and dedicated to the piano cre-
ativity of A. Arensky, was a kind of continuation of A. Goldenweiser’s thoughts on the
composer's pedagogical and performing principles contained in his scientific work in
a new perspective and a slightly different style. In particular, in the second section of
the work, dedicated to the pedagogical and performing principles of A. Goldenweiser,
N. Usubova considers a number of works by A. Arensky and S. Rachmaninoff. Com-
prehensively analyzing some of A. Arensky’s piano compositions, N. Usubova pays
special attention to their performing principles. And in the methodical work dedicated
to the piano creative work of the composer, the author mainly considers the figurative
and emotional content, texture, and in general, the stylistic features of the works. Si-
multaneously, the author applies to such a little-studied genre of A. Arensky’'s music
as etudes.

Thus, the methodological recommendations of the excellent pedagogue and
methodologist Nigar Usubova have not lost their relevance in our time.

References

Alekseev, A. D. (1969). Russkaya Fortepiannaya Muzyka: Konets XIX — Nachalo XX Veka [Russian
Piano Music: Late 19th — Early 20th Century]. Nauka [in Russian].

Brown, D. (2001, January 20). Arensky, Anton [Antony] Stepanovich. In Grove Music Online.
https://doi.org/10.1093/gmo/9781561592630.article.01210 .

Humbatov, V. (2020). Scientific Work of Ilham Nazarov, a Prominent Representative of the
Modern Vocal Performance School of Azerbaijan. Bulletin of Kyiv National University of
Culture and Arts. Series in Musical Art, 3(2), 132-145. https://doi.org/10.31866/2616-
7581.3.2.2020.219158.

Nazarov, . (2020). Interpretation Peculiarities of Opera Arias of Azerbaijani and Western
European Composers Performed by Muslim Magomayev. Bulletin of Kyiv National University
of Culture and Arts. Series in Musical Art, 3(2), 204-217. https://doi.org/10.31866/2616-
7581.3.2.2020.219170.

Seyidov, T. (1988). Vidnye Deyateli Fortepiannoy Kul'tury Azerbaydzhana [Prominent Figures of the
Piano Culture of Azerbaijan]. Ishyg [in Russian].

Seyidov, T. (2006). Azerbaydzhanskaya Fortepiannaya Kul'tura XX Veka [Azerbaijani Piano Culture
of the 20th Century]. Azerneshr [in Russian].

Skvortsova, I. A, & Gorshkova, A. M. (2019). "Nepoddel'naya Iskrennost' Tvorchestva,
Dostupnost' Soderzhaniya i Zhyvoe Chyvstvo Krasoty". Fenomen A.S. Arenskogo
['Genuine Sincerity of Creativity, Accessibility of Content and a Lively Sense of Beauty".
The Phenomenon of A.S.Arensky]. Yuzhno-Rossiyskiy Muzykalnyy Al'manakh [South-
Russian Musical Anthology], 2(35), 24-29. https://doi.org/10.24411/2076-4766-2019-12004
[in Russian)].

Tsypin, G. (1966). A. S. Arensky. Muzyka [in Russian].

Usubova, N. (1987). Fortepiannoe Tvorchestvo A. S. Arenskogo [Piano Creativity of A. S. Arensky]
(Pt. 1) [Unpublished manuscript]. Baku Music Academy [in Russian].

Eyvazzade, G. Research on the problems of piano creative work
by A. Arensky in the scientific papers of professor N. Usubova

97



98

ISSN 2616-7581 (Print) BicHMK KIBCbKOIO HauiOHanbHOro YHIBEPCUTETY
ISSN 2617-4030 (Online) KynbTypw | MucTelTB. Cepis: MysnyHe MUCTELTBO 20217 + 4(1) - 89-100

Usubova, N. (1988). Fortepiannoe Tvorchestvo A. S. Arenskogo [Piano Creativity of A. S. Arensky]
(Pt. 2) [Unpublished manuscript]. Baku Music Academy [in Russian].

DOCNIAXEHHA NPOBJIEM ®OPTEMIAHHOI TBOPYOCTI -
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AHoTauyisa

Y cTaTTi AocnigKeHo HaykoBy TBOPYICTb BMAATHOI MpeAcTaBHMLi asepbanifyKaHCbKol
dopTeniaHHO WKonmM XX CT., 3acfiyXeHoro fAisya Mucteuts, npodecopa Hirsp Ycy6osoi
(1914-1994). binbly 4YacTuHy XUTTA H.Ycy6oBa NpucBATMNA MefarorivHiin AisnbHoCT
i BUXoBana NMoKoNiHHSA TanaHOBUTUX NiaHicTiB. BoHa 3po6usia BUHSITKOBUIA BHECOK Y PO3BUTOK
asepbanykaHcbKol hopTeniaHHOT LWKOMM | BUBHaYeHHs It ManbyTHiX HanpsMiB. Y gucepTaLiiHin
po6oTi Ta MeToANYHOMY MOCIBHUKY, aBTOPOM sikoro € H. YcyboBa, BifobparkeHi il negaroriyHi
npuHuMnu. 9k Bigomo, H. Ycy6oBa HaBuyanacs B knaci O. lonbaeHBei3epa i Hanucana sragaxi
HayKoBi TBOPM Nif KepPiBHULTBOM BMAATHOrO nNiaHicTa.

MeTa pgocnipkeHHA — BUBYEHHS yHAAMeHTanbHUX pe3ybTaTiB i OCHOBHUX MPUHLMMIB
BMKOHABCTBa B HaykoBux npausx Hirap Ycy6oBoi, npucesyeHmx dopTeniaHHiin TBOpPYOCTI
A. ApeHcbkoro. Y 3a3HayeHWX HayKoBO-#oChigHUX pob6oTax H.Ycy6oBa posrnsiHyna Taki
nUTaHHA, K ocobnmBocTi dopTeniaHHOI TBOPYOCTI BMAATHONO KOMMO3WTOPA, MPUHLMNK
BMKOHAHHS, KOMO 06pasiB, a TakoX npoaHasnidyBana (GopMy, >KaHp, TOHaNbHICTb Ta iHLI
acnekTW i nNpoBena [OCRILXEHHS Ha TNi XapaKTepHMX OCOGMMBOCTEN POCINCbKOI MY3UKW.
3asHaumMMo, WO HaykoBi npaui H.YcyboBoi He ny6nikyBanucs, WO LWe 6inblie NigBuLLye
HayKOBY 3HAYYLLiCTb | aKTyasibHICTb TEMMU.

MeToponoria focnigXeHHA 3aCHOBaHa Ha BUMKOPWCTaHHI aHaniTU4HOMO i TEOPETUYHOIO
aHaniady, a TakoXX MeTOoAy JKepeno3HaByoro focnifxeHHsi (06pobka apxiBHMX MaTepianis).
OCHOBHUI MNPUHUMN — BWBYEHHA | aHania QyHAaMeHTasrlbHUX pes3ynbTaTiB, OTPUMAaHUX
H. Ycy6oBoto nig yac gocnigpxkeHHs dopTteniaHHOT My3uku A. ApeHCbKOro.

HaykoBa HOBM3Ha AOCNiAXKEHHS NOsArae B TOMY, WO BriepLue 6yno AOCNiAXeHO HayKoBi
npaui BuaaTHoi niaHicTkyu Hirap Ycy60Boi, B AKMx BifgobpaxkeHo ii migxig Ao dopTeniaHHUX
TBOpiB A. ApeHCbKoro fK niaHicta. OTxe, Ui HayKoBi nNpaLi — LiHHi pekoMeHaauii 451 KOXXHOro
niaHicTa, IKUI 3BepTaeTbCA A0 popTeniaHHOT TBOPYOCTi A. ApEHCbKOrO.

BucHoBKU. Hirap Ycy6oBa € aBTOpOM ABOX HAyKOBWMX pPoOGIT i ii HaykoBa TBOPYICTb
NMpucBsiYEHA BU3HAUYEHHKO  BMKOHABCbKMX 0co6nuBocTeit  dopTeniaHHOI  TBOPYOCTI
A. ApeHCbKOoro, AKOMYy, Ha i AyMKy, BnactuBa uiTKicTb ¢dopmu i dakTypu, 6araTcTBo
MenofiNHOro marepiany, Wo 36aMKye MOro 3 KamepHor My3ukoto [1. YakoBcbkoro. Xova
KOMMNO3UTOp BigAaBaB nepeBary MiHiaTiopHum dopmam, 3ycTpivyaroTbCa W BIpTYyO3Hi
n'ecu, eTroAN, cKepLo i kanpwuyio. Lli TBopn 30KpemMa BMJIMHYNIM Ha CTaHOBJIEHHS TBOPYOCTI
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C. PaxmaHiHoBaTa 0. CkpsibiHa. OCHOBHi XxapaKTepHi pucy — NoniOHIYHICTb, NONIMENOANYHICTb
i nonipuTMmiyHicTb dopTeniaHHoOl dakTypu. BogHoyac H. Ycy6oBa r'pyHTOBHO fochifyBana
BMJIMB 3axifHOEBPOMENCHKNX KOMMO3UTOPIB Ha (hOpMyBaHHsi TBOPYOCTi A. ApEHCbKOro.

KnioyoBi cnoBa: H.Ycy6oBa; A. ApeHCbKMI; HaykoBa TBOPYICTb; METOAWUYHI pPo6OTH;
(dhopTeniaHHa MiHiaTiopa; NporpamHicTb; NoNipUTMiKa; 6araTonaHoBICTb

MCCNEAOBAHME NMPOBJIEM ®OPTEMUMAHHOIO TBOPYECTBA .
A. APEHCKOI'O B HAYYHbIX PABOTAX MPO®ECCOPA H. YCYBOBOM

MNoHenb diiBa33age

cTapLunii npernogaBaTtesib, AUCCEPTaHTKa;
ORCID: 0000-0002-5764-0549; e-mail: eyvazzadegun@gmail.com
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AHHOTayunsa

B cTaTbe wuccnepyetca HayyHas [esiTebHOCTb BblJaloLWeRcss MnpeacTaBUTeNbHULbI
asepbankaHckon dopTennaHHoM WKoNAbl XX B., 3acfy)eHHOro AeAaTens WCKYCCTB,
npodeccopa Hurap Ycy6osoit (1914-1994). BaxHyto 4YacTb cBoel XW3HM H.Ycy6oa
noceBATWMIa NeJarornyeckon AesiTeslbHOCTH, BOCMINTaB MOKOJIeHWe TanaHTIUBbIX NMUaHUCTOB.
OHa BHecna MCKJIUUTENbHBIN BKIa B pa3BUTUE asepbaiifaHcKon GopTenMaHHON LKOSbI
W onpepeneHne ee GyaylMX HanpaBfieHWid. B auccepraunoHHoW pabote U MeTOAUYECKOM
noco6un, aBTOPOM KOTOpbIX siBNsieTcs H. Ycy60Ba, OTpaXKeHbl ee nefarormyeckne npuHUMnbI.
Kak m3BecTHO, H. Ycy6oBa yuunacb B knacce A.[onbjeHBei3sepa M nucana ynoMsHyTble
Hay4Hble paboTbl NOA PYKOBOACTBOM BblAatOLLErocsi MMaHucTa.

Lenb wuccnepoBaHuA - u3yyeHue @yHAaMeHTaNbHbIX Ppe3ynbTaToB W OCHOBHbIX
WCMONMHUTENbCKUX TMPUHLMMOB B HayyHblX Tpyaax Hursp Ycy6oBoW, MNOCBSILLEHHbIX
tdbopTtennaHHoMy TBOpYecTBY A. ApeHCKOoro. B aTux HayuHbIX uccrnegoBaHuax H. Ycy6oa
3aTpoHyna O0cCO6eHHOCTM (OPTEMMAHHOINO TBOPYECTBa BbIAAMOLWEroCA KOMMO3UTOPA,
MCMONTHUTENBCKME MPUHLMMBI, KPYr 06pa3oB; KpoMe Toro, 6blav npoaHanuanpoBaHbl Gopma,
)KaHp, TOHaNbHOCTb U Apyrue acnekTbl U MpoBefeHbl nccrnefoBaHus Ha hoHe xapaKTepHbIX
YyepT pyccKon My3blkU. OTMETUM, YTO HaydHble paboTbl H. Ycy6oBoi He ony6nankoBaHbl, YTo
eLe 60/blUe MOBbILLAET HAYYHYIO 3HAYMMOCTb M aKTyaslbHOCTb TEMbI.

MeToponorus wuccnefoBaHMsi OCHOBaHa Ha aHaJIMTUYECKOM W TeOpeTUYEecKOM
aHanuse, a Takke Ha UCTOYHUKOBEJYECKOM MeTOoAe uccrefoBaHus (paboTa ¢ apXvMBHbIMU
MaTepuanamu). [nmaBHbIA NPUHLMM — U3y4YeHUe U aHanu3 GyHAAaMEeHTaNbHbIX pe3ynbTaTos,
nosny4YeHHbIx H. Ycy6oBoi Npu nsyyeHun hoptennaHHon My3bikn A. ApEHCKOTO.

HayyHas HoBM3Ha uccnepoBaHMA 3aK/tOYaeTcs B TOM, YTO BMepBble MCCreaytTcs
Hay4Hble TpyAbl BbljatoLencs nmaHncTkM Hurap Ycy6oBoW, B KOTOPbIX OTPaXEH ee MOAXOf,
K opTenuaHHbIM NponsseAeHnsM A. ApeHCKOro Kak nMaHucTa. CnegoBaTtesibHO, 3TU HayyHble
TPYAbl — LeHHas pekoMeHAauna Ans KaXAoro nmaHnceTa, obpatyatolierocs K hoprennaHHomy
TBOpYecTBY A. ApeHCKoro.

BbiBogbl. Hursp YcyboBa siBnsieTCA aBTOPOM [ABYX HayyHblX paboT M ee HayyHoe
TBOPYECTBO MOCBALLEHO OMNPEAENEeHN0 UCMOJTHUTENBCKUX OCOGEHHOCTeN (opTenMaHHOro
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TBOpYecTBa A. APEHCKOro, KOTOPOE, MO ee MHEHWUI, OT/INYaeTCA YeTKOCTbio (HOpMbI
M dakTypbl, 60raTCTBOM MeJIOAMYECKOro MaTepuasna, YTo COMMXKAEeT ero C KaMepHOW
My3bikoii [1. YalikoBckoro. XoTs KOMMoO3uMTop B CBOeM (hopTennaHHOM TBOpPYECTBE OTAaeT
npeanoyTeHne MUHMATIOPHbIM (GopMaM, BCTPeYarTCA W BUPTYO3Hble Mbecbl, 3TOAbl,
CKepLo M Kanpuyyno. 3Tu paboTbl, B YaCTHOCTM, NOBAUSAN Ha GOPMMPOBaHNe TBOPYECTBA
C. PaxmaHuHoBa M A. CkpabuHa. OCHOBHble XapaKTepHble 4YepTbl — MOAUGMOHUYHOCTD,
nonuMmenoavMsM W nonuputMmuka doprtenvaHHon dakTypbl. OpHoBpemeHHO H.Ycy6oBa
OCHOBaTe/IbHO U3yuuna BAMSHWE 3anafHOEBPOMENCKUX KOMMO3UTOPOB Ha (opMupoBaHue
TBOpYecTBa A. ApeHCKOoro.

KnioueBble cnoBa: H.Ycy6oBa; A. APEHCKWI; HayyHOe TBOPYECTBO;, MeETOAUYECKUE
paboTbl; popTenvaHHas MUHMaTIOPa; NPOrPaMMHOCTb; NOIMPUTMMKA; MHOTOMaHOBOCTb
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Abstract

The article analyzes several works related to the symphonic work of Rufat Ramazanoy,
a middle-aged representative of the modern Azerbaijani school of composition. The article
also examines Ramazanov’s symphonic works against the background of the development of
Azerbaijani music culture and examines his symphonic works in terms of genre diversity. Also,
the article considers the characteristics of music and harmonic language in the symphonic
works of the composer, the methods of using orchestration. The article emphasizes the unique
stylistic features of Rufat Ramazanov’s symphonic works, their connection with folk art, and his
tendency to modernize within the traditions.

The purpose of the research is to analyze certain symphonic works of Rufat Ramazanov and
to study the individual stylistic features of the composer. The main touches are the emergence
of the characteristic features of the composer’s symphonic work and the discovery of its
connection with modern Azerbaijani music culture. The basis of the research is the involvement
in detailed scientific research of several valuable symphonic works of R. Ramazanov, a worthy
representative of the modern generation of Azerbaijani composers, which have not been
subjected to scientific and theoretical analysis. From this point of view, the research is based
on the method of complex theoretical analysis.

The research methodology is based on music-analytical, theoretical, and historical
analysis. It was noted that the composer’s work has undergone stylistic changes in the process
of development, and modern technical methods have uniquely manifested themselves. At
the same time, based on the scientific-theoretical principles and research of Azerbaijani and
foreign musicologists, the article forms the methodological basis.

The scientific novelty of the research is that for the first time as special research work,
the article is devoted to the symphonic work of R. Ramazanov, a representative of the modern
school of the composition of Azerbaijan, and the study of general creative features associated
with it. The presented article for the first time scientifically analyzes the symphonic works of
R. Ramazanov, which are important in his work but have not been studied so far.

Conclusions. A comprehensive analysis of Ramazanov’s symphonic works in the presented
article allows one to draw important conclusions about the features of the composer’s creative
style. It was noted that the richness and deep content of the musical language of the bright and
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individual symphonic works created by Ramazanov, one of the modern Azerbaijani composers
distinguished by his original creative style, in various years of his creative life are important in
our national music art.

It was noted that the composer’s insistence and seriousness towards himself are also felt
like his works. From this point of view, Ramazanov's symphonic music and modern writing
techniques with rich images were chosen from his contemporaries and recognized in our music
society and were welcomed not only in his homeland but also far beyond its borders. It should
be noted that several of Ramazanov’s works have been successfully performed not only in
his native Azerbaijan but also in Turkey, England, Norway, Israel, Canada, Georgia, and other
countries.

R. Ramazanov is currently experiencing a period of growth in his creativity, enriching our
professional music art by creating new modern works.

Keywords: Rufat Ramazanov; symphonic works; individual style; musical language; modernity;
national features

Introduction

For the first time, the article examines the symphonic work of Rufat Ramazanov,
a middle-aged representative of the Azerbaijan School of Composition, a member of
the Board of the Union of Composers, a member of the “Composers” section of the
Professional Film Directors Guild of the Republic of Azerbaijan. As a researcher of
the works of Rufat Ramazanov, | can say that the emergence of the characteristics of
modern composer’s work is one of the important and urgent tasks of modern Azer-
baijani national musicology.

The study of the orchestral record of R. Ramazanov, one of the worthy represen-
tatives of the Azerbaijani school of modern composition, which directly reflects the
search for style in the field of symphonic music, is one of the most important factors
in solving the problem. In some works by Ramazanov, composed for symphony or-
chestra, orchestral writing, realized in unity with the whole complex of means of ex-
pression, is a unique indicator of composition, genre-style, individual interpretation of
musical language systems, and most important stylistic features.

The works composed by Ramazanov for symphony orchestra can be considered
as the result of the composer's many searches and, in a sense, as a general result. It
should be noted that when the composer applied to the symphonic genre, he did not
intend to create works with huge forms, he expressed the events and facts that were
of interest to him and were in the centre of his attention.

Purpose of the research

The main purpose of appealing to the symphonic work of Rufat Ramazanov is
to study the work of the composer, which is considered important in modern Azer-
baijani music, and to reveal the stylistic features. The article examines the features
of R. Ramazanov’s writing style, various forms of movement of the melody, features
of development, the basis of the national style, and compositional structure in his
symphonic works. Our goal in the research process is to reveal the general creative
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face of the composer by analyzing several works belonging to the symphonic work of
R. Ramazanov.

Recent research and publications analysis

Ramazanov's work is important in studying the development of the modern Azer-
baijani school of composition. Some of the composer's works and features of writing
techniques are briefly covered in the scientific research work of Azerbaijani musicolo-
gists. Some of Ramazanov’s symphonic and chamber works have been studied in the
scientific research works of A. Abasova and A. Ashumova on Azerbaijani music, and
they form the scientific basis of the presented article.

Main research material

R. Ramazanov, who has a colourful creative palette, appealed to the symphonic
genre, and in this field — as a talented artist with an individual set of lines, and such
works of the composer can be considered worthy pearls in the history of Azer-
baijani symphonic music. The manuscript scores obtained during the research
were useful material for scientific research. The fate of the composer’s symphonic
works, their content and musical language, as well as their form, series resolution,
and dramatic-dynamic interpretation, are extremely diverse and interesting. At the
same time, we would like to emphasize that in each of the works it is possible to
feel the personality-different style of the composer, who feels the nature of the
genre in all its subtlety and tries to create important, meaningful examples in this
genre.

Head of the Department of Theory of the Nizhny Novgorod State Conservatory
named after M. N. Glinka, Chairman of the Dissertation Council at the Nizhny Novgorod
Conservatory, Honored Art Worker of the Russian Federation V. N. Syrov noted: “The
comprehension of style problems today proceeds in different directions. The most fruitful
seems to be their development not in the bosom of individual disciplines (history, theo-
ry, aesthetics), but at their junction. There are two paths here: 1) from general concepts
of creativity, personality psychology — to specific manifestations of CS and the analysis
of the most striking samples, 2) from individual empirical observations - to the con-
struction of universal concepts of style. Each has its advantages and costs: after all, the
temptation of groundless abstraction is no less strong than wingless empiricism.” (Syrov,
2015, p. 44).

Rufat Ramazanov is one of the talented figures of our time in the music culture of
Azerbaijan. He stands out among modern Azerbaijani composers with his style. The
composer, who lived through the period of perfection of his work, appealed to many
genres and created beautiful works of art in the music culture of Azerbaijan. Along
with new stylistic tendencies, Ramazanov, who has a special place among modern
Azerbaijani composers, also experiences nationalism.

The musical language of the composer’s works has not only adapted to mod-
ern times but also preserved its national identity. The following views on the fea-
tures of Ramazanov’s works are consistent: “In the variety of stylistic manifestations
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of contemporary musical art, the orientation towards simplification of the musical lan-
guage within the framework of the individual-composer style is a stable stylistic trend,
which is associated with a new vector of development of artistic and aesthetic stan-
dards of “the art of intonated meaning” and creative ideas about the tasks and functions
of music as a form of culture and type of artistic practice” (Ovsyannikova-Trel, 2020,
p. 227).

To date, Ramazanov has written symphonic poems “Hurufs”, “Ballet Suite” for
large symphony orchestra, “Fazlullah Naimi” symphonic poem, “Dedication to Gara
Garayev” symphony, symphonic music for “Impression” string orchestra, mixed
choir and large symphony. He wrote chamber works “For the Love of Freedom” for
orchestra.

The “Ballet Suite” composed for a large symphony orchestra was one of the com-
poser's most serious works and one of the first presentations of his unique sym-
phonic thoughts. The work convincingly reveals the best aspects of the composer’s
symphonic talent.

The introductory part of the work is based on the general intonation of the suite.
Its rhythmic sequence is given in a different atmosphere, born of the intonations of
the main theme.

Moderato.
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Example 1.

