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HUrops Bragnmuposny MAIIMEBCKUM

O00KMOp UCKYyccmeosedeHus, npogeccop, 3a8. cekmopom uncmpymenmogedenus PUUU,
axaoemux PAEH u MAU OOH, 3acnyscennwiii desmens uckyccme Yxpaunwl u Ilonvuiu
Canxm-Ilemepbype, Poccus

thormew(@mail.ru

MAKAM B KPYT'Y MUPOBBIX MY3bIKAJBHBIX IUBUJIN3ALIANA

Oco0blil TOMUAIEMEHTHBIN (110331, TIeHHe, Xopeorpadusi, BOKaIbHO-UHCTPYMEHTAIbHAS,
WHCTPYMEHTAIBHO-TAHIIEBAJIbHASI MY3bIKa) JKaHp U crienuduaeckas Gopma (TUIIEPIIUKIT) Ma-
KaMa SIBUJINCH SIPYAMIIUM XyT0)KeCTBEHHBIM ()EHOMEHOM MY3bIKATbHON ITUBMIIM3AINHN CTPaH
u HapozaoB bimmkHero n Cpennero BocToka, 0XBaTUBIIEM OTPOMHYIO TEPPUTOPHIO (OT 3amaj-
HOTO TToOepexbs Adpuku 10 MHAMN) ¢ MHOTOMWJITTHOHHBIM (HBIHE ITPEBBIIIAOITIM MUJLTHAP/T)
HaceneHueM. [lo cBoeMy pa3Maxy, LEIbHOCTH, BBICOYANIIIUM XyA0KECTBEHHBIM JI0CTOUHCTBAM
¥ 3HAYMMOCTH B OOIIIECTBEHHOM CO3HAHUH, (PMIOCOPHUU U KYIBTYPE OlIUMHCHE-CPEOHEe8OCmoU-
HaA MY3bIKAIbHAA WHEUIU3AWUA BIIOJIHE COMOCTaBUMA C JIByMsl JPYTUMU MUPOBBIMH MY3bI-
KaJIbHBIMU LIUBUIN3ALUSAMU: €8PONEIICKOIl 1 0/1bHEGOCMOYHOI.

Ona 3wxaercs Ha GOpMHUPYEMON B TEUCHHH Psila BEKOB 00u4ell — HaIPETHOHAIILHON U
HAJHAIIMOHAIBHON — cucmeme QyHKIMOHUPOBAHUS, MUPOBO33PEHUYECKUX, PEIIUTHO3HO-ITH-
YEeCKHX, HPAaBCTBEHHBIX, XyJO)KECTBEHHBIX LIEHHOCTEH, (punocopuu, mo33uu, My3bIKaIbHON
MIPAKTHKE, a TAKXKE ICHmemuKe U meopuu my3vlkKu, OIUCTaTeNIbHO pa3padaTbiIBa€MbIX — B CBO-
€M TBOPYECTBE U HCCIEAOBATENIbCKUX TPYyAax, co BpeMeH CpeaHEBEKOBbS, — MBICIUTEISIMU
bmmxnero n Cpeanero BocToka, cpeau KOTOpBIX BENIMYAMIIME yMbl MUPOBOM HAyKH BCEX
BpemeH A0y Hacp anp-®apabu, A6y Anu ubn Cuna (ABuuenHna), Keit-Kasyc, Myxammay ain-
Xopesmu, Cadu an-lun Ypmasu, Kyt6 an-/{un am-Ilupasu, A6gypaxman J>xamu, Japsum
Anu YaHru u psiji Ipyrux.

U xax pa3 B.makame co BCEMH €ro MHOTOHAIIMOHAIbHBIMU U PETMOHAJIbHBIMU Pa3HOBUTHO-
cTsamu (0acmeax Vipana u AzepbamkaHa, XOPE3MCKUM MAKOMOM, OyXapCKUM UMaAMMAKOMOM,
AIDKUPCKON HyOueil, F0')KHOCIIABIHCKUM HUOemom U T.J1.) — TOJ0OHO eBpONEHCKON CUM(POHUH,
onepe, TUIOJIOTHMM WHCTPYMEHTApHs, KAHPOBOH, PUTMO-TaPMOHUYECKOM, KOMITO3UIIMOHHON
cUCTEeMaM M T.II. — Hanbosiee PKO PeaTn30BaINCh 3HAKOBBIE SIBJICHUS OMM)KHE-CPEIHEBOCTOY-
HOW My3bIKQJIbHOHN [IUBUIIN3AIMH, OTPAKAEMBIC KaK B ACTETHKO-(PUIOCOPCKON U 00IIEeXyT0xKe-
CTBEHHOM cucTemMe 00pa3oB, TaK U B TUIIOJIOTHH U CTPYKTYPUPOBAHUU MY3bIKaJIbHBIX (OPM.