Here the example of melodic structure is written by the same intonation-
rhythmic means. The given music sample introduces the main theme of the suite.
The composer solved the main theme of the dance sample on the content-image
feature of the dance melody. It is a kind of folk-dance music widely developed for
symphony orchestras. It is clear from the score that Ramazanov expanded the in-
terpretation of the main theme based on the variability of some repetitive episodes.
However, the main factor here is that the texture is filled with delicate ornaments
and has a free rhythm. Also, the form of the work (simple three-part) is closely re-
lated to the development of the general content. From the first moments of the
work, a characteristic feature of the young composer’s writing style is revealed -
the composer intensifies the development of varied themes by creating an inter-
nal connection of small tunes, and the polyphony factor plays a significant role
in this.
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Example 2.

The orchestration of the main theme is based on the joint or alternate perfor-
mance of different groups of musical instruments, which gives dynamics to the devel-
opment of the theme.

Using the variety of timbre of the symphony orchestra in the work, the composer
was able to create very valuable work. The work is full of deep choreographic elements.

“Zardiistiin monoloqu”

Allegro. Misterioso. (cresc)
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Example 3.

Based on the work, the composer can easily create a miniature of ballet in the pool,
and this work becomes a very interesting event, a new and more beautiful example of
music can be written in the pages of the history of Azerbaijani choreography.

As for the musical language of the work, the composer uses several colourful
dance episodes, skillfully combining delicate ornaments and free metro rhythms in
their future development. The predominance of rhythm in the composer's works is
connected with this idea: “Thus, the rhythm factor occupies a significant place in the
development of style. The rhythmic organization of music is especially closely related to
its genre indicators” (Shvetsova, 2017, p. 7).
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Also, Ramazanov has a synthesis with a set of handwriting. In the Ballet Suite,
composed of a large symphony orchestra, the change in tempo and general character
of the movement is repeated, as if reminiscent of the sonata, the adagio, the scherzo,
and the concise expression of the work within a single piece. Although there is no pre-
programmed image-idea in the work, the development of the language of music in the
opening of symphonic thinking acts as an equal component to the general dramatic
evolution. Also, the texture in the work retains its unchanging position from beginning
to end. The naming of the work “Ballet Suite” is primarily due to the mastery of the
composer’s ability to express choreographic music. Based on this suite, the author
showed his first examples of choreographic music. The superiority of choreographic
elements in the work is undeniable.

As can be seen, despite the small rhythmic changes in the work, the develop-
ment of the whole musical line from the beginning to the end, the movement of music,
and the culmination of the moment are based on choreographic elements, indicating
the completeness of the image idea solution. The small episode of the introduction,
which is completed at the end of the work, brings special exhaustion to the work and
reminds of the revival of the first excitement of the musical image. In general, the me-
lodic movement and figurative dramatic development in the work complete the line of
development of the composer’'s musical language.

This work, which can be noted as proof of the originality of Ramazanov’s musical
language, is a charming example of modern composition, although it coincides with
the composer’s youth. The work was performed in 2001 by the Azerbaijan State Sym-
phony Orchestra under the direction of the People’s Artist of Azerbaijan and the USSR
R. Abdullayev.

The symphonic poem “Fazlullah Naimi” is one of the masterpieces of Ramazanov’s
work. Written in 2001, this work is intended for a large symphony orchestra. The re-
vival of the image of the Sufi scholar, poet, philosopher Fazlullah bin Abi Muhammad
Naimi Tabrizi, the founder of the sect of Hurufism, in music required the young com-
poser a serious approach to his work, perfect orchestral composition, and the ability
to combine religious themes with modern music.

The work was performed in 2003 by the Azerbaijan State Symphony Orchestra
under the direction of the People’s Artist of Azerbaijan and the USSR R. Abdullayev.

One of the most interesting and at the same time new topics and ideas in the field
of national music creation is religious music and its expression and solution within
the modern concept. Religious music, with its imaginative expression, has been wide-
ly used in the works of Azerbaijani composers.

However, it should not be overlooked that in the works of our composers, reli-
gious music and appeals to religious themes are written in different senses. In
general, the principle of appealing to religion in the composer's work is mani-
fested in several different aspects: the first appeals to religious music in a partic-
ular work, i.e. the use of religious-mourning music in the form of quotations, the
2nd - in religious works intonations with intonations of certain mugham sections.
For example the use of the intonation feature of the “Zamin-Khara” section of the

“Bayati-Gajar” mugham, the revival of the idea-image feature in the musical lan-
guage using the 3rd emotional-psychological aspect. The third principle of use
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mentioned above is clearly expressed in Ramazanov's symphonic poem “Fazlullah
Naimi”.

Based on the musical material of the poem, the emotionally rich and expressive
power of human life, lyrical and enlightening thoughts in the opening of the dramatic
line of the image is given in the mainline, where the composer used the orchestral
timbre with special care in the charm of musical language. The sincerity of the feel-
ings expressed in the music, the richness of the concept used, the subtle approach
in choosing the timbre of the work, the completeness of the whole composition — all
this determines the aesthetic musical merits of the composer R. Ramazanov in the
symphonic poem “Fazlullah Naimi”.

In the orchestra, which introduces moderato, Pomposo tempo, and 4 \ 4 rhythms,
the musical material demonstrates the cells of the sufficiently heavy and at the same
time as convincing sounds of the embodiment of lyrical feelings in the work. The
orchestra uses the lowest timbres (Violoncelli, Contrabassi; Clarinetto Basso, Fagotti,
Contrafagotti; Tuba, Timpani), and the theme itself, or rather the first thematic ele-
ment, is performed by these groups. This choice of orchestral colours is striking and
demonstrates the composer/s writing style. While the main theme is fully developed
in the orchestra, the composer presents a very interesting musical material performed
by strings and solo flute. Accompanied by strings (Viole) and harp (Arpe), the solo
flute sounds very soft and a little sad, as a lyrical continuation of a restrained musical
material. Wooden wind instruments, which continue the musical material in threes,
give some vitality to the development of the subject.

Adagio, the middle part of the work begins with sostenuto tempo. Although the 107
orchestra performs only musical material for six chants on winds, harps, and strings,
the main theme is performed on winds. The theme, which is then performed by these
groups with a modest, restrained character, creates an unusual atmosphere in the
orchestra’s timbre. The orchestra has a very subtle dialogue effect. The increasing
dynamics lead to the full development of the subject (f), and finally, the melodic move-
ment calms down a bit, reaching the climax (dim.). The musical texture of the strings
is given in a precise chord line, which makes the theme of the wind instruments even
more pronounced.

A new dynamically developing phase of the poem - Allegro, Sforzo coincides with
the section. Dynamic excitement is combined with the instability of the main theme
and the increasing tension of the musical line. It is based on laconic impulsive mo-
tives that coincide in the line of great dynamic rise and coverage. Here, the breadth of
the melodic range, the “scattering” of the orchestral texture, indicates the dynamics
of sharp intonations.

The main intonation centre of the subject is the motif of the first bar with an active
rhythmic figure. All the further development of this section is given in the development
of this small tune core in the orchestra in different intonation colours.

From the part of Ad Libitum, the composer entrusts a completely arbitrary or-
chestra. From this part, a magnificent batch of wind instruments and strings is
played. The general dramatic line of the glissando musical material performed by
the nine-stringed harp is given an unusual timbre on the one hand and grandeur on
the other.
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Example 4.

Musical material brings to life the image that expresses the highest ideal of hu-
man personality. The turmoil in Allegro's early cells continues to grow amid growing
excitement. The theme is simple, but also very suitable for a complex development
line. The harmonic writing in the work alternates with dissonant sounds, and has
a more affirmative function, especially at the culmination of the musical material.

The analysis of the score confirms that the main leading line of stringed instru-
ments in the poem creates a vivid example of the method of mutual sounding, con-
nected with wind instruments.

The symphonic poem “Fazlullah Naimi” was highly praised in the “Symphonic Mu-
sic” nomination, and for this work, the composer was awarded the Azerbaijan Youth
Prize in 2003.

The symphony “Dedication to Gara Garayev” can be considered one of the most
valuable works of art written by Ramazanov in 2006. The symphony was written for
the full staff of the Grand Symphony Orchestra. The work was performed on Novem-
ber 12, 2009, on the first day of the International Festival dedicated to the 75th anni-
versary of the Union of Composers of Azerbaijan, and was met with great sympathy.

The author said: “In this symphonic poem | tried to create a hymn to the creative
image of Gara Garayev and the expression of his philosophical views in the language
of music.” It should be noted that immediately after the premiere of the symphony,
V. V. Medushevsky, Professor of Music Theory at the Moscow State Conservatory, Hon-
oured Artist of Russia, praised the work and expressed a very positive opinion on it.

As it is already known, the appeal to the works of well-known personalities, the
revival of their worlds of images and ideas in music, the creation of a kind of self-
portraits of geniuses are common in Ramazanov’s work.

Gara Garayev's work is the cultural heritage of the Azerbaijani people. Various
paintings and music were composed, reflecting the image and inaccessible creativity
of the famous composer. The first attempt to get acquainted with the symphony is
the fact that this work contrasts with the composer's other first symphonic works
and the freedom of the author's set and orchestral writing. Ramazanov fundamen-
tally renews the language of music in the symphony and works quite confidently and
convincingly within his style. In Ramazanov’s portrait in the symphony “Dedication
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to Gara Garayev”, the outstanding artist is portrayed as a philosopher and thinker.
The main dramatic line of the symphony is dominated by tragedy. The tragedy in the
work is also given as an embodiment of the images and inner world of Gara Garayev's
works. The simple composition of the work is fascinating. Every stroke and figure in
the orchestral writing in the work is appropriate and harmonious. The composer did
not use any artistic methods in the image embodiment of the musical language and
does not distract the listener's attention from the main theme - the image of Gara
Garayev.

The symphony opens with the performance of the instruments Contrabassi and
Gr. Cassa (SF) and talks about the general atmosphere of the whole symphony. Mod-
erato, Tragico tempo, and 4/4 rhythm, the composer recreates the weight of the image
of Gara Garayev from the first bars. Along with the twenty cells, the double bass is
played in the form of a dialogue in the background of the organ point given in the other
strings that are then connected to it. The transfer of percussion instruments to this
background is an indication of the unusual tension.

( poco crescendo)

D

S &l

Example 5.

The solo cello performance (sff) is recorded in the symphony as the embodiment
of the image of Gara Garayev. The solo performance, which lasts for ten verses, is
distinguished by the philosophical content of the musical character. The occasional
solo performance of the percussion part was deliberately conceived by the composer.
Here, the composer emphasizes two areas of the musical image in the work — re-
strained-philosophical and lyrical-tragic.
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Example 6.
Adagio,Sostenuto (Lento) (3/4) begins a new stage in the development of the mu-

sical material of the work. Against the background of the flute’s performance, the work
“Second clusters” in strings prepares for new dramatic development.
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This section immediately takes you to Moderato, Tragico. (Misterioso). The initial
tragic mood at the beginning of the work is given to the future development of the mu-
sical material based on the intonations of the “Zamin-Khara” section of “Bayati-Gajar” in
this orchestra.
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Example 7.

The given example is the main dramatic moment of the work as the middle part. As
it is known from the music, the melodic pattern based on the lyrical-tragic image on the
complex textured performance of the strings expresses itself in a very bright way. In the
joint performance of the orchestra, he emphasizes the performance of strings as a kind
of soloist, and at the same time performs the main function of the lyrical-tragic image
that resonates within the orchestra. The preservation of the rhythm in the performance
of the trombone and Tuba in the orchestra during the sound of the middle part was
a sign of a continuous feeling of a kind of rhythmic pulse. There are interesting dichot-
omies in orchestration, which can be found in the timbre of the theme. In completing
the middle part, its alternation with a small closing episode attracted attention.

The tutti in the orchestra — Allegro, misterioso - is the highest developmental solu-
tion of musical material as a part of the development of the work. Using the richness
of timbre, the composer was able to achieve the peak of his inner feelings, turbulent
life, and creativity in the orchestral sounding of Gara Garayev’s image portrayed in the
musical material.

The sound of a solo cello signals the culmination of the work. As the main theme,
almost unchanged, only a small number of rhythmic strokes, with the addition of glis-
sando, sound again in the solo performance of the cello. Here the original style of
performance, texture structure, and orchestration technique are repeated as before.
However, the composer adds timpani to the music material as a novelty in response to
the performance of a solo cello. It should be noted that although it is difficult to adapt
the cello and the timpani in terms of timbre in the form of questions and answers (the
timpani instrument is considered to be less flexible in terms of intonation), the com-
poser was able to achieve harmony within the orchestra.

In the performance of strings, the addition of triols and organ points in Contrabass
further dynamized the development of the melodic line. Form structure of the work:
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AB AA AB - processing - AB AA exists as Ab, which is subordinate to the form of rondo
sonata. However, the composer creates a kind of light theme function by ensuring that
the main theme, such as the reflection of the individual images in the development of
musical material, transcends the boundaries of form several times inside the work.
In the harmonic language of the symphony, the frequent sounding of various disso-
nance chord combinations, the widespread use of sonorous techniques, and modality
are the main lines. Note that. The use of sonorous techniques is especially used in
the presentation of music based on the intonations of the “Zamin-Khara” section of
“Bayati-Gajar”.

In general, the composer made extensive use of the dramatic basis of the musical
material in the symphony “Dedication to Gara Garayev” — tempo, timbre, dynamics,
harmony, texture — which, in turn, indicates that Ramazanov felt and wrote music with
his heart.

The laconic intonation of the symphony is in harmony with the inner world of the
famous composer Gara Garayev, who is distinguished by his inner restraint. The or-
chestral record presents the creative potential of a huge musical material divided into
plastic motifs performed by a group of complementary instruments.

Describing the image of Gara Garayev in a generalized image interpretation, the
composer was able to revive the inner views and feelings of a prominent figure in his
work with infinite respect and love.

Conclusions

Thus, as a result, it can be said that the composer’s works on symphonic creativity
are very interesting. we observe the opposite in our searches.

Rufat Ramazanov's work is multifaceted and diverse in terms of modern profes-
sional composer’s thinking, as well as the interpretation of the solution of the genre
and image-idea. The composer, who is always in search of creativity in our time, at-
tracts attention with his unique stylistic features, the embodiment of the language of
music, colourful creative thinking, and imagination. The composer, who has a mod-
ern way of thinking, always reflects the current problems of our time and universal
themes in his works.

The Head of the Department of Theory of the Nizhny Novgorod State Conserva-
tory named after M. N. Glinka, the Chairman of the Dissertation Council at the Nizhny
Novgorod Conservatory, the Honored Art Worker of the Russian Federation V. N. Sy-
rov: “The artist’s interest can be directed at comprehending the socio-ethical meaning of
phenomena, while music is extremely close to the life of a person and society, conveying
it in conflicts and dramatic collisions, but can rush into the infinity of the ideal, avoiding
the prose of life, topicality, direct expression of the social, acute psychological, on the
one hand, goes along the line of deepening the spiritual and ethical content, on the oth-
er, — enjoys the game, plunges into a certain primordial nature of the elemental forces of
nature, carrying a transpersonal meaning " (Syrov, 2015, p. 47).

Each new symphonic work means a new stage in Ramazanov's work, deep mas-
tery of modern artistic and aesthetic means, national culture. The lexicon of orchestral
writing in his symphonic works is modern and unusual, based on national roots. Rufat
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Ramazanov’s symphonic works express the high ethical ideal of deep philosophical
thoughts, the complex inner world of human personality, spiritual shades. Each of the
composer's works demonstrates the creative experience, comprehensive knowledge,
and skills he has accumulated over the years.
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CAM®OHIYHA TBOPYICTb PYOATA PAMA3AHOBA
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BakunHcbKka My3u4yHa akaziemisi imeHi Y3eipa lagxunbeiini, baky, AsepbaiigxaH

AHoTauyisa

Y cTaTTi npoaHanisoBaHi TBOpW, MNOB'sI3aHi 3 cuMEOHIYHOK TBOpuicTo Pydarta
PamasaHoBa — npefcTaBHMKa Cy4acHoi asepbanyKaHCbKOl KOMMO3UTOPCbKOI LKOMAN. TakoX
posrnsgatoTbesi cMMdOHIYHI TBopyu P. PamasaHoBa Ha T/i pPO3BMTKY asepbanfaHCbKol
MY3UYHOI KYNbTYpW i 3 TOUKM 30pYy XXaHPOBOro poamaitta. KpiM Toro, B cTaTTi BUCBITNEHO
0CO6/IMBOCTI MY3WKWU | FrapMOHINHOT MOBM B CUMQOHIYHMX TBOpax KOMMO3UTOPa, 3acootm
BUKOPUCTaHHSI OPKECTPOBKW. HaronowyeTbcs Ha yHiKanbHUX CTUAICTUYHMX OCOBAMBOCTSX
cumdoHivyHMX TBOpiB Pydata PamasaHoBa, iX 3B'AI3Ky 3 HApOAHOK TBOPYICTHO i NMParHeHHsIM
[0 MOAepHisaLil B pamKax Tpaguuin.

MeTta pocnifkeHHs — aHania okpemux cumdoHiyHux TBOpiB Pydata PamasaHoBa
i BMBYEHHS iHAMBIAYaNbHUX CTUAICTUYHUX OCOBAMBOCTEN KOMMo3uTopa. OCHOBHUMM
LITPUXaMK cTanm nosiea XxapakTePHUX pUc CUMOOHIYHOT TBOPYOCTI KOMMO3UTOPA i BiAKPUTTS
oro 3B’A3Ky 3 Cy4acHO a3epbainayKaHCbKOK My3UYHOO KYNbTypoto.

MeTogonoris AocnifXeHHsi I'PYHTYETbCA Ha MYy3MYHO-aHaNiTUYHOMY, TEOPETUYHOMY
i icTopyyHOMY aHanisi. byno Big3HauyeHo, WO B Npoueci po3BUTKY TBOPYICTb KOMMO3UTOpa
3a3Hana CTUICTUYHUX 3MiH, @ CydacHi TexXHIYHiI 3acobu NposiBuUAN cebe yHiKanbHUM YMHOM.
BogHouyac MeTOAO0MOriyHy OCHOBY CTaTTi CK/laflaloTb 3aCHOBaHi Ha HayKOBO-TEOPETUYHUX
3acafax [JOCHifKeHHs asepbaifyXaHCbKUX i 3aKOpPAOHHUX My3uKO3HaBLUiB. B ocHOBI
OOCNIIKEHHS TEXNTb 3a/y4YeHHs 10 AeTalbHOr0 HAYKOBOI O AOCIAXKEHHS LIHHUX CUMGDOHIYHUX
TBOpiB P. PamasaHoBa, rifHOro npeacTaBHUKA CY4aCHOrO MOKOJMIHHA asepbaigyKaHCbKUX
KOMMO3UTOPIB, L0 He 3a3HaJIn HAyKOBO-TEOPETUYHOIO aHaniay.

HaykoBa HOBM3Ha [AOCNIAXKEHHAI MONsrae B TOMYy, WO Breplle B SAKOCTi creuianbHOl
OoCNiAHULBKOT po60TH o6paHo cMbOHiIYHI TBOopK P. PamasaHoBa i BUBUYEHO 3arasibHi TBOpYI
0C06/IMBOCTI. Y NpefCcTaBreHi CTaTTi BNepLUe NPOBOAUTLCS HAayKOBUI aHanis cUMMOHIYHMX
TBOpIiB P. PamasaHoBa, Ba)KIMBUX B MOro TBOPYOCTI, ane goTenep He BUBYEHUX.

BucHoBKKU. BcebiyHuin aHania cumdoHidyHuX TBOpiB P. PamasaHoBa B npeacTaBeHiit
CTaTTi JO3BOJIAE 3pOBUTH BaXK/TMBI BUCHOBKM NPO 0COB/IMBOCTI TBOPYOIO CTWUJIHO KOMMO3MTOpA.
3asHayeHo, Wo 6araTcTBO i MMUOBOKMIA 3MICT MY3WYHOI MOBM SICKpaBMX i iHAMBIAYanbHUX
CMM@OHIYHUX TBOPIB, CTBOPEHNX KOMMO3UTOPOM, LU0 BiAPi3HSAOTLCS CaMOBYTHIM TBOPYUM
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CTUNEeM, B Pi3HI POKM MOro TBOPYOrO XUTTA MalOTb BaX/MBe 3HAUYEHHA B HaLiOHasNbHIN
My3ULL.

BiasHayeHo, WO HaNoMernuBicTb i CEPNO3HICTb KOMMNO3MUTOpa A0 cebe Big4YyBaeTbCS
i B xapakTepi noro TBopiB. Cnig 3a3HaunTy, Wo TBOpU PamasaHoBa yCrilHO BUKOHYBaUCh
He TiNbKKW B oro pigHomy AsepbainaxaHi, ane i B TypeuuunHi, Hopgerii, I3paini, KaHagi, Ipysii Ta
iHLWKMX KpaiHax. P. Pama3aHOB HUHI NepexuBae nepiof 3poCTaHHsi CBOET TBOPYOCTI, 36aradytoum
npodecinHe My3nyHe MUCTELTBO CTBOPEHHSAM HOBWX Cy4aCHUX TBOPIB.

KnroyoBi cnoBa: PydaT Pama3aHoB; CUM(OHIYHI TBOPK; iHAUBIAYaNbHUIA CTUMb; My3UYHa
MOBA; Cy4acCHICTb; HaLlioHaNbHi 0CO6MUBOCTI

CUMPOHNYECKOE TBOPYECTBO PYOATA PAMA3AHOBA
Mexnapa P3aeBa
JOKTOP (pn10CcOGCKMX HayK MO UCKYCCTBOBEAEHMHIO, CTAPLUMI HaYYHbIA COTPYAHUK;

ORCID: 0000-0002-0962-5416; e-mail: mexpara.rzayeva@mail.ru
BakunHckas My3blkasibHasi akagemMusi uMerun Y3eupa lagxubeiinu, baky, A3epbaiigxaH

AHHOTayunsa
B craTbe npoaHanusupoBaHbl MNPOU3BEAEHUSs,, CBfI3aHHble C CUMQOHNYECKUM
TBOpYyecTBOM PydaTta PamaszaHoBa — npeAcTaBUTENSI COBPEMEHHONW a3epbHainfykaHCKown

KOMMO3UTOPCKOW  LWKOMbl. TakXe paccMaTpuBaroTcsi CUMGBOHMYECKMEe MNpoM3BefeHus
P. PamasaHoBa Ha (oHe pasBuTUA asepbangyKaHCKON My3blKalbHOW KyMbTypbl U C TOUYKM
3peHusi XXaHPOBOro pa3Hoobpa3sns. KpoMe Toro, B cTaTbe OCBELLEHbI OCOBEHHOCTU MY3bIKM
N FapMOHMYECKOro f3blka B CUM(OHMYECKMX MPOU3BEAEHUSX KOMMO3UTOPaA, MPUEMDI
MCMNONb30BaHUA OPKECTPOBKU. OTMeYeHbl YHUKasbHble CTUNCTUYECKME OCOBEHHOCTU
cuMdoHmnyeckumx npomssegeHnin Pydata PamasaHoBa, Mx CBA3b C HapOAHbIM TBOPYECTBOM
N CTpeMJIeHMe K MOepHM3aLmMmn B pamKax Tpaguuui.

Lienb uccnepoBaHua — aHanu3 OTAENbHbIX CUMGOHMYECKUX npousBefdeHun Pydata
Pama3aHoBa M u3yyeHue MHAMBUAYaSbHbIX CTUIUCTUYECKUX OCOBEHHOCTEN KOMMO3UTopa.
OCHOBHbIMM WITPUXaMK CTanu NosiB/IeHWE XapakKTepHbIX YepT cCMM(OHUYECKOro TBOpYeCcTBa
KOMMO3MTOpa M OTKPbITUE E€ro CBA3U C COBPEMEHHOWN a3ep6aidKaHCKON My3blKaslbHOM
KYNbTYpPOW.

MeToponorus uccnefosaHua OCHOBaHa Ha My3blKaslbHO-aHaIMTUYECKOM, TEOPETUYECKOM
NUCTOpMYECKOM aHanun3ae. bbl1o 0TMeYeHo, 4TO B NpoLecce pa3BnTUA TBOPYECTBO KOMMO3MUTOPa
npeTepneno CTUINCTUYECKNE U3MEHEHNS, @ COBPEMEHHbIE TEXHNYECKNe MpUeMbl NPOsSBUIN
cebsi yHMKanbHbIM 06pa3oM. BMecTe ¢ TeM MeTOL0MOMMYECKYO OCHOBY CTaTbW COCTaBAAIOT
OCHOBaHHble Ha Hay4YHO-TEOPETUYECKMX MPUHLMMNAX WCCNefoBaHMs asep6anykaHcKmx
N 3apy6exxHbIX My3blKOBEAOB. B 0CHOBe MccnefoBaHWs NEXUT NpUBNEYeHne K JeTanbHOMY
Hay4YHOMY WCCNefOBaHUIO LEHHbIX CUM(QOHUYECKMX npoussegeHnin P. PamasaHoBa,
[OCTOMNHOro NPeACcTaBUTENsi COBPEMEHHOIO NOKONEHNA azepbaniyKaHCKMX KOMMO3UTOPOB, He
NMOABEPTLUMXCH HayYHO-TEOPETUYECKOMY aHasunay.

HayyHass HOBM3Ha MccnefoBaHMA 3aK/tOYaeTcs B TOM, UYTO BMepBble B KayecTse
cneumnanbHOM WcCnefoBaTeNbCKON paboTbl BblbpaHbl CMMGOHWYECKME MNPOU3BEAEHUSA
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P. PamasaHoBa 1 u3y4yeHbl obliMe TBOpYeckMe OCOBeHHOCTW. B mpencTaBfieHHON cTaTbe
BrepBble MPOBOAMTCA HayuHblii aHann3 cumdbOoHMYecKnx npoussefeHuin P. PamasaHoBa,
BaXXHbIX B €ro TBOPYECTBE, HO O CUX MOP HE U3YYEHHDbIX.

BbiBogbl. BcecTOpoHHWIA aHanuM3 cuM@oHMYeckmx npoussefeHnin P PamasaHoBa
BMpeACTaB/EHHON CTaTbe NO3BOMSIET CAENATb BaXHble BbIBOAbI 06 0CO6EHHOCTAX TBOPYECKOIO
CTUNIA KOMMNO3MTOpa. YKasaHo, 4To 60raTcTBO U INy6OKoe coflepXXaHue My3blKanbHOro A3blka
APKUX U MHAUBMAYaANbHbIX CUM(OHNYECKMX MNPOU3BEAEHWUNA, CO3[aHHbIX KOMMO3UTOPOM,
OT/INYAIOLLMXCA CaMOBbITHbIM TBOPYECKUM CTUIIEM, B Pa3Hble rofbl €ro TBOPYECKOMN XXU3HU
MMEIOT BaXXHOE 3HauYeHne B HaUMOHanbHON My3blKe.

3aMeyeHo, 4YTO HacTOMYMBOCTb M CEPbE3HOCTb KOMMO3WTopa K cebe YyBCTBYeTCs
W B XapakTepe ero npoussefeHuin. CregyeT OTMeTUTb, YTO MnpousBedeHnss PamasaHoBa
yCneLHO UCMOMHANUCD He TONMbKO B ero poaHoM AsepbaigykaHe, HO 1 B Typuwuu, Hopserun,
Wapaune, KaHage, py3un n gpyrux ctpaHax. P. PamasaHoB B HacTosilee BpeMsi nepexunsaeT
nepuog, pocTta CBOero TBOpYecTBa, oborallas npodeccroHanbHoe My3biKasbHOE UCKYCCTBO
CO3[aHNEM HOBbIX COBPEMEHHbIX MPOU3BEAEHNA.

KnioyeBbie croBa: PydpaT Pama3zaHoB; cMM(OHMYECKNe NPonsBeaeHNs; MHANBUAYasbHbINA
CTWJIb; My3blKasbHbI A3blK; COBPEMEHHOCTb; HaLMOHasIbHble 0COGEHHOCTU
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Absract

The article considers some features of the symphonic poem “Caravan” by the outstanding
Azerbaijani composer Sultan Hajibeyov, studied the style of the work, the principles of
symphonic development, methods used in orchestration.

In the symphonic poem “Caravan”, a connection with national origins is clearly manifested.
The improvisational principle inherent in mugham, the organic combination of melodic
developmental techniques with symphonic development, the use of variable and variational
development, as well as the creative use of national frets — all this arises from national music.
The article deals with some features of the symphonic poem “Caravan” by the outstanding
Azerbaijani composer Soltan Hajibeyov as a program work, examines the style of the work, the
principles of symphonic development, and the methods used in orchestration.

The purpose of the research is to study a number of features of the composer’s individual
creative style in S. Hajibeyov's symphonic poem “Caravan”. The disclosure of programming in
the work, the consistent provision of epic drama in the genre of a single-part symphonic sketch,
the disclosure of the connection of this feature with the mugham genre are the main points of
the research. The research is based on the disclosure of the Eastern nature image through its
manifestation mainly in a calm lyrical aspect and at the same time in an internal movement.

The research methodology is based on a comprehensive generalization of the research of
Azerbaijani and Russian musicologists in the genre of symphonic sketch based on musical-
analytical, theoretical and historical analysis.

Scientific novelty of the research. For the first time in the framework of Azerbaijani music
science, the figurative content and orchestral features of S. Hajibeyov's symphonic poem

“Caravan” were considered from the perspective of oriental art. At the same time, based on the

analysis, certain comparisons were made with the symphonic poem “In the Steppes of Central
Asia” by the Russian composer A. Borodin, and the “Caravan” composition was studied in
details.

Conclusions. The symphonic poem genre is important in Azerbaijani music, and many
interesting examples have been created in this area. The emergence and development of the
symphonic poem genre in Azerbaijani music was associated with the emergence of interest
and need for samples of a single genre. Thus, in Azerbaijani music, the symphonic poem genre

© Rovshana Kerimova, 2021 Recieved 26.01.2021

musical-art.knukim.edu.ua



Bulletin of Kyiv National University ISSN 2616-7581 (Print)
2021 - 4(1) - 116-129 of Culture and Arts. Series in Musical Art ISSN 2617-4030 (Online)

prevails among one-act works, and this genre originated even earlier than the genre of the
national symphony. Even though the symphonic poem genre in Azerbaijani music continues
the traditions of the Russian School of composition, it is based on national musical intonations.
Thus, the rhythmic structure of works, artistic content, and textured form is determined by
national characteristics. From this point of view, S. Hajibeyov's “Caravan” symphonic poem is
the most striking example of this genre in Azerbaijani music.

At the same time, the unique orchestration, texture, and use of sound timbres of instruments
opened a new page in the field of National Symphony music. In particular, the use of intonations
of mugham, the Azerbaijani oral traditional musical genre, brought originality to this work.

Keywords: Azerbaijani music; mugham; symphonic poem; Soltan Hajibeyov; “Caravan”;
Alexander Borodin; “In the Steppes of Central Asia”; orchestra; timbre

Introduction

One of the main types of descriptive music, the symphonic poem is a program-
oriented genre, which is mostly found in Russian and Azerbaijani composers. The
creation of the symphonic poem genre in Azerbaijani music dates back to the 1940s.
However, the use of descriptive elements in the works of this period was of great im-
portance in preparation for the creation of the genre of the symphonic poem. There
are few works in the genre of the symphonic poem written in the national music of
Azerbaijan. But despite this, wealth is noticeable from the point of view of the topic.
Here one can find war content (“In the battle”, “Memorial” by Niyazi), labour (“Cotton
harvesting” by Shafiga Akhundova) and nature (“Caravan” by Sultan Hajibeyov, “Ab-
sheron plains” and “Shirvan plains” by Agshin Alizade). This proves once again the
diversity of the genre in terms of content in our national music. Throughout the devel-
opment of our professional classical music, almost every decade, several examples
of symphonic sketches have been created. The symphonic poem genre represent-
ed in the works of composers of different generations was enriched each time with
new figurative and meaningful features. Thus, from the first period of its appearance,
adapting to the stylistic peculiarities of each composer, the symphonic poem was
associated with certain aspects and acquired new qualities at the same time. But
the most striking example of the development of the symphonic poem genre in our
national music is the “Caravan” composition by Soltan Hajibeyov. With the “Caravan”,
imbued with deep lyricism, Hajibeyov created a majestic and magnificent example of
the symphonic poem genre in our national music.

Purpose of the research

The purpose of the research is to study the symphonic sketch “Caravan” by
S. Hajibeyov. In the course of the research, S. Hajibeyov's symphonic poem “Cara-
van” was thoroughly analysed, and such features as form and structure, content, mu-
sical language, harmonic features, orchestration, and timbre variety of instruments
were reviewed. In the “Caravan”, the international influence of the Azerbaijani tradi-
tional mugham genre was highlighted and the features resulting from mugham were
studied.
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Recent research and publications analysis

Although the study of the process of creation, formation and development of the
symphonic sketch genre is important in Azerbaijani music science, this topic is in-
creasingly being explored by various musicologists when studying the work of com-
posers. Based on this, the scientific research of Azerbaijani musicologists E. Abasova,
A. Tagizade, Z. Abdullayeva with regard to Azerbaijani music and the research work of
Russian musicologists concerning the work of A. Borodin formed the scientific basis
of the presented article in the research process.

Main research material

The symphonic poem as a genre of symphonic music was first created in Azerbai-
jan in the 40s of the twentieth century by the outstanding Azerbaijani composer and ka-
pellmeister Niyazi. These were the composer’s symphonic poems named “In the battle”
and “Memorial” on a heroic theme. In general, in Azerbaijan in the 1940s, symphonic music
entered the path of development with great speed. The first symphonies of Gara Garayev,
Jovdat Hajiyev, Soltan Hajibeyov, created at the same time, are also a product of those
years. Along with large-scale symphonies, the importance was attached to one-act pro-
gram works, which made it possible for each composer to establish his own creative style.

The symphonic poem genre, a type of descriptive symphonic music, historically
includes landscapes, everyday genre, fantastic fairy-tale, battle scenes. In the sym-
phonic poem genre on this topic, imagery is in the foreground. For example, let’s re-
member the symphonic poms such as “In the Steppes of Central Asia” by A. Borodin,
“Witch”, “Magic Lake”, “Kikimora” by A. K. Lyadov, “Night on the Bare Mountain” by
M. Mussorgsky, “Sadko” by N. Rimsky-Korsakov, “Spring” by A. Glazunov. This is the
fundamental difference between the symphonic poem and the genre of a one-voice
symphonic poem based on various source programs.

The symphonic poem “Caravan” written by Soltan Hajibeyov in 1945, continues the
traditions of Russian classical composers and is a program work based on landscape
images. Usually, in the musicological literature, this work is often compared with the
symphonic poem “In the Steppes of Central Asia” by the Russian composer A. Borodin,
and this comparison has already become a kind of role model. S. Hajibeyov’s sym-
phonic poem “Caravan” is really close to the symphonic poem “In the Steppes of Cen-
tral Asia” by the composer A. Borodin in terms of theme, program reflection, character,
and disclosure of images. In contrast to A. Borodin, who revived the southern nature
through the prism of orientalism, S. Hajibeyov creates bright imagery, the plasticity of
Eastern nature within the symphonic poem “Caravan” as a true oriental artist, a true
master of the Eastern landscape. As it is known, in the eastern world, the caravan
has historically been an integral part of Eastern nature. In the “Caravan” symphonic
poem, the composer uses colourful means of expression to depict the movement of
a caravan moving through an endless desert, in different seasons of the year, some-
times in silence, sometimes accompanied by the changing forces of nature. Within the
framework of monotonous compact work, the disciplined movement of the caravan
becomes, as it were, a symbol of time, period.
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The descriptive programming, the principles of symphonic development on the
"Caravan” symphonic poem by Soltan Hajibeyov also benefit from the symphonism
inherent in the “Koroghlu” opera by Uzeyir Hajibeyli, the founder of the Azerbaijani
professional school of composition. In the third score of the opera “Koroghlu” in the
fragment of “thunderstorm”, we find elements of a certain degree of imagery. The
scene in the opera is like an independent orchestral fragment and depicts a natural
phenomenon. Although this symphonic fragment from the opera “Koroglu” is no lon-
ger an independent one-act symphonic poem, it has developed certain features of this
genre.

If we consider that S. Hajibeyov himself conceived the “Caravan” symphonic poem
as a symphonic episode from the “Kamina and Gazi” opera, on which he worked, the
judgment we put forward is more fully confirmed. Because in opera, this episode, tak-
ing an independent form, is presented by the composer as a specific genre — a sym-
phonic suite. It should also be noted that S. Hajibeyov dedicated the “Caravan” sym-
phonic poem “Caravan” to U. Hajibeyov.

Although the basis of the “Caravan” is descriptive programming, the work express-
es a subscript meaning. The orderly movement of the caravan through the desert, the
image of the majestic desert, as it were, reflect the unity of human existence in nature.
A caravan appears, but suddenly nature awakens, a thunderstorm tears it apart, and
finally the caravan slowly leaves again, and the sound of the bells also becomes un-
heard of. In the end, the singing is given in the ppp dynamic, and as if in the desert, the
person himself dissolves into nature.

Soltan Hajibeyov is one of the prominent representatives of the Azerbaijani school
of composition. Soltan Hajibeyov (1919-1974), a follower of the traditions of world
classics, enriched these traditions with a modern musical language in his work. S. Ha-
jibeyov's music is distinguished by its richness, expressive melody, and the bright-
ness of the orchestral recording. In the bright colours of the orchestra, S. Hajibeyov
uses the general tone of the music, its cheerful, joyful character with great skill and
conveys to the listener. S. Hajibeyov, the author of the first national ballet on a modern
theme “Gulshan”, throughout his work, was in constant search of innovations and
enriched Azerbaijani music with works written in various genres. Even as the rector
of the Azerbaijan State Conservatory, the composer constantly continued his creative
activity and played an important role in the formation of young composers. In the
works of S. Hajibeyov, symphonic music occupied the main place and played an im-
portant role in the development of Azerbaijani symphonism. S. Hajibeyov turned more
to program music and widely used everyday genre forms in his symphonic works.

This work has a very interesting history of writing. So, in the middle of the 1940s,
Hajibeyov began to write the opera “Kamina and Gazi” by order of the Turkmen Opera
and Ballet Theatre. This opera was not complete, but parts of the work depicting the
landscapes of Central Asia were first performed in 1945 at the Mahtimgulu Turkmen
Opera and Ballet Theatre by the Azerbaijan State Symphony Orchestra under the lead-
ership of Niyazi, the outstanding Azerbaijani kapellmeister. Based on these musical
parts, the composer created the symphonic poem named “Caravan”. In 1952, S. Ha-
jibeyov worked on a new version of “Caravan” and now the work is performed in this
version.
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In the symphonic poem “Caravan”, the composer showed himself as a composer
with a rich musical imagination, deeply sensitive to the possibilities of a sympho-
ny orchestra. The “Caravan” is a musical composition with a peculiar sound co-
lour, a brightly tinted, sharp rhythm, and a rich palette. “Caravan” can be regarded
as a unique work based on the elements of Azerbaijani national music, benefiting
from the national melodic features. Symphonic suite “Caravan” written in the tradi-
tion of the Russian Symphony and the style is close to the symphonic poem “In the
Steppes of Central Asia” by A. Borodin, the outstanding Russian composer, one of the
brightest members of “The Five”. Many musicologists note the closeness of this work
with Borodin’s symphonic poem “In the Steppes of Central Asia”, which continues
the traditions of Russian classical music and has received a new life on the basis of
Azerbaijani music. It should also be noted that from the point of view of the orien-
tal themes’ expression, Azerbaijani musicology shows a special interest and sympa-
thy for Borodin's symphonic poem “In the Steppes of Central Asia”. The generality of
the theme, its embodiment in the Central Asian picture, led to the allocation of this
fact.

But if Borodin, as a Russian composer, approached the embodiment of the East-
ern theme from a traditionally oriented position, then S. Hajibeyov created the eastern
landscape through the laws of Azerbaijani music, the principles of national musical
thinking.

The symphonic work “Caravan” is characterized by a laconic manner of expres-
sion, symmetrical forms and colourful orchestral writing. Throughout the entire piece,
the rhythmic figure is preserved, passing first on stringed instruments, and then on
trombone and tuba. This sound seems to express the constant movement of the car-
avan. The idea that “The strings, being the leading group of the symphony orchestra,
have a variety of artistic possibilities and expressive timbre, as well as a fairly bright
sound”, is quite consistent with Hajibeyov's preference for a group of stringed instru-
ments in the work (Romashkova & Romashkov, 2020, p. 185).

The composer skillfully used the timbre features of the instruments to express the
program content of the work and achieved a mysterious-sounding style. The image
of the desert is created by a solo bass clarinet, bassoon, violin, and descending and
ascending flute passages illustrate the sound of the caravan’s bells. The sound of the
main theme of the caravan in the Hijaz section of the Shur (mugham) in the flute solo
also proves the originality of the melodic language of the work.

It should be noted that Shur mugham is one of the seven main modes in Azerbai-
jani national music. Shur is one of the main dastgahs of mugham. Dastgah means the
complete performance of mugham. The main difference between the Shur mugham
and other Azerbaijani mughams is the lyrical nature. It should also be noted that many
national folk songs and dances are written in the Shur mugham. The structure of the
Shur mode is as follows: the 1 tone — 1/2 tone - 1 tone formula consists of a com-
bination of three tetrachords (within the x, interval X1), there are 10 steps between
the sounds, the 4th act is a tonic step. For comparison, we note that in the major and
minor modes of European origin, the tonic is on the 1st stage.

In the symphonic poem “Caravan”, the initial melody develops and changes
throughout the work. In the rich sound of the work, the inclusion of a ringtone, a xylo-
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phone in the orchestra is of great importance. The symphonic development of “Cara-
van” is distinguished by the colouristic nature of the harmonic language.

This work, depicting the natural landscapes of The East and Central Asia, demon-
strates the composer’s penchant for poetic images. The title of the work “Caravan”
clearly expresses its style, as if the music describes a camel caravan coming from afar.

The symphonic poem is a three-part composition written in the key of D minor.
The work begins with a preface, which plays the role of a prologue, and this is the
theme of the caravan. This theme consists of 2 elements. Conventionally, the so-
called “Caravan theme” consists of 4 sections. This is a melody descending the stairs,
limited to the quinte range, played by the clarinet.
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Sample 1

The literally “cut off” sections of the melody by pauses, the harmonic effect cre-
ated by the second reflected step, the timbre of the bass clarinet give the “Caravan
theme” a strict, archaic look. The main image of the work is also connected with this
theme and is repeatedly transferred, enriched with harmonic and orchestral colours.

The second theme in the style of mugham improvisation, played by the flute, is
dynamized as a result of the gradual addition and use of orchestral instruments, the
music is filled with somewhat disturbing intonations. The composer, amplifying the
sound, describes the scene of an approaching caravan.
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The second image of the work is connected with the theme that was first heard on
the solo flute.

Sample 2

The ornamental monody of mugham is based on many factors of its construction
and development. This is how the improvisational structure, development with into-
nation phases, and the preservation of the same emotional image are manifested.

But in the process of development, the theme of “mugham” seems to move away
from calmness, and its intonations become more exciting and dynamic. The music
takes on energetic recitative-monologue lines, which is fundamentally connected
with mugham.

The bass clarinets, bassoons and violins, and the bass notes of the harp create
the image of a hot desert.

The transparent flying passages of the flute against the background of rhythmi-
cally precise accompaniment of xylophones and bells accurately describe the sound
of the caravan. This rhythmic formula ensures the integrity of the entire composition,
activating the pulse of the work as melodic intonations. In general, in the symphonic
poem “Caravan” the rhythmic factor is important. An ostinato rhythmic figure describ-
ing the movement of a caravan takes a leading position in the dynamics of the devel-
opment of music: “Rhythm is the impetus for the development of not only individual
themes, but also the composition as a whole, often acting for S. Hajibeyov as a dra-
matic unifying factor” (Tagizade, 1985, p. 162).

The general tonal plan of both the main themes of “Caravan” remains unchanged
and is limited to the d-moll framework. Only during the utterance of the theme of the
recitative-monologue the orientation on the tonality of g-moll, that is, on the sub-
dominant takes place. The national identity of the tonal sphere is determined by the
special colour of the fret base of both themes of the “Caravan” = Shur mugham and
one of its sections — Hijaz (note that Hijaz is a section of Shur mugam and is built on
the dominant stage of the tonic of the fret).
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Part | of the symphonic poem ends with the performance of the strings first,
and then the “Caravan theme” in the full chordal sound of brass instruments. In
the tense sound of the theme, an important role is played by the seemingly consis-
tent sound of the quart-second intervals from the tuning peg music. The dynam-
ics of the sound increases, along with culminating in the middle section. In this
part, the imagery is given more vividly, so that the picture of a sudden hurricane in
the desert creates this image, which is visually transmitted to the listener almost
through music. The musical material of the first movement takes on a markedly
new meaning. Thus, the rhythmic background accelerates twice, losing its former
harmony. The intonations in the flute melody are intertwined and intersect, rhyth-
mically more widely scattered over the parts of other instruments. Here, the insis-
tent fanfare of the “Caravan Theme” comes to the fore, accompanied by chords.
The orchestra’s unexpectedly agitated tutti holds back a rapid flow of sounds. From
this point on, the dominant sphere of the main key comes to the fore. In this part
of the work, the dominant of the main key comes to the fore. In the intense music
of this part, elements of the imitation sound - the “Caravan theme” — appear. But
this tension is soon replaced by calmness, and the themes of a calm nature, sound-
ing from the very beginning, begin to sound in a changing way. The music of this
part seems to express the steps of the departing caravan. Starting from this part,
the texture is gradually compacted. In the climactic episode, the exciting notes of
high-register woodwind instruments combined with the chords of stringed instru-
ments and brass instruments create a spectacular sound of the caravan theme in
an orchestral performance with clear, bright intonations. In the sound of the work,
the dynamics gradually decrease, and calmness is established. In this part, the
calm, dreamy themes from the first episode are heard. The music convincingly rec-
reates the picture of the caravan leaving with heavy steps.

The “Caravan” composition shows a very vivid variety of the orchestra. The or-
chestra draws attention to the clear timbres of the instruments, transparency and
clear writing of the score. The work is richly represented by the parts of flute, clarinet,
violin and bassoon. The orchestra includes characteristic instruments with a special
timbre — a harp, a xylophone, bells, which creates an unusual sound, a different style in
the work. In the development, the first theme is based on the principle of timbral vari-
ations. In the first part, the “Caravan” theme is played alternately on a clarinet, a bas-
soon, a violin and a group of brass instruments. These colourful timbre variations
enrich the expressive quality of the theme and create a diverse, colourful sound style.

The fact that S. Hajibeyov perfectly mastered the orchestra is the result of the
fact that the composer skillfully used the crescendo harmony. Thus, the composer
expressed the approach of the caravel through crescendo and achieved this effect in
the sound. The composer preferred a group of brass instruments in the orchestra and
used this group of instruments to enhance the dynamics of the sound, even the prin-
ciple of a solo performance of individual instruments is replaced by solo performance
of orchestral parts. Throughout the middle part of the work, tutti dominates. At this
time, the orchestral texture is somewhat condensed, the chords of brass instruments
are contrasted with the tense sound of a group of woodwinds and strings in high
registers. An interesting aspect is shown upon the use of diminuendo, since at this
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time the number of instruments gradually decreases, there is a transition to a lower
register and there is a sound against the ppp background. This part is a description of
the caravan that is already leaving.

The methods of orchestration of work are directly derived from programming. Pro-
fessor Aida Tagizade, a fruitful researcher of S. Hajibeyov’s creativity, writes: “The
theme of the caravan takes place alternately in a group of clarinets, bassoons, violins
and brass. Variations with this timbre variety enrich the expressive qualities of the
theme, creating a colouristic variety” (Tagizade, 1985, pp. 43-44). In general, in the
work “Caravan” S. Hajibeyov professionally and vividly demonstrated his ability to
create vivid images in music.

S. Hajibeyov’s “Caravan” symphonic poem is written, as we have already noted, in
the tradition of the symphonic poem named “In the Steppes of Central Asia” by A. Boro-
din, the outstanding Russian composer, a member of “The Five”. Like all Russian com-
posers, A. Borodin also paid great attention to the image of the Eastern world in his work
and created excellent examples of orientalism. It may be noted that A. Borodin opened
new facets in the style of orientalism, was an innovator in the image of the eastern
world, eastern images. Thus, A. Borodin added to the number of images of the East that
emerged in Russian music, the pages related to the rich musical folklore of the Central
Asia peoples, thereby expanding the understanding of Eastern music. Let's remind that
along with Borodin's symphonic poem “In the Steppes of Central Asia”, in the Gypsy
scenes of the “Prince Igor” opera, in the first and second symphonies, oriental images
occupy a large place. The composer studied Oriental music as a researcher, relying on
the available musical notes and the works of various scientists. At the same time, his
work is dominated by beautiful nature plains, musical landscapes, which is also notice-
able in the composer’'s symphonic poem named “In the Steppes of Central Asia”.

In this regard, it is also advisable to consider certain features of Borodin's work.

The symphonic poem “In the Steppes of Central Asia” occupies a central place in
A. Borodin’s work. The symphonic poem “In the Steppes of Central Asia” is charac-
terized by a small volume, simplicity of expressive means and rich colour. The work
is written for an orchestral composition consisting of 2 flutes, an oboe, an English
trumpet, 2 clarinets, 2 bassoons, 4 French horns, 2 trumpets, 3 trombones, a timpani
and strings. The symphony poem “In the Steppes of Central Asia” was first performed
under conduction by Rimsky-Korsakov in 1880. The work is dedicated to F. Liszt,
a Hungarian composer and pianist. In a transparent orchestral sound, only one image
is given, and the variety of images is limited. The harmonic background of the work is
also processed more easily and economically. Here, the complex multi-layered har-
monic chords characteristic of Borodin's work, including bright and clear modulation
marches, do not manifest themselves. It is interesting that the composer, who made
extensive use of the richness of the harmonic language in his works, preferred a sim-
pler musical language in the symphonic poem “In the Steppes of Central Asia". The
entire symphonic poem is built essentially on one fret, only in the middle part of the
work the orientation to other keys occasionally manifest itself.

The symphonic poem “In the Steppes of Central Asia” begins with the sound of
violins. The sounds of music on a calm background remind you of wild nature. The
composition is based on two themes typical of Russian and Eastern folk melodies.
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Sample 3

In general, the peculiar structure of the symphonic poem “In the Steppes of Cen-
tral Asia” is due to the program content of the work.

The elements of the pictorial character (desert, caravan procession) are very con-
cise in the music and are sketchy in nature. In the work, the pictorial elements are
expressed in a more general way.

Borodin’s object was to create a general background of the desert, to portray the
same imagery, and not to portray a specific, vivid picture. In this sense, Borodin's sym-
phonic poem “In the Steppes of Central Asia” combines elements of impressionism.

On the other hand, unlike Borodin's work, “Caravan” has richly coloured music, and
the purposeful use of the timbre variety of instruments in the orchestra is noticeable,
which is natural. S. Hajibeyov's style of approach to instruments in the symphonic
work “Caravan” is very consistent with these ideas: “upon creating orchestral piece
the composer imagines the timbre of the instruments and the subject of the work is
directly related to its bright sound. ... and the main task of the author is to preserve 125
original timbre imagery tools” (Romashkova & Romashkov, 2020, p. 184).

Because S. Hajibeyov felt more deeply the instruments expressing the spirit of
eastern music. That is why the imagery inherent in the genre of a symphonic record
is stronger in S. Hajibeyov's “Caravan”’. S. Hajibeyov's symphonic work “Caravan” fas-
cinates the listener with its timbre colours and orchestral colour. In general, “Caravan
is a bright piece, rich in the miracle of musical expressiveness and expressing natu-
ralism. But, as we noted, in Borodin’s work, the timbre of the instruments was more
carefully worked out, and in the sound as a whole, the embodiment of eastern music is
expressed. But in any case, please note that it is a result of the influences of Borodin
in Azerbaijani music had such a wonderful work of art as “Caravan” in the symphonic
sketch genre, which entered the history of Azerbaijani music as the most striking work.

Conclusions

Thus, upon studying S. Hajibeyov’s symphonic sketch “Caravan”, a number of inter-
esting aspects are revealed. The “Caravan” reflects more clearly Hajibeyov’s ability to
create imaginative images. The music of the “Caravan”, which reflects the landscapes
of Central Asia, shows S. Hajibeyov's penchant for landscape painting. In this work, the
composer manifests himself as a true landscape painter. It can be noted that the abil-
ity to feel nature and express it in a wide variety of musical images is a characteristic
feature for many Azerbaijani composers, which, of course, is also evident in the work of
S. Hajibeyov. The figurative versatility of “Caravan”, although it does not have a plot's
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program, is in many ways close to A. Borodin’s symphonic play “In the Steppes of Central
Asia”. The landscape of southern nature-endless deserts, the procession of caravans,
the sad music of sad people is revealed by specific means of artistic expression. The
“Caravan” composition combines the best features of the composer’s creative style with
a lyrical melodic language based on folk song creativity, the richness of the orchestral
style and the expressiveness of a bright genre embodiment, the complexity of thematic
development. In general, “Caravan” is one of the most spectacular symphonic works not
only among the works of S. Hajibeyov but also in Azerbaijani music. Both the content
and the musical language of the “Caravan” composition differed from other works of
that time. For an era that has not yet forgotten the pain and bitterness of war, returning
to the past life of Central Asia was a novelty. The novelty for the 1940s was the music,
in which the quirkiness of the musical language, the wonderful image of the plates of
nature, the mysterious orchestral sound, reminiscent of the steps of the “Caravan”. In
general, the “Caravan” is different from the works created both before and after it. This
follows from the lyrical imagery of the work, the richness of the musical language, the
expressiveness of the melody, and the brightness of the orchestral language. The fea-
tures resulting from the “Caravan” seemed to guide the creative path of composers who
turned to the genre of the symphonic poem in a later period and became a model for
composers who later turned to the genre of the symphonic poem. At the same time, in
many works, upon describing natural plains, the features of the “Caravan” are felt both
in the musical language and in the sound of the orchestra.

In the musical language of the symphonic poem “Caravan”, there is also a certain
affinity with the impressionist style. Naturally, upon creating a plain landscape, the
characteristic features of this style, the means of expression, should be shown, since
this is the leading theme for the impressionists. This feature is evident in the harmony
and orchestration of the symphonic poem “Caravan”.

The creation of S. Hajibeyov's work “Caravan” was an important step in the de-
velopment of Azerbaijani symphonic music. “Caravan” takes a special place among
the samples of this genre in our national music due to the richness of the musical
language, harmony, and fullness of the orchestral sound. The features resulting from
the “Caravan” are manifested not only in works written in the symphonic poem genre
but also in many works written in one-part symphonic genres in Azerbaijani music,

From this point of view, it may be considered that Soltan Hajibeyov's symphonic
poem “Caravan” is an important milestone in the development of Azerbaijani sym-
phonic music in terms of continuing traditions and innovations and is a valuable ex-
ample for every work created in this genre area. In the symphonic creative work of the
next generation of Azerbaijani composers, the traditions of S. Hajibeyov’s symphonic
poem “Caravan” in the musical style of one-part program works of a visual nature are
creatively continued.
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AHoTauyis

Y npepacTaBieHiit CTaTTi po3rfsHYTO fAesiki 0CO6MBOCTI CUMBOHIYHOT KapTuHK «KapaBaH»
BMAATHOro asepbangykaHCcbkoro kommnosutopa CyntaHa MagmbekoBa, BUBYEHO CTUSIb TBOPY,
NPUHLMMAN CUMGBOHIYHOIO PO3BUTKY, METOAM, LLLO 3aCTOCOBaHI B OPKECTPOBL.

Y cumdoHivHin KapTuHi «KapaBaH» ACKpaBO MpPOSIBNASETbLCA 3B'AI30K 3 HalioHallbHUMM
BUTOKaMu. BnacTtusi Myramy iMnpoBisauifiHUi novaTok, opraHiyHe noegHaHHA MenofinHuX
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3aco6iB po3BUTKY 3 CUM(OHIYHUM PO3BUTKOM, 3aCTOCYBaHHSA BapiaTMBHOrO i BapiaLliiHOro
pPO3BUTKY, @ TaKOX TBOpPYE BWKOPWUCTAHHA HaLUiOHaNbHUX nafiB — BCe LEe BWHWKae
3 HauioHaIbHOT My3U1KW.

MeTa pocnif)KeHHss — BMBYEHHSI OCOGSMBOCTEW iHAMBIAYaNbHOrO TBOPYOro CTUSIO
C. MagxkunbekoBa B CUMPOHIYHIN KapTuHi «KapaBaH». PO3KpUTTS MporpamMyBaHHs B TBOPI,
NnocniJoBHe HajaHHA enivyHoI Apamatyprii B XaHpi OAHOYACTUHHOI CUMMOHIYHOI KapTuHMU,
pPO3KpUTTS 3B'A3KY 3 XXaHPOM Myrama — BCE Lie € OCHOBHUMW MOMEHTaMW AOCIIKEHHS.
OCHOBY JOCNiIXKEHHS CKlaae PO3KPUTTS 06pasy CXifHOT Mpupoau Yyepes ii NposB nepeBaxHo
B CMOKIMHOMY NlipU4HOMY acrnekTi i BoAHOYacC Y BHYTPILUHbOMY PYCi.

MeTogonorias gocnifi)keHHsl 3acHOBaHa Ha KOMIMJIEKCHOMY y3arajibHeHHi [OCMiAXeHb
asepbanKaHCbKMX i POCIACbKMX MY3MKO3HABLIB B XaHpi CMM(OHIYHOI KapTUHM Ha OCHOBI
MY3MYHO-aHaNiTUYHOro, TEOPETUYHOIO Ta ICTOPUYHOIO aHanisy.

HaykoBa HOBM3Ha Aochig)XeHHs. Bneplue B MeXxax asepbaingykaHCbKOT My3UYHOI HayKu
3 nosuuii cxigHoro MucTelTBa 6yn0 PO3rNAHYTO 06pa3HUIA 3MICT i OPKECTPOBI 0COGMBOCTI
cMdOoHiIYHOI KapTuHK C. MapyknbekoBa «KapaBaH». 3Baxaroumn Ha aHanis, 6ynv 3po6ieHi neBHi
NMOPIBHAHHA 3 CUM(MOHIYHOK KapTUHOK pociicbkoro komnosutopa 0. bopoaiHa «B CepegaHin
Asii», npoBefeHe aeTanbHe AoCNiAXeHHA TBOpY «KapaBaH».

BucHoBKM. YXaHp CMMOOHIYHOI KapTUHN MaEe Bak/IMBE 3HAUYEHHS B a3epbaiyKaHCbKiil
My3ULi, a 10ro po3BMTOK MOB'sI3aHMI 3 BUHUKHEHHSIM iHTEpecy | NOTpe6u B 3paskax eaUHOro
aHpy. Tak, B asepbaifkaHCbKil MysuLi cepefi, OQHOAKTHWX TBOPIB MepeBaXkae >XaHp
CUMOHIYHOT KapTUHK, SKUI XO4 | NPOAOBXXYE TpaAmLii pOCINCbKOI KOMMO3UTOPCHKOI LUKOMH,
npoTe 3aCcHOBaHWMM Ha HauUioOHaNbHWX MYy3WMYHUX IHTOHaUifAX. PUTMiYHa CTpyKTypa TBOPpIB,
XYOOXHiM 3MicT, dakTypHa ¢opma 06YMOBAEH|I HaLioHanbHUMKU OCOGMMBOCTSAMU. 3 L€l
TOuYKM 30py cuMdOHiYHa KapTuHa C. MamknbekoBa «KapaBaH» IBNsSiE€ COO00 HaMsiICKpaBiLLuii
npuKIag 3a3Ha4yeHoro aHpy B asepbanyXaHCcbKin My3suLi.

BogHoyac cBoepifHa OpKecTpoBKa, HakTypa, BUKOPUCTAHHS 3BYKOBUX TeM6piB
iHCTPYMEHTIB BIiAKPWIM HOBY CTOPiIHKY HaLioHanbHOI CUM@OHIYHOI My3MKKU. 3okpema
BUKOPUCTaHHSI iHTOHaLii a3ep6alfyKaHCbKOro YCHOIO TPagMULiMHOrO MYy3WYHOrO >KaHpy
MyramMa npuBHeCI0O CBOEPIAHICTb B Liei TBIp.

KnioyoBi cnoBa: asepbaifkaHcbka Mysuka; Myram; cuMdoHiYyHa KapTuHa; CynTaH
lapyxunbekos; «KapaBaH»; OnekcaHap bopogiH; «<B CepepfiHiit Asii»; opkecTp; TeM6p

CUMOPOHUYECKAA KAPTUHA «<KAPABAH» CYNTTAHA TAOXXUBEKOBA
PoBwaHa Kepumosa
JOKTOP (p110copum no NcKycCTBOBEAEHUIO;
ORCID: 0000-0003-3274-5181; e-mail: kerimova.rovshana@mail.ru
AsepbalifxaHcKas HaynoHalbHasi KoHcepBaTopus, baky, AsepbaiigxaH
AHHOTayunsa
B cTaTbe paccMOTpeHbl HEKOTOpble 0COB6EHHOCTU CUMQOHUYECKON KapTUHbl «KapaBaH»

BblgaroLwierocsa a3ep6a|7|p,>KaHCKoro KOMMNO3nTOpa CynTaHa Fap,>|<|/|6eKOBa, N3y4yeH CTub
nponseeneHud, npuHumnbl CMMCbOHVILIeCKOFO pa3BuUTUA, METOAbI, MPUMEHAEMbIE B OPKECTPOBKE.
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B cumdoHnyeckon kaptnHe «KapaBaH» SIpKO MPOSIBNSIETCA CBSA3b C HaLMOHAalbHbIMU
uctokamu. [lpucywme Myramy WMMNPOBM3aLMOHHOE Hayano, OpraHUMYeckKoe co4yeTaHue
MeNoANYECKMX MPUEMOB Pa3BUTUSI C CUM(POHNYECKMM Pa3BUTUEM, MPUMEHEHNE BapUaTUBHOIO
M BapuauMOHHOIo pPasBUTUS, @ Tak)Ke TBOPYECKOE UCMOMb30BaHWE HaLUMOHANbHbIX NafoB —
BCE 3TO BO3HUKAET U3 HaUNOHaNbHOM MY3bIKMU.

Lienb uccnefoBaHns — nsydyeHne 0CO6EHHOCTEN MHAMBUAYANIbHOrO TBOPYECKOro CTUNS
C. lNapxmbekoBa B CUMM@OHMYeCcKON KapTuHe «KapaBaH». PackpblTve MporpaMMHOCTM
B MpOU3BEAEHUN, MOCNefoBaTeNlbHOE MpUAAHWE 3MUYECKOW JpamMaTyprum B dKaHpe
OOHOYACTHOW CUMMOHMYECKON KapTMHbI, pacKpbiTUe CBA3M C XXaHpPOM Myrama — BCe 3TO
SIBNSIETCS OCHOBHbIMM MOMeEHTaMu wuccnegoBaHuss. OCHOBY MWCCNef0BaHWUA COCTaBIAET
packpbiTMe o6pasa BOCTOYHOW MpPUPOAbl 4Yepe3 ee MposBfieHWe MNPenMYLLECTBEHHO
B CMOKOWHOM JIMPUYECKOM acreKTe 1 B TO XXe BPEMS BO BHYTPEHHEM [BUXXEHUMN.

MeTofonorus uccnefoBaHUss OCHOBaHa Ha KOMMIEKCHOM O6O6LLEHUU UCCNELOBaHUA
asepbanXKaHCKUX U POCCUACKUX MY3blKOBEAOB B >XaHpe CUMGOHWYECKOW KapTWHbl Ha
OCHOBE MY3blKaJIbHO-aHaIMTUYECKOr0, TEOPETUYECKOrO U UCTOPUYECKOIrO aHanmaa.

HayuyHass HoBU3Ha uccnefoBaHua. BnepBble B pamkax asepbaifyKaHCKON My3blKanbHOWM
HayKM C TOYKWU 3PeHUs BOCTOYHOIO MCKYCCTBA Obl/IM pacCMOTPEHbl 06pasHOe COoAep)KaHue
N OpKecTpoBble 0CO6eHHOCTU cuMdOHUYecKkon KapTuHbl C. MagxubekoBa «KapaBaH». B 1o
YK€ BPeMSI, UCXOAA U3 aHanu3a, 6bI/IM caenaHbl ONpeAeneHHble CpaBHEHMS ¢ CUM(OHMYECKON
KapTuHon pycckoro kommnosutopa A. bopoaunHa «B CpegHen Asnn», npoBefAeHO AeTanbHoe
uccrnegoBaHme npovsBeaeHus «KapaBaH».

BbiBogbl. XXaHp cuMdOHMYECKON KapTUHbI UMEET BaXXHOe 3HaYeHne B azepbainykaHCKom
My3blKe, @ ero pasBMTUe CBA3aHO C BO3HWKHOBEHWEM MHTEpeca M NOTPe6HOCTM B obpasLax
efiMHoro »aHpa. Tak, B asepb6alfyKaHCKON My3blKe CpefAu OLHOAKTHbIX MpOuU3BeAeHUi
npeo6nagaet XXaHp CUMGOHUYECKON KapTUHbI, KOTOPbIA XOTA W MPOJOSXAeT Tpaguuuun
PYyCCKOM KOMMO3MUTOPCKON LUKOJbI, BCE )K€ OCHOBaH Ha HaLMOHasbHbIX MYy3bIKaslbHbIX
WMHTOHauMsX. PuTMuyeckass CTPyKTypa TMpOM3BEeAEHWUN, XyOOXXECTBEHHOE COAepKaHue,
tdakTypHasi dopma 06yCnoBEHbI HALMOHANbHbIMU OCOGEHHOCTAMU. C 3TOM TOYKMU 3peHusi
cuMdoHmnyeckas KapTuHa C. MagxubekoBa «KapaBaH» npeAcTaBnseT co60i Apyanuni
npuMep 3TOro »KaHpa B asepbanyKaHCKOM My3blIKe.

B TO Xe Bpemsi cBOoeo6Gpa3Has OpPKecTpoBKa, (hakTypa, WCMNoNb30BaHUE 3BYKOBbIX
TEMOPOB MHCTPYMEHTOB OTKPbIJIM HOBYHO CTpaHMLY HauMOHanbHON CUM(OHNYECKON My3bIKMU.
B uacTHOCTM, MCMoNb30BaHWe WHTOHAUMI a3epbaifPKaHCKOro YCTHOro TpaAMLMOHHOMO
My3blKaJIbHOrO XXaHpa MyraMa npuvBHEC/IO CBOeo6pasue B 3TO NPOM3BELEHME.

KnioueBble cnoBa: asepbaipykaHckas My3blka; MyraM; cuMdoHuyeckas KapTuHa; CynTaH
lapyxunbekos; «KapaBaH»; AnekcaHap bopoauH; «<B CpeaHei A3umn»; opkecTp; TeEMOpP
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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

KNACCUYECKUE TPAANLIUN ®OPTEMUAHHOIO KOHLLEPTA
PYCJIAHA ATABABAEBA

MapeuH PycTamoBa

AokTopaHT; ORCID: 0000-0003-0617-9278; e-mail: pervin.rustamova@gmail.com
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 Hp606p63OBaHMH 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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Abstract

The article is dedicated to the piano creativity of Ogtay Rajabov, a brilliant representative
of the 20th-century Azerbaijani school of composition. It should be noted that O. Rajabov is
the author of many pieces for piano, and among them, the genres written for young pianists
have a special place. The article analyzes some of these pieces. They include some small

nou n u

miniatures such as “Barkarolla”, “Lyric dance”, “Joke”, “Thought”, “Lyric waltz", “Naughty kids”,
“Remembering the Past”, “Remembering my mother”, “Sad mood” and “My memories”. In his
works, the composer was able to bring the world of children to life with great skill.

The article provides a theoretical analysis of each piece and specifies the stylistic
characteristics inherent in the composer’s piano music. In the works, the traits of 0. Radjabov’s
composing style, a kind of transfer of elements of folk music, the different images within
a small play, the rich imagination of the composer and many other things are highlighted.
These works play an important role in the development of the technical capabilities, artistic
thinking and aesthetic taste of the young performer. Here, the main characteristic feature is the
variety achieved through dynamic nuances, the different development of the melody, the use
of different registers, and other similar aspects. Such works are also extensive in terms of the
subject matter. So, the images of various characters are reflected here.

The purpose of the research is to analyze some of the small miniatures that hold a special
place in O. Rajabov’s piano creativity work and set forth his stylistic features.

The research methodology is based mainly on theoretical-comparative principles. The
miniatures have been theoretically analyzed in terms of the means of expression of musical
language and been characterized by its results. The theoretical and methodological basis of
the research is constituted of works by Russian and Azerbaijani musicologists available in this
field.

The scientific novelty of the research lies in pioneering a study of the composer Ogtay
Rajabov’s piano creation and his directly analyzed miniatures as a research object for the first
time. That is to say, in this article, O. Rajabov’s piano works have been subjected to theoretical
analysis for the first time.

Conclusions. The contents commonality of the last four pieces, including the fourth one
among the ten pieces we have analyzed, has united them somewhat in a series. As for such

n ou

pieces as “Joke”, “Naughty kids”, “Lyric waltz”, “Barcarolle” and “Lyric Dance”, they mostly
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combine in one theme the different moods and emotional states of children’s world, expressing
it in itself. Among the features that summarize and differentiate the pieces, there is a preferred
type of texture, the methods of theme development, use of polyphonic style. In particular,
the contrast that occurs as a result of dynamic nuances when playing the theme in different
registers is observed in most of his pieces. The analyzed pieces serve as a valuable tool for
the formation of a young pianist’s aesthetic taste, as well as the development of artistic and
technical performance.

Keywords: Ogtay Rajabov; barcarolle; musical piece; interpretation; waltz; style;
miniature; piano performance

Introduction

The study of various composers’ works, which is a topical issue of Azerbaijani
musicology, constantly updated and developed over time, determines the main direc-
tions of development of modern music. These issues, which are always characterized
by new methods of analysis, while maintaining their scientific and practical signifi-
cance, give a special impetus to the development of music criticism. These traditions
are currently continued by young researchers. Researches conducted today not only
draw great interest but also covers a wide range of issues. Otherwise, this article
scrutinizes the creative activities of representatives of both the modern age and the
twentieth century. Works of I. Nazarov (2020), V. Humbatov (2020) and many other
researchers can be specified in this regard. Ogtay Rajabov, a representative of the
Azerbaijani composition school, is no exception here.

The subject of the article dedicated to the piano creative work of 0. Rajabov, one
of the brightest personalities of the Azerbaijani composition school, is of current con-
cern in terms of research and promotion of the compositional, pedagogical, journalis-
tic and social functions of music. The rich creative legacy of O. Rajabov, the composer,
pedagogue, research scientist, public figure, who combines these fields by nature in
his creativity, is one of the relevant topics in the study of the composer’s work.

Numerous musical works created by O. Rajabov, as well as pedagogical-method-
ical teaching aids, programs, responsible positions held by him, his dynamic activity
in the country’s musical life as a public figure, ensured the researcher’s interests in
his multifaceted creative activity. As a composer, pedagogue-researcher and public
figure, O. Rajabov’s grandiose creative heritage is important in terms of promoting the
art of music in Azerbaijan, with its ethical and aesthetic content devoted to national
roots, with the brilliant glorification of moral values.

The musical heritage created by O. Rajabov in small and large-scale genres is
a valuable contribution to national art. The composer, who has won the hearts and
minds of different audiences, regardless of their age and social status, has always
preferred to glorify the highest feelings of the human spirit. The universe of images
created in his works has given impetus to the formation of the young generation on
the basis of moral values, by instilling in them pure and exalted love, patriotism, care
and attention for children. He has gained the sympathy of the audience with pieces
specially meant for minor musicians, with a musical language connected closely to
the national roots, the application of simple and understandable methods and tech-
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niques, as well as their colourful and emotional themes rich in images. O. Rajabov,
who was a student of such prominent masters as F. Amirov, J. Hajiyev, D. Kabalevsky,
continued in his creative activity the artistic and aesthetic principles of his teachers
and worked hard to move along the modern development of music art. Along with
composing, his activity is characterized by important steps towards the development
of music education, as well as pedagogical research that has led to successful results.
In this respect, the study of this composer’s creation is pertinent and important for the
development of various fields of musicology. His inheritance needs to be investigated
given the place of chamber music in a composer's creative activity, its special influ-
ence on the development of musical pedagogical direction and the series of numerous
works created by O. Rajabov in this field. Some of these works have been substantially
analyzed here for the first time as an object of special research, and its scientific and
practical significance determines the degree of the pertinence of this subject.

Purpose of the research

The main purpose of the article is to analyze a number of miniatures reflecting
the characterising features of O. Rajabov’s piano creative work and to highlight its
stylistic features.

Recent research and publications analysis

A monograph on the composer’s creative activity, the composer that was very
active both as a creator and a pedagogue-researcher, was published by R. Imanov
in 2014 (Imanov, 2014). The author touched upon almost all areas of the composer’s
multifaceted creative activity and noted its distinguishing features. This monograph
gives a piece of brief information about each work representing the musical heritage
of 0. Rajabov. The monograph consists of 8 chapters. It should be noted that R. Iman-
ov's book Ogtay Rajabov, as the first and only large-scale monograph on the compos-
ers’s creative work, is important for the investigation and popularization of his works.

Certain pieces created by the composer have been analyzed in various research
works which include information on individual stylistic features specific to different
areas of his creation, such as professor T. Seyidov’s monographs on Azerbaijani piano
music (Seyidov, 1992), as well as L. Rzayeva's modern piano works (Rzayeva, 1990),
piano series for children in A. Abbasova’'s compositions (Abbasova, 2017), N. Gad-
imova's candidate dissertations on mode, texture, style and interpretation features
of Azerbaijani composers’ piano works (Gadimova, 2007), F. Aliyeva's style search in
creation legacy of Azerbaijani composers (Aliyeva, 1996). The monographs on stages
and new ways of development serve as valuable scientific sources.

Main research material
In Ogtay Rajabov’s creative activity, small-scale pieces are prevalent among his

works written for the piano. The composer, comprising always a wide range of mu-
sical interests for the formation of the artistic and aesthetic taste of young pianists,
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made use of different genres with 10 small pieces written for the piano, creating many
colourful images. One of them is called Barcarolle.

Barcarolle means “a boat” in Italian and became known as the song of Venetian
gondoliers (Brown, 2001). In instrumental music, this genre was first used by roman-
tic composers. Barcarolle is a soft beat, with a 6/8 metre. Its main characteristic is
that it has an ostinato rhythmic structure reminiscent of a boat swaying in the water.

In the piece we have analyzed, the composer presents the same rhythmic osti-
nato in the four-bar introduction, taking into account this aspect. The piece begins
in Andantino cantabile tempo, 6/8 metre and p nuance. The boundaries of the simple
3-part form with reprises are specified particularly with tempos. The outer parts have
calmer and meditative character. It illustrates the calm movement of the boat on the
water surface and the pensive look of the gondolier who steers it. In the middle part
appears sort of a small wave in water and one can sense swelling with emotion, up-
lifted feelings.

In the middle part, the tonality changes and shifts to an E-flat minor (F-sharp ma-
jor is specified as the main tonality). Interestingly, although the composer specifies
three bemols as a key signature, the music itself is based on E-flat minor intonations.
This is because the sound “g” is replaced by the sound “ges”. The characteristic rhyth-
mic structure of the piece is also altered. Syncopated accompaniment is replaced by
dotted tuplets and p sounding by f.

In the reprise, the musical material is transferred to a lower register and the main
melody is played on a bass line by crossing hands. Gradually moving notes up an
octave, it raises to the position of the first part.

The second piece is called “Lyric dance”. The piece is written in a simple two-part
music form with Andante tempo, with a 6/8 metre and without reprise. The 4-bar in-
troduction is based on the A major tonic sounds. The themes that constitute its basis
have the character of instrumental introductions presented at the beginning of songs
and dances.

The first sentence of the period begins from the fifth bar. The first intonations of the
melody include A major DD chords. The harmonic composition of the first sentence
consists of characteristic chords used for harmonizing folk songs. In this regard, DD
3/4 given immediately after the tonic chord in the fourth bar can be a good example:
DD34-D56-T46-S7# 1-S-5 As is seen, this sentence ends with plagal cadence. The
second sentence has a repetitive structure, but after the third bar, the direction of the
melody changes and occurs a modulation to F-sharp Minor.

In the second sentence, the composer uses the intonations of F-sharp minor
and F-sharp major simultaneously and as a result, the harmonic structure contains
a chord configuration specific to both tonalities. Alternation of contrasting dynamic
nuances also takes place here. The sentence organization of repetitive themes cre-
ates various colours through these nuances and the contrast continues to the very
end. The emotional sharping (raising) at the beginning of the second sentence is
also marked with the tempo. The theme heard in the introduction is repeated at the
end of the piece. The dynamic tension created by a small culmination that occurs at
the end of the second sentence during repetition is replaced again by the initial mood
by means of mp, a tempo and the piece ends in pp nuance.
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The next piece that is called “Joke” is written in Allegro moderato tempo and
4/4 metre. The polyphonic texture is applied here. The piece is composed in the char-
acter of two-voice polyphonic pieces. The five-bar subject is initially given in the lower
voice (two-voice texture). Although its tonal height belongs to E minor in the first bar,
traditional chromatisms are heard with the second bar. With its developing, we see
A minor and C major orientations. In the second sentence of the seven-bar interlude
that is sounded following the subject, the themes of the subject are used. In this case,
D sounds of E minor are included in the accompaniment. However, the second scale
degree flatted again at its end, serves as the 6th scale degree for A minor and begins
the next passage of the subject in this tonality. The second passage is given in a bass
voice. As a part of it, we can see a triphony within four bars.

It is noteworthy that the first counteracting given to the subject is not preserved
here. And this point affects its further development. Thus, the orientations observed
in the first passage of the subject do not take place here, on the contrary, there is more
stability in the tonal plan. The arpeggio passages at the end of the piece bring a new
character to its music. In the last bars, the composer uses the themes of the first in-
terlude. The piece ends with the passage of the chromatic scale in higher voices and
the natural E-minor scale in lower voices.

The fourth piece is called “Thought”. The piece composed in Andante tempo and
with 4/4 metre, we can see a polyphonic texture. But this time the composer uses
a homophonic-harmonic texture. Its character reminds us of the small piano min-
iatures of the romantic era. The lyrical and sad melody played in a bass voice and
E-minor tonality is the main subject of the piece.

The piece has a simple three-part form with reprises. The contrast between the parts
is caused by the timbre features of the subject. The subject is sounded in a bass voice
and lower register in the outer parts, and in a higher register and the third octave in the
second part. Dynamic contrast also shows up, namely, the first passage is played in the
mp and the second passage in the f nuances. Each part creates its own periods.

The first period has one sentence. The main content of the sentence is realized
within six bars, while the next three bars act as a link connecting it to the other period.
It should be noted that the subject is based on harmonic E-minor intonations. Its har-
monic composition is presented as t-ll,-S -llI-ll,-VI-D,*>-D, -VI-IL-VII_-S..

The last t chord expresses the beginning of the second period. The second period
consists of eight bars. Its first five bars are related to the passage of the subject. But
this time the subject ends in D cadence and moves on to the next connecting bars.
This time D of D-minor refers to a small direction. At the end of the passage, we can
see tempo reducing (ritenuto). This is a preparation for the start of the subject for the
third time. In the reprise, the subject is presented in a slightly shortened form. But its
structure and harmonic language show stability. Note that the form of this piece can
also be assessed as a 3-sentence period.

The fifth piece is called “Lyric waltz”. The lyrical mood is continued in this work.
However, the sad and meditative mood observed in the previous piece is replaced by
a dancing mood. The piece is composed in Andante tempo and % metre.

The period form shows up here again. The subject presented in the D-minor tonal-
ity undergoes development and locates in the 6th scale degree of E-minor in the first
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cadence. The next development of the subject begins in E-minor tonality and prepares
the culmination of the piece facing various-directed orientations with chromatisms.
Culmination takes place in the ff nuance, with E flat major tonic sounds. Then follows
a small ending which has a character of a coda. It is based on the D-minor themes
and in the last numbers are presented St-VII56— T56 (C)-S harmonic composition.
The play ends with the S (D-major) chord.

The next piece is called “Naughty kids”. The piece written in Allegro tempo ex-
presses the whimsical fantasy of a child's world. “Azerbaijani composers try to create
clear musical images in accordance with child psychology and based on nationality
in the language of music” (Abbasova, 2017, p. 59). The first four-bar phrase acting as
the main subject sounds three times in different versions all along with the piece as
if describing the repetition of the same childish mischievousness. In each passage,
the accompaniment part in the first bar sounds in the same manner, but it develops in
a new direction, starting with the next bar. In the third passage, the composer changes
the direction of the melody as well. This is for preparing the small culmination that
takes place at the end of the piece. The musical staff, which demonstrates a dynamic
variety, is presented at this time with the highest ff nuance.

Example N1

As for the second passage, after repeating the first two bars, the direction of
the melody changes and new directions appear. Accordingly, the piece creates
a 3-sentence repetitive period form. The unstable tonal plan restores C-major at
the beginning of each sentence and the last bar is located in its tonic sound.

The seventh piece is called “Remembering the past” and continues the mood of
“Thought”. “In accordance with augmentation of image assortment of music, the mu-
sical thematics in works of the mentioned period changes; the range of genres ex-
pands; new types of genres such as etudes, frescoes, moments, moods etc. come into
view” (Seyidov, 1992, p. 221).

Here the principle of polyphonic texture and presentation of the subject in dif-
ferent voices show up again. In both plays, the subject is given first in a lower, then
in a higher register and three passages can be observed. Here the composer made
use of chromatism to a greater extent. This has led to the creation of the traditional
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unstable tonal plan. The first sounds already create a dissonance sounding, followed
by enharmonic chromatism acting as an application of the natural state of the same
sound with alteration in different parts, and patterns demonstrating atonality of sta-
bility in dissonance intervals. As in the first bar, the cadence is located at the flatted
interval 7 in the last bar.

The next piece called “Remembering my mother” acts as a logical continuation of
the current mood. Given that both plays are associated with past memories, they have
common content. However, although unlike the previous piece there are chromatisms
and alteration sounds here, the tonal centre (E minor) makes itself evident.

Continuous development of the melody and its gradual movement to the lower reg-
ister and culmination moment that finally takes place, bring the piece closer to the sixth
number. The melody delivered to a lower voice was observed in most of the pieces we
analyzed earlier. Its initial passage occurs this time in a bass line. However, the melodic
line raising gradually and moving in an upward direction passes from the tenth bar to
the right-hand part. It should be noted that raising is also observed in dynamic tones.
The music that begins in p nuance gradually is raised up to mf, f and ff . The stable and
unstable organization of the rhythm in right and left-hand parts creates a syncopation
and gives the music a recitative-declamatory character. As a consequence, a person
who remembers his mother experiences different emotional states. Dynamic contrast
in the ending, based on the intonations of the first bar is noteworthy.

The next piece called “Sad mood” continues to some extent the story of the same
hero. The sad and melancholic situation that takes place in the previous piece moves
along here. The piece is written in Adagio tempo and 6/8 metre. The chordal texture
dominates in this work. The composer actively used this type of texture in his rhapsody
for piano as well. The first two bars sound the theme from F. Chopin’s C minor prelude in
a rhythmic version. Whereas the music of this prelude is written in the form of a mourn-
ing anthem, O. Rajabov tries to use it as a quote somehow to express the pain and sor-
row of a person who lost his/her mother. Comprising the period, this theme is subjected
to a more stable and clear tonal centre than in other pieces. Tonic and dominant chords
of D-minor, as well as the subdominant, are used in accordance with classical traditions.

Adagio

LCHA
Nyl
LN
Chl

L |

L
Ylis
Chl
L1N
Iﬁﬁ[ |
Ul
i

Example N°2
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The small passage prior to the next period seems to resemble the echo of a lullaby.
Although the first sentence of the second period is based on the subject of the previ-
ous period, the movement in its second phrase becomes dynamic to a certain degree.
Harmonic D minor intonations are sounded more frequently here. In the second sen-
tence, the first sentence of the first period is repeated and creates a simple two-part
form with reprises. It should be noted that this piece has the most transparent har-
monic language among the samples we have analyzed.

This series is completed by “My memories” and appears as a logical continuation
and a finale of the subject in general. In the piece written in Moderato tempo and
4/4 metre, is applied the texture type used in the previous example. Atonality is tak-
en as a basic principle again and the various seventh chords arranged in relation to
the chromatic second replace each other. The piece consists of two periods and has
a simple two-part form. But the boundaries here are determined by the passage be-
tween the two periods. The first period consists of 18 bars and the second of 15. Due
to the presentation of the passage with a solo melody accompanied by a polyphonic
chord kept in the 6-bar volume of the passage together with the organization of the
periods with polyphonic chords, this piece bears some resemblance to the church
choral music. This piece corresponds to a mass for those who passed away and illus-
trates the hero’s thoughts, sorrows as well as his/her finding spiritual comfort under
the influence of music.

Conclusions

0. Rajabov’'s chamber-instrumental music is characterized by a world of inter-
esting and colourful images, their peculiar interpretive features. It is obvious that the
composer appeals to humanistic issues which are always important in human history.
Regardless of their genres and volumes, the subject and image-emotional content of
these works are dedicated to the sublime feelings of human virtue, the glorification
of the anthem of patriotism and struggle, feelings of friendship and love, the pure and
innocent world of children. For this very reason, O. Rajabov’s viewing and listening
audience and their affection know no boundaries of age. His music has its own place
in the hearts of both adults and children. The main part of his music for piano is pre-
sented in collections for young pianists. In these collections are demonstrated the na-
tional features of O. Rajabov’'s composing style and a new approach to folk music. The
main characterizing features of the miniatures included in the series of pieces are the
vitalization of the rich fantasy of the children’s world with various images, events and
moods, as well as the simplicity of musical expression, forms, volumes, artistic and
technical performance methods. “It is interesting that when Azerbaijani composers
create a piano repertoire for children, there are two tendencies in the chosen method
and approach. In some miniatures, we can see Garayev’s beautification style while in
others, the peculiarities of Amirov’s creation legacy” (Seyidov, 2002).

The contents commonality of the last four pieces, including the fourth one among
the ten plays we have analyzed, has united them somewhat in a series. As for the
pieces like “Joke”, “Naughty kids”, “Lyrical Waltz", “Barcarolle” and “Lyrical Dance”,
they mostly are united within one content expressing in themselves the different
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moods and emotional states of children’s world. Among the features that summarize
and differentiate the pieces, there is the preferred type of texture, the methods of the
subject development, use of polyphonic style etc. Particularly the contrast that occurs
as a result of dynamic nuances when playing the subject in different registers, is ob-
served in most of his pieces. “It is obvious from these piano pieces that the composer
can easily feel the world of children” (Imanov, 2014, p. 178). The analyzed pieces serve
as a valuable tool for the formation of a young pianist's aesthetic taste, as well as in
the development of artistic and technical performance.
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AHoTauyisa

Ctatta npuceBaveHa dopTeniaHHiin TBopYocTi Ortas Pamkaboa - siCKpaBoro
npefAcTaBHMKa asepbangyKaHCbKOi KOMMO3UTOPCbKOT LWKonu XX cT. BigsHaumMmo, wWwo
0. PagyxaboB € aBTOPOM UYMCNEHHUX TBOPIB Ansi GopTeniaHo, cepel siKUX 0cobnMBe Micue
3aMMatoTb XaHpW, HanucaHi gnsa niaHicTiB MOMOALOro BiKy. Y CcTaTTi aHanisyeTbCsl YacTuHa
Takux TBOpIB, 30KpeMa MiHiaTiopu «bapkapona», «JlipuuHuin TaHeub», «KapT», «MpisHHA»,
«JlipuyHnin BanbcC», «[ycTyHW», «3ragyrounm MuHyne», «3rafyBaHHA npo martip», «CyMHWUiA
HacTpin» i «Moi cnoragu», e KOMMNO3MTOP 3 BESIMKOK MaMCTEPHICTIO 3MIr OXWUBUTU CBIT
niTen.

Y cTaTTi npoBefeHO TEOPETUMYHWUIA aHani3 KOXHOI M'ecu i BKasaHi CTUNICTUYHI
XapaKTepuCcTUKK, BnacTuBi dopTeniaHHii My3uLi Komno3auTopa. Y TBOpax MOXHa BUAINUTU
pvcu, NpuTamMaHHi koMmnosuTopcbkomy cTumto O. PagykaboBa (cBoepigHa nepefava efieMeHTIB
HapogHOI My3uMKK, pisHMX 06pasiB B pamKax HeBenunKoi n'‘ecu, 6arata daHTasis KommnosuTopa
Ta iH.). BogHouac y 3rafiaHux n'‘ecax 3acoby MysnYHOI BUpPAsHOCTI, hopMu, 06'eMy, My3UUHOT
MOBW BUAINAOTbCA CBOEK MNpocToToro. Lli TBOpM BifirpatoTb BaX/nMBY posfib Y PO3BUTKY
TEXHIYHUX MOXJIMBOCTEN, XYAOXHbOrO MUCIIEHHS Ta €CTETUYHOIO CMaky HOHOro BMKOHAaBLA.
B poni ronoBHOI xapaKTepHOI pUCK NMOCTAE PiBHOMAHITHICTb, WO AOCAraeTbCAa 3a JOMOMOroto
OVMHaMIYHUX HIOAHCIB; PiSHUI PO3BUTOK MeNOZil; BUKOPUCTAHHA Pi3HMX pericTpiB Ta iHWi
nopi6Hi MOMEHTH.

MeTa pocnif)XeHHs — npoaHanisyBatu Aeski 3 MiHiaTiop, WO 3aliMaloTb 3HaYyHe MicLe
B hopTeniaHHii TBopyocTi O. PagykaboBa, i BUSBUTM CTUIbOBI 0COBMBOCTI KOMMO3UTOpPA.

MeToponoria Aocnig)XeHHsl 6as3yeTbCsl Ha TEOPETMYHO-MOPIBHAMNBHUX MPUHLUMMAX.
MiHiaTiopu 6ynu TEOPETUYHO NpoaHanizoBaHi 3 ornsigy Ha 3acobu BUPa3HOCTI My3UYHOI MOBM
N CxapaKTepus3oBaHi pesynbTaTamMu. TeopeTUKo-MeTOA40M0rYHY OCHOBY AOCAIAXEHHSA CKanu
HasiBHi B Liii rany3i po60oTu pociicbKuX i azepbaiyKaHCbKMX My3UKO3HaBLIB.

HaykoBa HoBu3Ha pocnifpkeHHs. Bnepwe pocnigxeHo doprteniaHHy TBOpYicTb Ortas
Pap)xaboBa, npoaHanisoBaHo MiHiaTiopy, GopTeniaHHi TBOpU KOMMO3WUTOpa MpeacTaB/eHo
AN\ TEOPEeTUYHOro aHanisy.

BucHoBKku. Cepep npoaHanisoBaHMx HaMu AecaTH N'ec, CNiNbHICTb 3MICTY MiX OCTaHHIMK
YyoTMpMa N'ecamu, BKIIFOYHO 3 HOMEPOM YOTMPK, 06'eHaNa ix B OANH NaHLIKOXOK. A n'ecu «XKapT»,
«MycTyHW», «JlipuyHnii Banbe», «<bapkapona» i «JlipuyHuii TaHeub» Ginblue 06'eAHYHOTbCS Mif
OfHMM 3MICTOM, BUCTOB/IIOOYM B COBI Pi3Hi HACTPOI, EMOLINHMIA cTaH AuTsAYoro cBiTy. Cepef
acnekTiB, WO y3aranbHIOKTb i BiAPI3HAIOTb N'eCu OAHY Bif, OAHOI, BUAINSETbCA TUM GakTypy,
Cnoco6y po3BUTKY TEMM, BUKOPUCTAHHSA MONiIQOHIYHOro cTunto Ta iH. Y 6inbliocTi n'ec
CMoCTepiraTbCsA KOHTPACTU, BUKJTMKAHI 3BYYaHHAAM TEMW B Pi3HUX pericTpax, AMHaMiYHUMKU
HtoaHcamu. [lpoaHanisoBaHi TBOpM € UiHHMUM 3acoboM GHOpPMyBaHHA €eCTETUYHOro
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CMaKy HOro miaHiCTa, a TaKOX PO3BUTKY WMOro XyAOXXHbO-TEXHIYHUX BUKOHABCbKUX
3pi6HocTeN.

Knioyosi cnosa: Ortail Papya6oB; 6apkaposa; mn'eca; iHTeprnpeTauisi; Banbc; CTUNb;
MiHiaTtopa; hopTeniaHHe BUKOHABCTBO
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OIrTAA PAOXXABOBA
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AHHOTayunsa

Ctatba nocBsleHa dopTenMaHHoOMy TBopyecTBy OrTas Pamxa6oBa — sIpKOro
npeacTaBuUTeNs azepbainyKaHCKoM KOMMO3UTOPCKOM WKobl XX B. OTMeTuM, 4To O. Pagkabos
ABMAETCA aBTOPOM MHOIOYMC/EHHbIX MPoM3BefeHun Ans dopTenvMaHo, cpen KOoTopbixX
0Cc060€e MECTO 3aHMMatOT XaHPbl, HaNMCcaHHble AN MMaHUCTOB MlafLwero Bo3pacTa. B ctatbe
aHanuMsMpyeTcs 4acTb TaKWX MPOW3BEAEHWI, B YaCTHOCTM YMOMMHAKOTCA MMUHUATIOPbI
«bapkaponna», «Jlupudeckunt TaHeuy, «llyTka», «MeuTaHue», «JIMpUYeCcKUn BanbCy,
«[TpokasHukun», «BcnomMunHas npownoe», «<BcnommHaHue o matepu», «pycTHOe HacTpoeHue»
n «Mou BOCMOMUHaHUSI», FAe KOMMO3UTOP C 6OMbLUIMM MaCcTEPCTBOM CMOI OXWBUTb MUP
neten.

B cTaTbe nNpoBeAeH TeOPeTUYECKUI aHann3 KaxAou Mbecbl U yKasaHbl CTUIMCTUYECKME
XapaKTepuCcTuKK, npucylume GopTennaHHON My3blke Kommnosutopa. B npousBegeHusix
MOXHO BbIAENWTb  YepTbl, Mpucywue KomnosutopckoMy ctuno O. PapgxaboBa
(cBoeo6pasHasi mepefiaya 3/IEMEHTOB HApOAHOW My3blKM, Nepefaya pasuyHbiXx 06pa3oB
B pamMKax He6onbluoi nbecbl, 6oratas daHTasuss KomnosuTopa u Ap.). B To e Bpewms
B YMNOMSIHYTbIX Mbecax CpeAcTBa My3blKasbHON BblpasuMTeNbHOCTH, @OpMbl, 06bema,
My3blKallbHOrO fi3blka BbILENAIOTCA CBOel MNPOCTOTON. 3TW NPOM3BEAEHMSA UrpatoT
BaXHYI0 pOSib B PasBUTUM TEXHUYECKUX BO3MOXHOCTEW, XYAOXECTBEHHOro MbILIEHNS
N SCTETUYECKOrOo BKyCa IOHOro WCMonHuUTeNns. 3p4ecb B PONM [N1AaBHOM XapakTepHOW
4yepTbl BbICTynaeT pasHoOo6pasve, AOCTUraemMoe MOCPeACTBOM AMHAMUYECKMX HHOAHCOB;
pa3fnnMyHoe pa3BUTWE MENOAUW; UCMOJIb30BaHWE PasHbIX PErncTpoB M Mpoyne Nofo6Hble
MOMEHTbI.

Lenb uccnepoBaHns — npoaHanuanpoBaTb HEKOTOPble W3 MWHMATIOP, 3aHMMaroLme
3HauuTenbHoe MmecTo B dopTenmaHHoM TBopyecTBe O. PapykaboBa, U BbISIBUTb CTUNIEBbIE
0CO6EHHOCTM KOMMO3UTOpPA.

MeTtoponorua uccnepoBaHusi 6asMpyeTcs Ha TEOPETMKO-CPaBHUTESNIbHbIX MPUHLMNAX.
MuHMaTIopbl  6bIIM  TEOPETMYECKU MpOaHanM3upoBaHbl C TOYKU 3PEHUs  CPeacTB
BbIPasnTeNIbHOCTU My3blKaslbHOMO A3blKa W OXapaKTepu3oBaHbl pesy/bTaTamu. TeopeTuKo-
METOA0NOrnYeckoe OCHOBaHWe WCCef0BaHNA COCTaBUIM CYLLECTBYIOLIME B 3TON 06nacTu
paboTbl PyCCKUX M adepbangykaHCKMX My3bIKOBELOB.
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HayyHas HoBM3Ha uccnepoBaHusi. BrniepBble nccnenosaHo GoprenuaHHoe TBOPYECTBO
Ortas PapxaboBa, npoaHanuM3upoBaHbl MUHWaTIOPbI, (opTenvaHHble MpoM3BeAeHuUs
KOMMO3uUTOpa NpeAcTaB/ieHbl A1 TEOPETUYECKOro aHanunsa.

BbiBogbl. Cpeau npoaHanuMa3upoBaHHbIX HaMU AECATU Mbec, O6LWHOCTb COAepXXaHus
MeXay MocnefHWMM YeTbIpbMs Mbecamu, BKOYAss HOMEpP 4eTbipe, 06beauHua Mx Kak
6bl B OfHY Lenouky. A nbecbl «LLyTka», «[pokasHukmu», «Jiupuyeckuit Banbc», «bapkapona»
n «Jlupuyeckunit TaHeu» 60nblue OGBEAUHAIOTCA OAHWM COLEPXaHWEM, Bblpaxas B cebe
pasfinyHble HaCTPOEHUs, 3MOLMOHaNIbHOEe COCTOSiHWe fAeTckoro mupa. Cpean acrekTos,
0606LLaloWMX U OTANYaKOWMX Nbecbl APYr OT Apyra, BblgenseTtca Tun $akTypbl, Cnocoobbl
pa3BUTKA TEMbI, UICNONb30BaHME NoNUbOHNYECKOro CTUASE U MHOTroe Apyroe. B 60/bluMHCTBE
nbec HabnoAalTCs KOHTPACTbl, Bbl3BaHHblE, B YAaCTHOCTW, 3By4YaHWEM TeMbl B pasHbiX
perucTpax, AMHaM1M4yecKUMU HroaHcaMu. [TpoaHannsnpoBaHHble NPOU3BeAEHUA NPEeACTaBAAIOT
coboit LeHHoe cpefcTBO (OPMUPOBAHWUSA 3CTETUYECKOrO BKyCa FOHOMO MUAHUCTA, a Takxke
pa3BUTHA Ero XyL0XEeCTBEHHO-TEXHUYECKMX UCTIONHUTENIbCKUX CMIOCOBHOCTEN.

KnioueBble cnoBa: Ortani PagxaboB; 6apkaposina; nbeca; MHTepnpeTauus; Banbe; CTUb;
MUHKaTIopa; popTeENMaHHOe UCMOHNUTENbCTBO
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NMPOABJIEHUE 3NIEMEHTOB ASEPBANXAHCKOWN MY 3bIKU
B TEXHUKE UCTTOJTHEHUA NJIbXAMA HA3APOBA KAK KOHTPTEHOPA
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AHHOTayunsa

CTaTbsi NocBsillleHa U3YYEeHUIO OCOBEHHOCTEN BOKANIbHOrO WCMOSIHEHWUSI 3aC/y)KEHHOrO
apTucta AsepbaingkaHckoin Pecny6nunku Mnbxama HasapoBa, KOTOpbI/i BOLIEN B UCTOPUIO
asepbaniXKaHCKOW My3blKalbHON KynbTypbl Kak NepBbld UCMOMHUTENb C KOHTPTEHOPOBbIM
TeM6pPOM rosioca. BMecTe ¢ TeM YHUKaNbHOCTb MeBLa B BOKaSIbHOM UCKYCCTBE 3aKJ/ltoyaeTcst
W B TOM, YTO OH 0611ajaeT WNPOKMM LMana3oHOM, a TakXXe pasHbIMU roJfI0COBbIMM TeMBpamMy,
YTO 06YCNaBNMBAET UCMOMNb30BaHUE Pa3IMYHON UCMOMHUTENIbCKON TEXHUKMN.

Lienb uccnepoBaHusa — onpeaeneHne 0COH6eHHOCTEN TEXHUKM BOKASIbHOrO MUCMOJSIHEHUS
Mnbxama HazapoBa B KayecTBe KOHTPTEHOpa W BIAWSHUSA 3JIEMEHTOB, MPUCYLLUX
asepbanfyKaHCKOM My3bIKe, Ha ero TeXHUKY UCTIONHEHUS.

MeTogonorus uccnefoBaHusa OCHOBbIBAETCA Ha MCMOMb30BaHUN METOAO0B My3blKallbHO-
aHaNIMTUYEeCKOro, UCTOPMYECKOro, TEOPETUYECKOrO aHanmu3a, a Takxe (U3Nonormyeckoro
aHanusa ronoca. B cTaTbe OCOGEHHOCTM Fofioca MCMOSMHMTENA TakXe npeacTaBfieHbl
[OKYMEeHTaMW, YTO MOATBEPXAATCA MOCPeACTBOM labopaTopHbIX aHanusoB. MeTogbl
W MPUHLUMMbBI MOAX0A3, MPMMEHSAEMbIE B paMKax UCC/Ief0BaHUS, HanpaB/ieHbl Ha ccrefoBaHue
0CO6eHHOCTe rofioca My3blKaHTa U Ha U3y4yeHune XapaKTepHbIX 3/IeMEHTOB asepbanyKaHCKoM
MY3bIKUN B €ro TEXHUKE UCTMOTHEHUS.

Hay4yHasi HOBU3Ha UccnefoBaHUsA 3aKJTHOYAETCH B TOM, YTO BMEPBbIE UCCNeAyeTCs BUSHME
asepbanXKaHCKOM My3bIKM Ha WCMONHEHUE 3acCny)XeHHOro apTucta AsepbanfyKaHCKoW
Pecny6nvkn Unbxama HazapoBa. B To ke BpeMsi NOSICHAIETCA MECTO U BaXHOCTb TBOPYECTBA
My3blKaHTa, MOCKOJSIbKY OH MepBbli UCMOMIHUTENb C KOHTPTEHOPOBbIM TEMOPOM rosoca
B MCKYCCTBE BOKaslbHOro cnosiHeHus Asepbaixara. 03ByunBaHve 06pasLioB HaLMOHaNbHOW
My3blKM TakMM TeM6pOM rosoca camMo Mo cebe TpebyeT TEXHUKM OTANYUTENBHOIO
WCMONTHEHUSI. B 3TOM OTHOLUEHMMU CTPYKTypa UCMONHEHUS My3blkaHTa NpeacTaBsieT coboi
NMpoLEecc, OCHOBAHHbIN Ha CNOXHON TexHWUKe. YKasaHHble OCOBEHHOCTW BrepBble U3YYeHbl
W MccnefoBaHbl Ha Hay4YHbIX OCHOBAHKSAX.

BbiBoabl. Ocob6eHHOCTM ronoca Mnbxama HasapoBa npeBpaliatoT ero B YHWKanbHOE
Cco6biTME B My3blKallbHOM KynbType A3sepbaigykaHa. B uccnefoBaHun BrepBble yaensetcs
BHMMaHWe (QU3NONOrMYECKMM OCOBEHHOCTAM rofioca My3blkaHTa W NpeAcTaBieHbl
pa3Mepbl FOOCOBbIX CKNafoK. TakuM 06pasoM, NosiCHseTC 06beM LUMPOKOro AuanasoHa
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rosoca WCMOJHUTENS, @ TakXKe MPUYMHA ero UCTOSIHEHWS] U 6aCOBbIM, U KOHTPTEHOPOBbLIM
TeM6poM ronoca. KOHTPTEHOPOBbI TeMBp rosioca MMEET CBOEOGPasHyto TEXHUKY
ucnonHeHus. UcnonHutenu, BnagetoLive Takum TeM6poM rosioca, B OCHOBHOM, o6paliatoTcst
K Mpou3BeAeHUsIM KOMMO3MTOPOB nepuofa 6apokko. 03ByYMBaHWE HaLMOHAbHOW My3bIKU
Asep6aiipkaHa KOHTPTEHOPOBbIM TEMGPOM rosioca camo Mo cebe 03HayaeT 06befUHEHUE
[IByX PasfUyHbIX TEXHWK MUCMoNiHeHusi. Tak, B cBoeM TBopuyecTBe W. HasapoB ycneliHo
06bEAVHUN TEXHUKY KOHTPTEHOPOBOMO WCMOSIHEHUS] C OCOGEHHOCTSIMU CBOEO6pPAasHOro
UCMonHeHUs asepbaiif)kaHCcKoro Myrama. B pesynbraTe MysblkaHT cMor cdopmupoBaTb
OpUrMHasnbHbI CTUSb.

KnioueBble cnoBa: inbxaM HasapoB; KOHTPTEHOPOBasH TEXHUKA UCTOMHEHUS; My3blKa
3noxu 6apoKKo; AnanasoH; UCMOJIHEHME MyraMa; adepbaikaHcKas My3blka

BeepeHue

Nnbxam HazapoB BoLLeN B UCTOPUIO asepbaitgKaHCKOM My3blKalbHOWM KyNbTypbl
KakK nepBbli UCMONHUTENb C KOHTPTEHOPOBLIM TEMOGPOM rosioca. BmecTte ¢ TeM yHu-
KanbHOCTb MeBLia B BOKa/lbHOM MCKYCCTBE 3aKJIHo4aeTcs U B TOM, YTO OH ob6najaeT
LUIMPOKMM AMana3oHoM, a TakXXe pasHbIMU roiocoBbiMKU TeMbpaMu. C 3TOWN TOYKM
3peHNs ero TBOPYECTBO — HOBOE HarpaB/ieEHUE B My3blKalibHOW KynbType A3epbainf-
XaHa. McnonHuTtenb 060ratun TEXHUKY UCTIOSTHEHUSI KOHTPTEHOPOBOIO MEHKS, a Tak-
Xe ero penepTyap. TakuMm 06pa3oM, My3blKaHT C 3TUM TeMOGPOM ronoca B CBOEM
TBOpYecTBe obpallaeTcs K NMPOM3BEAEHUSIM UCKYCCTBA, OXBaTblBalOLWMM pa3sHbie
CTWAM 1 HanpaereHus. Micnonb3oBaHWe apTUCTOM PasnYHbIX BOKaslbHbIX NPUEMOB
BO BPeMs BbICTYM/IEHUSA CBUAETENIbCTBYET O TOM, UTO €ro UCMOJIHEHNE MOCTPOEHO Ha
CJIOXKHOW CTPYKTYpe.

Lenb

Azepb6aiipkaHckasi HapofHas My3blka B penepTtyape W. HasapoBa npepctas-
nsieT 60Mbluyto BaxKHOCTb. OCHOBHasi Lieflb NpeLCTaB/IeHHOW CTaTbW 3aK/toyaeTcs
B M3Y4YeHWUMU BIUSHUS S/IEMEHTOB, NpUcyLLMX asepbaifKaHCKOW My3biKe, Ha UHTep-
npeTauuio UCMONHUTENS.

AHanus nocnegHux uccnegoBaHuii U Ny6anKaLumn

B nccnepoBaHum BnepBble U3yyeHa posib 3/IEMEHTOB, NPUCYLLMX asepbaiayKaH-
CKOM My3blke B TBop4yecTBe Mnbxama HazapoBa. B uccnegoBaHum caenaHbl CCbIIKM
Ha Hay4Hble CTaTbM 06 UCMONHUTENIE U KOHTPTEHOPOBOM MCMONHeHUN. Micnonb3oBa-
Hbl nponsBepeHun Y. Mamkumbéeinnu, 0. Kengpiwa, M. Xapasuka, M. Mmnenbca, C. Pa-
BeHca, . Abaynnasage, t0. KyxmasoBo#, B. Tym6atoBa, P. NMupunesa u apyrux.

U3noxxeHune MaTepuana uccnepgoeaHusa

Nnbxam Hazapoe poguncsa B 1985 rogy B AsepbaitgykaHe. OH ¢ feTcTBa Nposie-
NN 0co6bIN MHTEPEC K MYy3blKe U ero My3sblKasbHbI BKYC GOpMMUPOBAICs B BbICO-
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KOKYNbTypHON cpefe. V. HazapoB — onepHbIi neBel, BNUcaBLUMIA CBOE UMS B UCTO-
puto asepbaiyKaHCKOro onepHOro TeaTpa Kak apTucT, co3gaBlunii 49 o6pa3oB Ha
onepHbIX cueHax AsepbaigykaHa U Mupa. U3 aTux o6pas3oB 34 6blIN UCMOSHEHDI
B KauyecTBe KOHTPTeHOpa, a 15 — 6apuTtoHa (Bakirova, 2019, c. 108-109; Humbatov,
2020, c. 132-145). N. HazapoB yuuncs B AKkagemMun onepHoro UCKyccTBa B ropoge
O3umo (MTanus) y BCEMUPHO U3BECTHbIX MY3bIKAHTOB U AAB/ISIETCA slaypeaToM MHO-
rMX NMPEeCTUXXHbIX BOKanbHbIX KOHKypcoB (Piriyev, 2020, c. 159). 3gecb MOXHO OTMe-
TUTb KOHKYPCbI MO UCMOJIHUTENIbCKOMY MacTepCTBY B CTUIe 6apOKKO, BTOPOe MecTo
B MeXJyHapoAHOM KOHKypCe KOHTPTEHOpPOB Mupa, IV MexayHapogHbI KOHKYpPC
BOKanuncTtos nMeHn M. Maromaesa v MHorue apyrue (Abdullazade, 2020, c. 73).
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Puc. 1. Unbxam HazapoBs. ®oTo A48 KOHLUepTa bapoyHo#i My3bIKu.
Baky. ABTop ¢poto Acug doto Ctyamo, 20719 .

Mnbxam HazapoB cTan Ba)KHbIM CO6bITMEM B My3blKasibHOW KynbType Asep-
6aigpkaHa 6narogaps cnefyrolmm dhakTopam:

— OH ABNAETCSA NepBbIM OMNepHbIM NeBLIOM B AsepbaiigyaHe ¢ KOHTPTEHOPOBbLIM
TeMBpPOM ronoca;

— OH BbICTYMNaeT 1 B KayecTBe 6apUTOHa, M B Ka4eCTBE KOHTPTEHOPA.

CnenyeT OTMEeTUTb, YTO creunduKy rosioca Kakaoro UCMosHUTeNs obycnaBnu-
BalOT, MpeXAe BCero, ero MHANBMAYyasbHble KayecTBa, MPUPOAHbIN TaNaHT, UCTOJTHU-
TenbCKas TEXHUKA, BOKaslbHasi LIKoa U reorpaduyeckne yCioBus, TO eCTb Ky/IbTypa,
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K KOTOPOM OH MpuHaanexwuT. Bce aTn dakTopbl urpatoT BaXkHyt0 posib B Gopmmpo-
BaHWM UCMNOJSIHUTENSA. TN OCOBEHHOCTU OTPaXKeHbl M B TBopyecTBe W. Hazaposa —
KYnbTypa, K KOTOPON MPUHAANEXMUT UCMOSHUTENb, U UCNOTHUTENbCKAsA LKOMa onpe-
Jenunm oco6eHHOCTU ero TEXHUKU NeHust. MoSTOMY YyTOUYHUTb TEXHUKY UCTONTHEHUS
BOKasMCTa BO3MOXHO, NPOaHann3npoBaB UCMOHUTENIbCKME XapaKTEPUCTUKM KOH-
TpTEHOpa U BOCTOYHOM (a3ep6aitgyKaHCKO) My3bIKM.

KoHTpTEHOpP — 3TO TUM ronoca C CaMblM BbICOKMM [MarnasoHOM B MYXCKOM BO-
KaflbHOM MUCMOSHEHUN. «KOHTPTEHOP — 3TO TUM MYXXCKOrO rosioca, KOTopbli 9KBMBa-
JEHTEH YXEHCKOMY comnpaHo 1 Meuuo-conpaHo» (Giles & Steane, 2001). MccnegosaHus
rokKasasnu, YTO OH ABNSIeTCA CaMbIM APEBHUM CPeAn MYXCKMX FO/I0COB. «YNOMUHaHUs
06 UCMNOMHUTENSAX, MOKLUX B 3TOM TEMOpPE, BCTPEYaOTCA B MPOM3BEAEHNUAX APEBHMX
MbIcninTeneil, B ToM uncne Apuctotensi» (Ravens, 2014, c. 15). CnegyeT OTMETUTb, YTO
nofo6HOE UCMOSTHEHUE NMPUCYTCTBYET KaK B BOCTOYHOW, TaK U B 3anafHON KyfbType.
[0BOpSA KOHTPTEHOP, Ha yM, Npexae BCero, MPMXOAMT UCMOSHUTENbCKAss MaHepa Ka-
cTpaTtoB. Of4HaKO ero MOXHO pacLeHMBaTb Kak pesynbTat copMmpoBaBLIErocs B Te-
YeHune AUTENbHOMO MCTOPMYECKOro MHTepBasa UCMOMHUTENBCKOrO UCKYCCTBa. XOTA
B XIX B. UHTEpEC K UCMOMHEHNIO KOHTPTEHOPOB Hayvarn yracaTb, B 1943 ., ¢ OTKPbITUEM
M. Tunnetom ronoca aHrnuyavvHa A. [lennepa, KOHTPTEHOPbl BHOBb Hayanu 3aHu-
MaTb CBOe MeCTO Ha OMepHbIX N KOHLEPTHbIX nnatdopmax. B To e Bpems 310 npuse-
10 K JanbHENLLEMY U3YUYEHUIO OCOBEHHOCTEN KX rON0ca U UCTMIONHUTENIbCKOM TEXHUKM.
M. TunneT nucan B CBOEN CTaTbe O BrievaT/IeHUsIX MOC/e TOro, Kak BrepBble ycrbiwan
ronoc Jennepa: «CNoBHO BpeMsl B TOT MUl BOPOTUNIOCH Ha CTONETUSI Hasag, v A 6bin
abCconoTHO yBepeH, YTo I MNépcenn nucan cBOM NpoU3BEAEHNA UMEHHO AJ1F1 3TOrO ro-
noca» (Tippett n gp., 1980, c. 43). «lNocne npocnywwueaHua A. Jennepa, M. Tunner 3a-
MHTEpecoBasicsl 0OCO6EHHOCTSIMUM ero rofioca U HasBas ero KoHTpTeHopoM» (Hardwick
& Hardwick, 1980, c. 4). Takum 06pasoM, BOKA/IMCTOB-MYXXHYMH C CaMbIM BbICOKUM
TeM6pPOM rosioca cTanu Ha3biBaTb KOHTPTEHOPaMMU.

TBopuecTBOo M. HasapoBa oTpa)kaeT HOBOe HanpaBfieHWe B UCMOSIHUTENbCKOM
nckyccte AsepbaixaHa. MNpu 6onee rnybokoM B3rnsfe Ha NyTb BOKAJMCTa MOXHO
OTMETUTb, UTO Er0 TBOPYECTBO MHOrOrpPaHHO U OCHOBAHO Ha 60J1ee CIOXHOM MPUH-
uune. 3To obycnaBnNMBaeT MHOMOCTPYKTYPHbIN MCMOJTHUTENTbCKMI NPOLIECC, KOTOPbIA
cam no cebe TpebyeT NOAXOAA C Pas/IMYHbIX acnekToB. BocnpuaTtue HasapoBa, kak
NepBOro B UCTOpPUMN aszepbaifiyKaHCKON My3bIKU UCTMIONHUTENSA-KOHTPTEHOPA, MOXHO
pacueHuBaTb Kak OQHOCTOPOHHWIA B3rns Ha ero TBOPYECTBO.

Mpex e YeM onpeaenuTb 06LLME YepTbl UCTIONTHUTENTbCKMX BO3MOXHOCTeN U. Ha-
3apoBa, BaXKHO OLIeHWUTb heHOMEH MeBLia B KOHTEKCTe asepbaiyKaHCKOro BokasbHO-
NCNOJSIHUTENIbCKOr0 UCKycCTBa. BO3HMKHOBEHME B MCMOSHUTENIbCKOM WCKYCCTBeE
AzepbangxaHa heHoMeHa My3bikaHTa, 06/1a4atoLLero BbICOKMM UCMOSTHUTENTIbCKUM
noTeHUManoMm, He cnyyaiiHo. Ecnu B3rnsHyTb Ha UCTOPUIO asep6GalfyKaHCKOro BO-
KanbHO-UCNOSIHUTENIbCKOr0 UCKYCCTBA, CTAHOBUTCSH AICHO, YTO B MYy3blKanbHOWN cpe-
ae chopmMMpoBanuCb UCMOMHUTENM, KOTOPble COYETalOT B CBOEM TBOpYeCTBe pas-
NIMYHbIe UCMOJSIHUTENbCKME TPaguuuMW, OTHOCHALUMECS K pasHbIM >xaHpam. Jlyywwmnn
TOMY MpMMep — TBOPYECTBO HapoAaHbix aptuctoB CCCP P. BeitbytoBa n M. Maro-
MaeBa. 3T My3blKaHTbl CyMenu npeacTaBuTb MUPOBbIE TEHAEHLUUN BOKasbHOMoO
NCNOJSIHEHNS1 Yepes3 MPM3MYy CBOEro TBopyecTBa. B TO e BpeMs ux AenaTenbHOCTb
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dbopmMUpyeT HOBOE HanpaBeHUe B KynbType azepbaiifiykaHCKON BOKaIbHOW MY3bIKM.
TBopuecTBO W. HazapoBa — 3T0 HOBasi, OCHOBaHHasl Ha 6oraTbix Tpaauumsax popma
NposiBNeHUsi B azep6anpkaHCKOM BOKa/lbHOM UCMOJTHUTENIbCKOM UCKYCCTBE, BOCXO-
JAlas K BblAaroWMMea fesiTensM a3epbaifidXaHCKoro My3blKaJlbHOro UCKYCCTBaA.
Mo3aToMy, OfHOW M3 OCHOBHbIX HalLUX Lienen ABNAETCSA OMpefeneHne o6Lwux YepT
My3blKasibHOr0 TBOpPYECTBa WCMOJIHUTENS, NPUHLMMOB €ro BOKasbHOrO MCMOMHU-
TENbCTBA, @ TakXXe ero posiv B azepbanyKaHCKON My3blKanbHOWN KynbType.

OueHuBas ucnosHeHune W. Hazaposa, Mbl 06Hapy>XMBaeM v Tpaguuum asepbanf-
YKaHCKON BOKaNbHOM LUKOSbl, N XapaKTePHbIA AN UTaNbAHCKOMW LUKOMbl CTUb UC-
NonHeHus. B To ke BpeMsa UCMONHUTENIO YAANnoch co3faTb CBOEO6PasHbIi, UHAVBU-
JyanbHbIN 1 OPUrMHANbHbINA CTUMb NEHUS.

Nccnepys mMeTod, CTUAM M HanpaBfieHUss UCNOJIHEHUS BOKANNCTa, MOXHO OTMe-
TUTb cregytoLLee:

1. Kak 6b110 0TMeYeHo Bbllle, M. HazapoB 0co60 BbifenseTcs TeM6poOM ronoca.
B0O3MOXHOCTb UCMOSHATL B 060MX FO/IOCOBbIX AManasoHax elle 60/bLie paclumpsaeT
€ro BOKasibHble BO3MOXHOCTU. TakuM 06pa3om, 3TOT acrneKT MPUBOAUT K LLIMPOKOMY
BbIGOpY pernepTyapa U AaeT oluylleHne 6e3rpaHMYHOCTU Anana3oHa. [pu TexHuue-
CKOW OLleHKE UCMOJIHEHMS1 3TU acneKTbl 03HayakT cBO6OAY BOKasIbHOroO anmnapara
N BbICOKME TEXHUYECKME XapaKTEPUCTUKM UCMONHUTENSA.

2. Ewe oavH acnekT — 3TO COBOKYMHOCTb CTW/Ie TBOpYeCTBa UcnonHutens. To
€CTb, €CNiY 06paTUTb BHMMaHWe Ha TBOPYECTBO NEBLIA, TO 31eCb MOXHO BCTPETUTb
no6ou cTunb. Ero TBOpYecTBO OXBaTbIBaET NtOObIE XaHPbl, HAYMHasA ¢ nepuoaa ba-
POKKO, BMJIOTb O COBPEMEHHON MY3bIKW.

Tak)xe OTMETUM, YTO NMPU aHann3e ocobeHHOCTen TBopyecTBa U. HazapoBa Mox-
HO onpefenuTb ero CMHTeTUYECKMI xapakTep. Tak, B CBOeM TBOPYECTBE UCMOJHU-
Tenb yaensieT MecTo pasfiMyHbIM XaHpaMm M CTUAAM. Kak M3BeCcTHO, cyliecTByeT
onpefeneHHbld penepTyap KOHTPTEHOPOB — WCMOMHWUTENN C STUM TEMOPOM, B OC-
HOBHOM, o6pauiatoTes K Mysbike XVII=XVIII BB. MockonbKy My3sblka TOro nepuoga
cuuTanacb poAHbIM penepTyapoM Afsi UCMOMHUTENEN C KOHTPTEHOPOBbLIM TEMOPOM
rosioca, oHa ynobHa 1 ¢ TOYKM 3peHust ucnonHexus. . Hasapos., He orpaHuYMBasicb
TPaAWLUMOHHbIM penepTyapoM KOHTPTEHOPOB, BKJIOYMA B CBOW peneptyap My3biKy
KOMMO3MTOPOB pasHbiX Te4yeHun. B nx uncne kamepHo-BokanbHOE TBOPYECTBO pycC-
CKUX, asepbaifipKaHCKMX, 3anaiHOEBPONENCKNX KOMMO3UTOPOB U My3blKa pasHbIX
HapofoB. Tak, BnepBble B MMpe BOKasibHOrO UCKYCCTBa MeBeL, NCMOJSIHWUI POMaHChI
C. PaxmaHuHoOBa, . Yarikosckoro, U. Bpamca, P. LLlymaHa, a Takyxe BOKanbHbIN LMK
®. Wy6epta «JlebeanHas necHsi». ITo camMo Mo cebe TpebyeT crneunduyeckon Tex-
HUKW MCMoNHeHus. [1ns 6onee rny6oKoro M3y4eHus BbILLEN3OXEHHOMO 0653aTeNbHO
N3y4yeHne NPUHLMUMOB TEXHUKMN UCMOTHEHNA KOHTPTEHOPOB.

PasHoo6pasHble CTUNN UCMOMHEHUS, XXaHPbl U UX UCMONTHEHUE C Pas/IMYHbIMM
TeM6paMu ronoca No3BOMSAT ONPEAENUTb CIIOXHbINA CTPYKTYPHbIW MpoLecc Ucnon-
HeHusA. O6bIYHO BOKaslbHble UCMOIHUTENN NPOLOXAOT CBOE TBOPYECTBO B OLHOWA
TEXHWKE UCMOJIHEHUS, MOTOMY UYTO 3TO TPebyeT He TOMbKO OCOB0M TEXHWUKWU UCMON-
HEeHUs 1 NMpUHLMNAa NOAX0Aa, HO U B ONPefesIeHHOM CMbIC/e IBASIETCA BaXKHOW 0Co-
6EeHHOCTbI0. A 3TO CTaBWUT nepef BOKasbHbIM WUCMONHUTENEM OMpefeNieHHble UC-
NoNHUTENbCKME TpeboBaHUs, npeanonaraeT NpopeccroHanbHOe UCMosib30oBaHue
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rosloCOBOro annaparta, Hanvune COBEPLUEHHOW TeXHWKM, OornpefdesneHHbIX HaBbIKOB
WCNOJSIHEHNSI U LUMPOKOrOo MMPOBO33peHus. [laHHbin (HakTop MOXHO OMNpefenvTb
B TBOpPYECTBE KaXK[0ro UCMONHUTENS-KOHTpTeHopa. M. HasapoB ke cymen o6beau-
HUTb B CBOEM TBOPYECTBE HE TOJIbKO PassiMyHbIE XaHPbl U CTUIIN, HO U OCOBYHO UC-
MOJTHUTENbCKYHO TEXHUKY. OTO MOXHO pacLieHUBaTb Kak pefikoe siBIeHNe He TOIbKO
B MCTOpUM asepbanifiXXaHCKOW My3blKK, HO U B MUPOBOM BOKasIbHOM UCMOJIHUTETb-
ckoMm nckycctee (Kukhmazova, 2020). Tak, Ha MUPOBbIX CLiEHaX He YacTo BCTpeya-
FOTCSI UCMONHUTENN C MOAOGHBIMU XapakTepucTUKamu, a B asepbanifiXaHCKOM BO-
KanbHOM MCMOJSIHUTENIbCKOM UCKYCCTBE 3TO HOBLUECTBO. Bce 310 cBMAeTenbCcTByeT
O LUMPOKOM 1 IPKOM penepTyape.

B xofie npoBefeHHbIX UCCefoBaHMI ObIN0 YCTAaHOBEHO, YTO AMana3oH ronaoca
WCMONHUTENS COCTaBNAET NATb OKTaB. YTo6bl y6eaAUTbLCS B 3TOM, J,OCTAaTOYHO 06pa-
TUTbCA K UCMOMIHEHHbIM UM NapTusM. Cpeamn HUX ecTb NPOM3BEAEHUs, OXBaTblBato-
LMe pasnnyHble TecCUTypbl. AHanM3Mpys ux, Mbl onpegensiem, 4to U. Hasapos uc-
nosiHsieT napTum 6aca, 6apuToHa, KOHTPanbTo, MeLLo-conpaHo U conpaHo (Bakirova,
2019, c. 108-109). B uenom, feTanbHOe U3yYeHNe yKasaHHbIX MOMEHTOB MO3BOJISIET
nyyLle NPOSICHUTb TBOPYECKMIA 06pa3 neBLa.

lonocoBoW fuanasoH WCMOMHWUTENS] OXBaTbiBAeT GOJbLUON MHTEPBAN OT HOThI
C KOHTP-OKTaBbl O HOTbl € TpPeTbel OKTaBbl. B ronoce ncnonHutens nepexog oT
6apuTOHa K KOHTPTEHOPY NMPUXOAUTCS Ha 3BYKM a-h-c’-d’. Bo Bpemsi BbICTynneHus
B NEPEXOAHON MNO3ML MU MPOUCXOANT NPOLIECC NEPECTPOMKM FONOCOBOIO annapara.

OLHMM 13 OCHOBHbIX O6BEKTOB UCCNEf0BaHUIA B MUPOBOW BOKasIbHOM HayKe fiB-
nsieTca U3yyeHue OCOGEHHOCTEN rosoca MCMONHUTENEN ¢ pasiMyHbIMKM TeMbpamMu
ronoca, Guanonornyeckmx nokasaTesien ronocoBbIX CKNAAO0K, a Takxke hrU3nyecKnx
napameTpoB ronoca. Kak M3BecTHO, OAHWMM U3 BaXkHbIX (GaKTOpPOB, OnpeaenstoLmx
TeM6p ronoca y BOKallbHbIX UCMONHUTENEN, ABNSETCA AJIMHA FOJIOCOBbIX CKNaZoK.
WccnepoBatenun onpefenunu AnvHy rofocoBbIX CKAAA0K A5 KaXAoro Tuna rosoca.
[nvHa ronocoBbIx CKNafoK Y UCMIONHUTENEN U TEMOP rosioca B OCHOBHOM OLIeHMBa-
0TCA cnefyowuM 06pa3omMm:

Twn ronoca ConpaHo Meuuo- TeHop BapuToH Bac
conpaHo

OnunHa

ronocoBbIX 14.0-19.0 18.0-21.0 18.0-22.0 22.0-24.0 24.0-25.0

cKnagok (Mm)

LLnpuHa

rofoCoBbIX 2.0-3.0 2.5-3.0 2.5-3.0 3.0-4.0 3.0-5.0

cknagok (Mm)

OTO MO3BOMSIET NPUNTU K 3aK/TFOYEHUIO, YTO JSIMHA FOJIOCOBbLIX CKMafoK BUSET
Ha TeM6p ronoca. OfHaKO BO3HMKAET MHTEPECHbIN BOMPOC: KaKOBa AJIMHA royioco-
BbIX CKJTaflOK Yy UCMOJHUTENEN, obnajatowux AByMs TeM6pamu ronoca?

Bo Bpemsi npoBefieHUsi TOMOrpahuyecKknx HabnroAeHU UCTIONHUTENS yaanochb
onpefenuTb HekoTopble ¢usnyeckme napameTpbl. OTMETUM, YTO UCCRefoBaHue
NPOBOAMIIOCH Ha r1acHoM 6yKBe «M». MOLHOCTb rosoca UCMOoNHUTeNA KonebneTca
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B npegenax 57-114 gb. YcTtaHOBNEHO, YTO A/IMHA rOIOCOBbIX CK/Iaf0K COCTaBnsieT
20 MM, a WwupvHa — 6 MM. B cBSA3M C TeMm, YTO UCNONHUTENK, obragatoLme ABYMSs
TeMbpamu rosioca, COCTaBNAOT MEHbLUMHCTBO, U3yYeHne 0COBEeHHOCTEN UX rosioca
co3paeT onpegenieHHble TpygHOCTU. C 3TOM TOYKM 3pEHUS aHaM3 rosoca UCMOJHK-
Tens, U MNOJTlyYeHME HEKOTOPbIX MoKa3aTene MOXET CbirpaTb BaXKHYHO posib B UCCe-
[OBaHUAX B 9TOM 061aCTH.

'V ILHAM

Y

Puc. 1. Puc. 2.

KOHTpTEeHOpHOE MCMOTHEHME OCHOBbIBAETCS Ha CIOXHOWM TEXHMKE U OTInvaeTcs
OT TPaAMLMOHHOIO UCMONHEHUS. ICTOPUIO NEHUSA KOHTPTEHOPOBbLIM FO0COM MY3bi-
KOBeAbl MHTEPMNPETUPYIOT KaK MyTb OT MOAanbHOCTU K danbLeTy. 06 3TOM NoAPO6HO
paccka3sblBaeTcsl B KHUre aHIMACKOro uccnegoBatens CaiiMoHa PaiiBeHca (Ravens,
2014, c. 38-44). KynbTypa KOHTPTEHOPHOIO WCMOSIHEHUSI U3MEHsacb B 3aBUCUMMO-
CTM OT TEXHUKM UCMOJSIHEHMS, @ TaKXKe OT BPEMEHM, LLKOJbl, KOMMO3UTOPA N NPOYUX
dakTopoB (Clapton, 2015). Mo 3Toi NpUYMHE, UCCNeys CPeQHEBEKOBbIE CUCTEMbI
06y4eHs1, MOXXHO BCTPETUTb pasHble NMPUHLMMbI TEXHUKUN UCMONHEHUS U Pa3fINYHYHO
TEPMUHOMOMNIO, OTHOCALLYIOCSA K KOHTpPTEHOPY. MIHOraa MysblkaHTbl, OTMeyvas, YTo
KOHTPTEHOPbI OCHOBbIBAIOTCA Ha TexHUKe danbLeTa, CXOAATCA BO MHEHUU, YTO 3TO
He NoJIHOLEeHHbIN ronoc. OgHaKo nNpeacTaB/ieHne 0 TOM, YTO OHU OCHOBbIBAKOTCS Of-
HO3HaYHO Ha MCMOb30BaHUN TEXHUKN GanbLeTa — HeBepHO. B xoae nccneposaxui
6bI/I0 fOKA3aHO, YTO UCMOJIHEHWE KOHTPTEHOPA SIBASIETCSA MOMHOLEHHbIM FO10COM
M OCHOBBIBAETCS HA CMELLIAHHOW TeXHUKE (MUKCT).

danbueT — 9TO TEXHMKA, UCMOMb3yeMas BO BCeX TUMax ronoca, B OCHOBHOM
ANs AeMOHCTpauuMM BUPTYO3HOCTU rosioca M MOJyYeHUs ornpefesneHHbiX ero oT-
TEHKOB. «Falsetto» — MTanbsAHCKOE CJI0BO, O3Havarollee «10Xb». ITO CaMblil Bbl-
COKWUI PerucTp Cpeamn MY>XCKUX FOfioCOB, U 34eCb MUCMOMNb3yeTCs TONbKO [NaBHbIN
peructp. MNpu ucnonb3oBaHuM danbLeTa rofioc MArkWM, a ¢ TOYKM 3peHus obep-
TOHa — HegocTaTouHbIM (MO3TOMYy ero Ha3sblBatoT HeBepHbiM) (Kengpbiw, 1990,
c.75).
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KoHTpTeHOp — 3TO KOMGMHMPOBAHHAsA TEXHUKA, TO eCTb MexaHu3M (danbLeTa of-
HOBPEMEHHO Pe30HMPYET B rPYAM, NPeBpaLLasiChb B NOMHOLEHHbIN rOf10C, OCHOBAHHbIN
Ha cune AbixaHusl. TexHnKa UCMOIHEHUSI KOHTPTEHOpa AOCTUraeTcs nyTeM npeobpa-
30BaHusA danbLeTa B rpyaHon ronoc. o aTor npuyumHe, B 0TaMyne oT danbLeTta, uc-
NOMHeHNe KOHTPTEHOPOB 6051ee 06 bEMHOE, MOLLIHOE, HACbILLLEHHOE, ONMUparoLLeecs Ha
IbixaHue. To ecTb KOHTPTEHOPbI 06/1aAal0T BCEMU XapaKTepUCTUKaAMU MOAANbHOMO
ronoca. [pn NCNOMHEHMN B 3TON TEXHUKE FONIOCOBble CKaAKM MOMyT CMbIKaTbCs
N NOSIHOCTbIO, M HaMOJIOBUHY, @ TaKXXe MOryT COMpuKacaTbCsl TOMIbKO UX BHeLLHWe
yacTu. B uccnepnoBaHuAX MHOTUX YYEHbIX TakXe 6bl/1I0 YCTaHOBEHO, YTO MEXaHWU3M
paboTbl roIOCOBOro annaparta y KOHTPTEHOPOB, METOAbI U3BJIeYEHUs 3BYKa GIN3KM
K MpUHUMNY paboTbl MOAANbLHOro rosioca. Ham xotenocb 6bl OTMETUTL pe3ynbTaTbl
nccnefoBaHuA BblAAOLWLErocsi POCCUMCKOro yuyeHoro B. Mopo3oBa YeTbipex UCMOHW-
Tenen C KOHTPTEHOPOBbIM FO/IOCOM: «YCTaHOB/IEHHbIE HAMMW PasNyunS CPeaun KOHTp-
TEeHOpPOB Mo napameTpam BN, paBHO Kak 1 OTAIMYMA UX OT TEHOPOB, ECTb OCHOBAaHMSA
06BACHUTL OCOBEHHOCTAMM PaboTbl FOMI0COBOrO annapaTa MeBLOB, T.e. 0COHEHHO-
CTAMU TEXHUKM MeHust. OBbIYHO CYMTAETCS, YTO roJIOC KOHTPTEHOpa — 3To "pa3pabo-
TaHHbIN danbueT". BMecTe ¢ TeM He ICHO, B YeM KOHKPETHO COCTOUT MeXaHW3M 3TOM
"pa3paboTkm”. I3BECTHO, YTO CNEKTP NEBYECKOrO rosioca U ero TeM6p onpeaenstoTcs
ABymsi hakTopamMu. Bo-nepBbix, 0COGEHHOCTAMM PaboTbl FONOCOBbLIX CKMAA0K, KOTO-
pble Npy NeHWn B rPyAHOM pernctpe hopmMupytoT 605ee HacCbILLEHHbIN BbICOKUMM
06epToHaMu CMEeKTP ronoca, a nNpu danbLeTe YpOBEHb BLICOKMX FAPMOHUK CHUXKAET-
cs. B o6oux cnyyasx aMnanTyaa rapMoOHUK CMEKTPa rofocoBbIX CKNafoK 6onee nim
MeHee KpyTo (B cpegHeM okono 12 gB/oKT.) cnagaeT OT OCHOBHOIO TOHA K BbICOKUM
YyacToTaM U He COAEePXXUT HUKaKMX GOpPMaHTHbIX MakCMMYMOB B T.4. 1 BI®. MonbiTku
npunucaTb roI0COBbIM CKJlaikaM CnocobHOCTb 06pa3oBbiBaTh BIN® "'no MexaHU3my
KpaeBoro ToHa', To ecTb 6e3 yyacTusi pesoHaTtopoB (Pymakos, 1964) TeopeTudyecku
N 3KCMepUMeHTanbHO He o60ocHOBaHbI. B o6nacty Brd (2000-3000 M) cnekTp Ko-
nebaHui rolocoBbIX CKIafoK aaxke npu popcupoBaHHoM 3ByKe Ha 30—50 ab Huxe
OCHOBHOIO TOHa rosioca U MOBTOPUM, — HE UMEET CKOJIbKO-HUOYAb 3aMETHOr0 MaKcu-
Myma amnauTyabl FrapMOHKK (Mo AaHHbIM nabopatopuii Benn, daHTa n ap.). Bo-To-
PbiX, CEKTP rosioca 3aBUCUT OT aKTMBHOCTM Pe30HATOPOB rOJIOCOBOMO annapara,
KOTOpble 3HAUYUTENIbHO BULOU3MEHSIIOT CMEKTP rOSIOCOBOrO UCTOYHMKA (FOM0COBbIX
CKNafoK), T.e. 06pasytoT POPMaHTHYIO CTPYKTYPY Kak peyeBoro, Tak 1 MeBYECKOro
rosloca, B 4YaCTHOCTU BbICOKYIO NeBYeckyto opMaHTy. UTo KacaeTcs nepBoro Mexa-
HU3Ma, TO B HeflaBHelt paboTe W. CyHabepra u K. XerceTa ¢ npyMeHeHNeM CoBpeMeH-
HbIX rnoTTorpaduyecKmx TEXHONOMNA YCTaHOBJIEHO, YTO MO CPaBHEHWUIO C TeHOpaMM
1 6apuTOHaMu KOHTpTeHopa: 1) NoAAepXKUBAKOT B MEHWU 3HAYUTENIbHO 6onee HUs-
Koe cy6rnotTanbHoe (oHaLMoHHOe faBneHne Bosayxa (okono 20 mm H,0, BmecTo
40-50 n 6onee MM H,0 y TeHOPOB 1 6apUTOHOB), YTO MPUBOANT K MeHee NIOTHOMY
CMbIKaHUIO FOMIOCOBBIX CKNafoK; 2) dasa CMbIKaHWs FOfI0COBbIX CKAA0K Y KOHTpPTe-
HOPOB 3HAYMTENBbHO KOPOYE M COOTBETCTBEHHO (ha3a pasMbiKaHUsi ANUHHeE; 3) TOK
BO3AyXa Yyepes rofioCoByHo Lesb 6onblue; 4) hopMa MMMYNbCOB ToKa Bo3ayxa 6onee
OKpyrnas, YTo NPUBOAMUT K CHUDKEHUIO YPOBHS BbICOKMX FAPMOHWK B CMEKTPE 1 NPeo6-
najiaHuo OCHOBHOIO TOHa rosioca... TakuMm 06pasoM, NoslyYeHHble HaMKn pesynbTaThbl
Tak e, Kak 1 pabota CyHa6epra XorceTa, JaloT OCHOBaHUWE nosaraTb, YTO MEXaHWU3M
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roiocoo6pa3oBaHuss KOHTPTEHOPOB He YMCTO (anbLETHbIW, @ HOCUT, CKOpee BCEro,
MUKCTOBbII xapakTep» (Moposos, 2016). B To ke BpeMsi IPUHLMM AEACTBUA TEXHUKU
NCMNOJIHEHUA KOHTPTEHOPOB M3y4ancsa B uccnepoBaHuax M. C. AMeTpaHo-[XeKCoH
(Ametrano Jackson, 1987, c. 18-25), IN. unenbca (Giles, 1982, 1994, 2005), J1. Pumen-
ca (Riemens, 1977, c. 58-61) U MHOIVX APYrMX y4YeHblX, 03HAKOMMUBLUNCb C KOTOPbIMU
MOXXHO NPUIATU K ONpefeNieHHbIM BbIBOAAM.

JaHHasa ncnonHuTeNnbCcKas TeXHMKa U COCTaBNsSET CYyTb KOHTPTEHOPHOro Ma-
cTtepcTBa M. HasapoBa. Kak y>xe ynoMnHanocb BblLle, KyfbTypa, K KOTOPON NpUHag-
NEXUT KaXKAbl UCNOSHUTENb-KOHTPTEHOP, UrpaeT BaXHyt0 pofb B ero ¢Gopmupo-
BaHMM Kak neBua. C 3TON TOYKMU 3PEHUS1 XOTeNoCb 6bl OTMETUTb, YTO WUCMOJHEHME
WN. HasapoBa oTpaxaeT TakXe 0COH6EHHOCTU TEXHUKM BOCTOYHOro neHusi. OcHoBa
BOKasibHOW WWKoNbl M. HasapoBa oTo6paXkaeT Tpaguuun asepbaiifyKaHCKON U UTa-
NbSIHCKOWN BOKasbHbIX LWKOJ. XoTenocb 6bl OTMETUTb, YTO NepBOE BOKanbHOe 06pa-
3oBaHue . HazapoB nonyuun Kak xaHeHze, 1 3Ta 0COGEHHOCTb TakXe NoBAusaia Ha
€ro CTW/b UCMNONHeHUsi. C 3TON TOYKM 3PEHUS MOXHO MONYyYnUTb NpepcTaBlieHne 06
06LLUMX YepTax MCMOMHUTENbCKUX ocobeHHocTen W. Hasaposa, npoaHanusvpoBas
TEXHUKY BOKasIbHOIO MUCMOSIHEHUA Myrama.

WcnonHeHne myrama TpebyeT OT XaHEH[Ee BbIMOJIHEHUS CITOXHbIX TEXHUK, pabo-
Tbl C FO/IOCOM B KaXX[IOM [iManasoHe U NpoYnx 0COBEHHOCTEN. XOTA 3TOT NMPUHLMM
N NIeXXUT B OCHOBE aKafeMMYeCcKoro Bokasna, B MyraMHOM UCKYCCTBE OH NposiBsieT-
CS1 B COBEPLUEHHO MHOW Gopme. ITO pasnnyme NposiBASETCA B MHTEpPBabHOM CTPYK-
Type My3blKK, B HaNM4YMM PasHOMIaHOBOrO Naf0-TOHaNbHOro OTHOLLEHUS, B peanu-
3auuUn My3blKanbHOro MbllLIEHUS Ha OCHOBE OT/IMYHOro NpuHumna. OTMETUM, UTO C
TOUKM 3pEHUsI TeOpUM asepbanKaHCKON My3blKM OHO 6bl0 ByHAAMEHTANbHO UC-
CNnefloBaHO B KHUre BENUKOro komnosuTopa Y. Mamxkumbeinnu «OCHOBbI aszepbangkan-
CKOW HapogHoW My3blku» (MTagxnéekos, 1945). 3aecb U3N0XEHO NMOCTPOEHUE MEO-
Wi Mo najam, COCTaBISIIOLMM OCHOBY a3epb6aifi)XaHCKoW My3bIKK, UX CTPYKTYpPHbIE
0COBEHHOCTH, 3BYKOBYHO CUCTEMY, MOPSILLOK COKPALLLEHNS FONOCOBbIX CKNaLoK U T. A,

B asepbanifaHCKOW My3blKe UCMOJSIHAeMasi MenoAusi NpousBOAUTCA KaHOHU-
yecku. To eCTb XpOMaTu3M, OPHaMeHTbl, KOTOpble€ UCMOJIb3YIOTCA B COOTBETCTBUM
C KaxAblM nafoM, 3apaHee W3BEeCTHbl UCMOMHUTeNto. Mpn 3TOM 34ecb OCHOBHOW
dakTop, co3parowuii ceBoeobpasne 3TOM My3blKM — 3TO MHTEpPBasbHbIA COCTaB Op-
HaMeHTOB, MENOAMNYECKUX [ABUXKEHUIN, 0OYCNOBJIEHHbIN 3aKOHOMEPHOCTAMMU naja,
YTO COBEPLUEHHO OT/IMYaeTCA OT 3anajHOeBPONENCKON My3blkK. A 3TO CKa3biBaeTcs
Ha BOKasbHOM MCMOJIHEHMU, MeXaHN3Me paboTbl rofI0coBOro annaparta. CocTosiHue
rOSI0COBbIX CKMaAOK M rO/I0COBOro anmnaparta npy UCMOSIHEHUN Myrama Takxke npo-
AIBNSIETCA NO-pa3HOMY M3-3a Pas3HOW TEXHWKM MCMonHeHus. N3 aToro cnepyeT, 4to
Myram 1 akaieMnyeckoe BoKaslbHOe UCMOJIHEHNE OCHOBaHbI Ha pa3HbIX MPUHUMNaX.
Takke xoTenocb 6bl MOAYEPKHYTb, YTO (U3NONIOTMYECKME OCOBEHHOCTU TEXHUKM
NCNOJSIHEHNSI Myrama 1 MPUHLUMUMbl €ro UCMOJIHEHUS BOT YXK€ MHOrO f1eT HaxXOA4ATCS
B LIeHTpe BHMMaHWsA eBPONencKmx uccnegosaTenen.

MNcKycCcTBO MCMOMHEHMS BbICOKUM FOMOCOM SIPKO OTPaXXEHO B HALMOHANIbHOW My-
3blke AzepbainifykaHa B UCMONHEHUNU Myrama. MIMetoTcsl cekumMmn Myrama ¢ O4eHb Bbl-
COKMM CoOfepXXaHueM TecCUTypbl. 34ecb MOXHO ynoMsiHyTb Kartap, Cumanu-lLlamc
W Apyrve Myrambl, KOTOPbIX OCTATOYHO 6OJIbLIOE KOMNYECTBO. 34eChb Hanbonee Bax-

03enb, O. [posABEHNE BNEMEHTOR a3epGanixKaHCKON My3bIKi
B TeXHVKe 1CronHerna Vnbxama Hasaposa Kak KOHTPTEHopa



Bulletin of Kyiv National University ISSN 2616-7581 (Print)
2021 - 4(1) - 152-166 of Culture and Arts. Series in Musical Art ISSN 2617-4030 (Online)

HbIMW KayecTBaMu cUMTaloTCA 6e3ynpeyHas TexHnka danbLeta U UCMOMHEHWE B Bbl-
cokoit Teccutype. OfHaKo NMpVMEHsieMasi 34ecb WCMONHWUTENbCKas TexHuKa (darnb-
LieT) OT/IMYaeTCsl OT aKafeMUYECKOro BOKana TeM, YTO UCMONHSETCS B ipyro popme.
MNpw 3TOM UCNONHEHWE Myrama NperMyLLeCTBEHHO OCHOBAHO Ha rOP/I0BOM TEXHUMKE.

B cBoem TBOpuecTBe W. HasapoBy yganocb COBMECTUTb 06e TEXHUKU WUCMOS-
HeHusA. MHbIMW crioBamu, ero UCMOJIHEHME a3epbalKaHCKOro Myrama OCHOBaHO
Ha TEXHUKE KOHTPTEHOPOBOMO MCMOJIHEHUS,, U B COBOKYMHOCTM 6oratble UCMOJHU-
TeNbCKUe TPajuuumM UCKyCcCTBa Myrama elle 6onblue oboraliatoT CTUb NeHnsa Kpa-
COYHbIMM OTTeHKaMu. B kauecTBe mpumepa MOXHO B3fiTb YacTb Myrama «basTbl-
LLinpas» B MCMNONHEHMN MY3bIKaHTa, @ TakXe rolocoBble TOHA, TEXHUKY UCMOMHEHMS,
3BYKOBOCMPOU3BEAEHUE U APYrMe OCOBEHHOCTH, MOMYYEHHbIE MPU UCTIONTHEHUN a3ep-
6ainfykaHcKon HapopHol necHu «Sarl gelin» («3natoBnacasi HeBecTa») (Asgerova,
2020, c. 38-41). 3T0 NPMBOAMT K UHON UHTEpMNpPEeTaLnn 3TUX NeceH (TpaanuLMOHHbIN
roNocoBoy TeM6p WU UCMONHeHVE XaHeHAe). B Buae Buaeomartepvana npeacras-
neHa 4yacTb Myrama «basitbl-LUupas» B ucnonHeHun WN. Hasapoea (Nazarov, 2017)
B Tenenpoekte «bonblwas Onepa» U B UCNOMHEHUM NpodecCcMOoHanbHOro XaHeHae
(Mansurov, 2013).

BMecTe ¢ TeM OTMeTMM, YTO 3TO B/IUSIET HE TOJIbKO Ha MpoLiecc 3ByKOO6pa3o-
BaHus, HO M Ha npouecc moandukaumum rnacHbolx. Tak, N. Hasapos ucnonbsyet B uc-
NOMHEHUW OJIMHHBIX HOT He ByKBY «h», @ ynoTpebnsieT pasnuyHble rnacHble B popme
neraTo. A 3TO fienaeT 3ByYaHue 6onee 6bICTPbIM, MAAaBHbIM U TEKYYUM.

WHorpa BbICTYynneHUss apTUCcTa BKJIOYAOT B Ce6s TEXHWKY U 6apuUTOHA, U KOH-
TpTeHOopa. 3TO O3HaYaeT rapMOHUYHOE CcOoYeTaHMe PasfIMyHbIX TEXHUK UCMOSTHEHUS. 161
B nHTepBbIo U. HazapoB Takxe 0TMEYaEeT, YTO B 060MX TEMBPax O4eHb CITOXHO: «3TO
3HAYUT NOCTOSIHHO MEepPEepoXAaTbhbCsl, YyBCTBOBaTb Ce6S1 TO OJHUM, TO APYrMM 4Yesno-
BEKOM Jlaxe CBOMMMW MbICAsAMU. BbiTb pasHbiM, nepeBonnowartbcs. Korga Ha ogHu
CKNajku nafaeT ABa rosioca, 9T0 3HaYWUT, YTO BCe BPeMs Hafo nepecTpauBaTbCs»
(9HBEpnK, 2017).

BbiBOgbl

TakvMm 06pa3oM, KOHTPTEHOPOBOE WCMOMHeHWe M. HasapoBa MOCTpPOeHO Ha
CNOXHOW TEXHMKE UCMOJSIHEHUS. 3[eCb XOTeNnocb 6bl OTMETUTb, YTO MY3bIKaHT OT-
JaeT npeanoyTeHne pasHblM TEXHWKAM B 3aBMCMMOCTUM OT XaHpa NpovsBefeHus.
C 9TOM TOYKM 3pEHUS UCMONHEHME KOHTPTEHOPA MOXHO KrnaccuduumnpoBaTtb creay-
oMM 06pasoMm:

1. Mpun ncnonHeHWn NponsBefeHUA KOMMNO3UTOPOB Mepuosa 6apoKKo onMpaeTcs
MMEHHO Ha KOHTPTEHOPOBOE UCMOJSIHEHME.

2. Mpu ncnonHeHun asepbangXaHCKON HapOAHOWM MY3bIKM U MyramMoB OfHOBpe-
MEHHO UCNoJb3yeT akageMnyeckre U HaLMoHasbHble BOKaslbHble TEXHUKW.

3. Mpn ncnonHeHUn My3bikK pasHbIX HAPOAOB afanTUPYeT UX MOA KOHTPTEHOp-
HYO TEXHUKY UCMOJTHEHUSI.

BMecTe ¢ TeM OTMEeTMM, YTO HaLMOHaNbHOE BOKaslbHOe UCKYCCTBO A3epbang-
)KaHa oKasano BAUsiHWE Ha KOHTPTeHOpoBoe ucnonHeHune WM. Hasaposa. McnonHu-
TeNbCKUE 3NeMEeHTbI a3epbaiifXXaHCKOW HaLMOHaNbHON My3biKM BbICTYNarwT B Ka-
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4yecTBe OCHOBHOIO Bblpa3nTesibHOro cpenctea B UCMNOJIHEHUN BOKaJIUCTa. 0cob6eHHO
3TO NpPOoABJIAETCA B UCNOJIHEHUN UM a3ep6a|7|p,)KaHCK017| Hapop,H0|7| MY3bIKW, KOPOT-
KX OTPbIBKOB M3 MYyrama. OneMeHTbl HauMOHaNbHOWN MY3bIKMN TakK>Xe MOXHO pac-
cMaTpuBaTb Kak BMpTyOSHbIVI KOMTMOHEHT UCMNOSTHUTENbCKOM TEXHUKKN WU. HasapOBa.
B aTtom cny4vyae apTUCT UCNoJib3yeT NPUHUUIMbI KaK KOHTPTEHOPHOI O NeHnd, Tak U Uc-
NOJIHEHUA MyramMa.

an/IHI/IMaFI BO BHMMaHME BCe BbllLleCKa3aHHOE, MOXHO I'Ipl/ll7|TI/I K 3aKJ1l04EeHUIO,
yTo peATenbHocTb WU. HasapOBa 06OFaLU,aeT TEXHUKY WUCMNOJIHEHUA KOHTPTEHOPAQ,
BHOCUT HOBbl€ BEAHUA U paCLUUPAET NPUHLUNI UCMOJTHEHUA.
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MPOAB EJIEMEHTIB ASEPBANAXXAHCbKOT MY3UKU
B TEXHILUI BUKOHAHHA 1JIbXAMA HA3APOBA AAK KOHTPTEHOPA

OcmaH O3enb

JOKTOp (pinocopcbKux Hayk;
ORCID:0000-0003-2399-5728; e-mail: osman.ozel.85@mail.ru
@artca, TypeyynHa

AHoTauyis

CTaTTs MpUCBAYEHA BUBYEHHIO OCOGNIMBOCTEN BOKASIbHOrO BUKOHAHHSI 3aCIY)XEHOro
apTucta AsepbaifkaHcbkoi Pecny6nikvu Inbxama HasapoBa, AKMIA yBilWOB B iCTOpItO
asepbanXKaHCbKOT My3MYHOT KyNbTYpU SIK NMepLunii BUKOHaBeLb 3 KOHTPTEHOPOBUM TeMOPOM
ronocy. BogHo4yac yHikanbHIiCTb cniBaka y BOKarbHOMY MUCTELTBI Nonsrae i B TOMY, WO BiH
BOJIOA€ LUMPOKMM [ianasoHOM, a TaKoX PiSHUMU roNoCOBUMU TEMGPaMM, O 0GYMOBIIHOE
BUKOPUCTaHHS Pi3HOI BUKOHABCbKOI TEXHIKU.
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MeTa pocnig)KeHHs — BUW3HaAYeHHA OCOGMBOCTEA TEXHIKM BOKa/IbHOr0 BWKOHAHHSA
InbxaMa HasapoBa Ik KOHTpPTEHOpa i BMMBY €NleMEHTIB, BNlacTUBMX asepbaigyKaHCbKin
My3ULli, Ha NOro TeXHiKY BUKOHaHHS.

MeToponoria  fOCniAXXeHHA TPyHTYETbCA Ha BWUKOPUCTaHHI METOAIB  MY3UYHO-
aHaniTMYHOro, iCTOPMYHOrO, TEOPETMYHOro aHanisy, a TakoX @i3ionoriyHoro aHaniay
ronocy. Y cTaTTi OCOG/MMBOCTI rOfOCYy BUKOHAaBLS TaKOX MpeAcTaBfieHi [OKYMeHTaMu,
WO MNigTBEPAXKYHOTbCA nabopaTopHMMM aHanisamu. MeToau i NpuHUMAM nigxomy, WO
3aCTOCOBYIOTbCSl B MeXax AOCHiAXEHHs,, CNpsMOBaHi Ha BMBYEHHA OCOBIMBOCTEN ronocy
My3MKaHTa i XxapaKTepHUX eNIeMEHTIB a3epbainyKaHCbKOT My3UKY B MO0 TEXHILi BUKOHAHHS.

HaykoBa HOBMU3Ha AOCHIZ)KEHHsI Nonsrae B TOMY, WO BrepLle AOCAIAXYETbCA BMAUB
asepbanKaHCbKOl My3MKM Ha BUKOHaAHHSI 3aclly)keHoro apTtucta AsepbaigyKaHCbKOI
Pecny6niku Inbxama HasapoBa. BogHo4yac MOSICHIOETbCA Micle i BaX/MBICTb TBOPYOCTI
My3WKaHTa, OCKiflbKW BiH Meplinii BUKOHaBELb 3 KOHTPTEHOPOBUM TEMOPOM rosocy
B MUCTELTBI BOKaNbHOrO BMKOHaHHS A3epbaifkaHy. O3ByYyBaHHsi 3pasKiB HaLioHasbHOT
My3WKM TakMM TeMOpOM TrO/ocy BMMarae TexHiKM BiAMIHHOrO BUKOHaHHS. B uUboMy
BifHOLLEHHi CTPYKTypa BMKOHaHHA My3MKaHTa € NpOLEecoM, L0 3aCHOBAHWI Ha CKIagHin
TexHiLi. 3a3HayeHi 0co6MMBOCTI BrepLUe BUBYEHI | LOCNIAKEHI Ha HayKOBUX NifcTaBax.

BucHoBku. OcobnuBocTi ronocy Inbxama HasapoBa nepeTBOpHOOTb MOro B YHiKanbHY
MoAito B My3WYHi KynbTypi AsepbaipkaHy. Y [OCRILKEHHI Breplle npuAinaeTbcs yBara
dizionoriyHMM 0COBNMBOCTAM rofIoCy My3WKaHTa i MpeacTaB/ieHi poO3Mipyu ronoCOBUX CKIALOK.
TaK1MM YMHOM, NOACHIOETLCSA OBCAT LUMPOKOro AianasoHy rofocy BUKOHaBLA, @ TakoX NpuyMHa
Oro BMKOHaHHSA i 6acOBUM, i KOHTPTEHOPOBMM TeMBPOM roniocy. KOHTPTEHOPOBUI Tembp
rofiocy Mae CBOEPIAHY TexHiKy BMKOHaHHSA. BuKOHaBLj, fIKi BONOAIOTb TakUM TeMOEPOM
rofiocy nepeBa)KHO 3BepTaroTbCA O TBOPIB KOMMO3UTOPiB enoxu Bapoko. O3ByuvyBaHHSA
HauioHanbHOT My3uku A3epbaiifykaHy KOHTPTEHOPOBMM TEMOGPOM rosiocy 03Hayae 06’'e€gHaHHS
[BOX Pi3HUX TEXHIK BMKOHAHHSA. Tak, y CBOI TBOPYOCTI BUKOHaBELb YCMiLWHO 06'€fHaB TEXHIKY
KOHTPTEHOPOBOrO BUKOHAHHSA 3 0COBNMBOCTSIMU CBOEPILHOIO BUKOHaHHS adepb6aiifyKaHCbKOro
Myrama, yHacnifjok 4oro My3ukaHT 3Mir copmyBaTh OpUriHabHUIA CTUb BUKOHAHHSI.

KnrouoBi cnoBa: Inbxam HasapoB; TexHika BMKOHAHHA KOHTPTEHOPa; My3MKa ernoxu
Bapoko; fiana3oH; BUKOHaHHSA Myrama; a3epbaiaHcbka My3uka

MANIFESTATION OF AZERBAIJANI MUSIC ELEMENTS
IN ILHAM NAZAROV’'S PERFORMANCE TECHNIQUE
AS A COUNTERTENOR

Osman Ozel

PhD; ORCID:0000-0003-2399-5728; e-mail: osman.ozel.85@mail.ru
Fatsa, Turkey

Abstract

The article is devoted to the study of the features of the vocal performance of the Honored
Artist of the Republic of Azerbaijan Ilham Nazarov, who entered the history of Azerbaijani
musical culture as the first performer with a countertenor timbre of voice. At the same time, the
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singer's uniqueness in vocal art lies in the fact that he has a wide range, as well as various vocal
timbres, which determines the use of various performing techniques.

The purpose of the research is to determine the features of Ilham Nazarov's vocal
performance technique as a countertenor and the influence of elements inherent in Azerbaijani
music on his performance technique.

The research methodology is based on the use of methods of music-analytical, historical,
theoretical analysis, as well as physiological analysis of voice. In the article, the characteristics
of the performer’'s voice are also presented with documents, which are confirmed through
laboratory tests. The methods and principles of the approach used in the framework of
the research are aimed at studying the features of the musician’s voice and studying the
characteristic elements of Azerbaijani music in its performance technique.

The scientific novelty of the research is that the influence of Azerbaijani music on the
performance of the Honored Artist of the Republic of Azerbaijan Ilham Nazarov is being
investigated for the first time. At the same time, the author explains the place and importance of
the musician’s work in the art of vocal performance in Azerbaijan. I. Nazarov is the first performer
with a countertenor voice timbre in the art of vocal performance in Azerbaijan. Voicing samples
of national music with such a timbre of the voice itself requires a technique of distinctive
performance. In this respect, the structure of the musician's performance is a process based
on a complex technique. These features have been first studied and investigated on a scientific
basis.

Conclusions. Based on the study of the features of I. Nazarov's performance, the following
may be concluded: I. Nazarov is a vivid example of the art of vocal performance in Azerbaijan.
The features of the voice turn the performer into a unique phenomenon in the musical culture
of Azerbaijan. The study focuses on the physiological features of the musician’s voice and
presents the size of the vocal folds for the first time. This explains the volume of the broadband
of the performer’s voice, as well as the reason for his performance by both the bass and
countertenor timbre of the voice.

The countertenor timbre of the voice has a distinct technique of performance. Performers
having such a timbre of voice mostly refer to the composers’ works of the Baroque period.
Voicing the national music of Azerbaijan with a countertenor voice timbre in itself means
the combination of two different performance techniques. Thus, in his work, the performer
successfully combined the technique of countertenor performance with the features of
the original performance of Azerbaijani mugham. As a result, the musician was successful in
forming a unique, original style of performance.

Keywords: Ilham Nazarov; counter-tenor performance technique; Baroque music; range;
mugham performance; Azerbaijani music
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