B XXI B. oOpatienre k Makamy pUOOPETAET 0coOyI0 aKmyanbHOCHb B CBS3U C TEM, UTO
peajuy Hallero BpEMEHHU OTPa)kaltoT HE TOJIBKO SIBJICHMSI B3aUMOCBS3HM Xy OKECTBEHHbBIX CHC-
TE€M BHYTPH TOW UM MHON MY3bIKaJIbHOW LIMBUJIM3AIMU, HO U 83auUMOOeiicmaue mexcoy coooi
Pa3TUYHBIX MUPOGHIX YUEUAU3AYUTL VI OTACIIBHBIX COCTABIISIONINX UX XY00HCECMEEHHBIX CUC-
mem.
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Thor MACIJEWSKI

Dr. Habil., Professor, Head of the Organology Department of the Russian Institute
for the History of the Arts,

Academician of the Russian Academy of Natural Sciences, Honored Artist of Ukraine
and Poland

Saint-Petersburg, Russia

ihormew(@mail.ru

THE MAQAM IN THE CIRCLE OF WORLD MUSICAL CIVILIZATIONS

The special polyelement genre (poetry, singing, choreography, vocal-instrumental,
instrumental-dance music) and specific form (hypercycle) of magam have been the brightest
artistic phenomenon of musical civilization of the countries and peoples of the Near and Middle
East, covering a vast territory (from the west coast of Africa to India) with a population of
many millions (now exceeding one billion). In its scope, integrity, high artistic merit, and
significance in social consciousness, philosophy, and culture, the Near and Middle Eastern
musical civilization is quite comparable with the other two world musical civilizations: the
European and Far Eastern.

It rests on a common system of functioning, worldview, religious and ethical, moral,
artistic values, philosophy, poetry, musical practice, as well as the aesthetics and theory of
music, brilliantly developed over the centuries in the works and researches, since the Middle
Ages, by the thinkers of the Near and Middle East, among them the greatest minds of world
science of all times: Abu Nasr al-Farabi, Abu Ali ibn Sina (Avicenna), Kay Kavus, Muhammad
al-Khwarizmi, Safi al-Din Urmavi, Qutb al-Din ash-Shirazi, Abdurahman Jami, Darwish Ali
Changi and others.

It is just magam with all its multinational and regional variants (dastgah of Iran and
Azerbaijan, Khorezm maqom, Bukhara Shashmaqom, Algerian nubia, South Slavic nibet, etc.)
that — similar to European symphony, opera, typology of instrumentation, genre, thythm? and
harmony, compositional systems, etc, — Sign phenomena of Near and the Middle East musical
civilization, reflected both in the aesthetic-philosophical and general artistic system of images
and in the typology and structuring of musical forms, have been realized most vividly.

In the 21st century, the reference to the magam becomes especially relevant since the
realities of our time reflect not only the phenomena of the interconnection of artistic systems
within a particular musical civilization but also the interaction of various world civilizations
and their artistic systems.

Tamuniaa Maxmynosua J2KAHU-3AJIE

KaHOUuOam ucKyccmaeogeoenusi, 0oyernm xagheopwvl ucmopuu my3viku Poccutickoii akademuu
My3biKU umeru I Hecunvix

Mockea, Poccus

djaniz@mail.ru

®EHOMEH UCJAMCKON IUBUJIN3ALIUN B MY3BbIKAJIbHO HCTOPUN
COBPEMEHHBIX HAIIMOHAJIBHBIX KYJIbTYP

MHuTepec K M3y4eHHIO IMBUIIN3ALMOHHBIX OCHOBAaHUH KYJIBTYPBI HCJIaMa BO3POC BO BTOPOU
rnoaoBrHe XX Beka U He ocjiabeBaeT B HAIlIM JHHU. BMecTe ¢ TeM, OOJIBIIIMHCTBO UCCIIETOBAHMI
MIPOBOJIUTCS B OTHOIIEHUHU OT/AEIBHBIX CTPaH U HAPOJOB MIIM MY3BIKAJIbHBIX CTPYKTYP, HHCTPY-
MEHTOB 0e3 pa3paboTku npezcTaBieHuil o peHomene Mcnamckoil nuBuiIM3anuy, o ee My3bl-
KaJIbHBIX 0cOOeHHOCTAX. [IpennaraeMplil KylnbTypoJOTH4eCKUN AUCKYPC UCCIEA0BaHuUs BblIE-
nset VcnaMckyio HMBUIIM3ALMIO B KAUECTBE KYIbMYPHOU cunepcucmemst (Ha-3THUYECKON
U HaJ-TOCYapCTBEHHOM), obnajaronieil cnenunpuyeckuM Oyxo8HsiM A0pom. My3bIKallbHbIE
JTOCTHKEHUS HclIaMCKor KyapTypHOM obmuoctu ¢ VII mo XVII Beka yHacnenoBaHbl pa3iny-
HBIM 00pa30M M COCYLIECTBYIOT B COBPEMEHHBIX HALIMOHAIBHBIX KYJIBTYPax B BHJIE CAMOCTO-
ATEIBHOTO MY3bIKaJIBHOTO IUIACTa, HAPSLy C «POJHBIM» dTHUYECKHUM ILIACTOM U C «JIPYTHMID)
(«9yKEepOIHBIMU») SBJICHUSAMH, KaK ATHUYECKUMHM, TaK M [IUBUIM3ALMOHHBIMU — 3alaHOEB-
POIIEHICKMMH, COBETCKUMH, PYCCKHUMH, IPEBHETPEUYECKUMH, MHIUNCKUMU U Ap. Ilostomy B
BOIIPOCE B3aMMOJEHCTBHSI C MHO-KYJIBTypaMH aKTyaJIbHbIM CTAHOBUTCSI HE CTOJIBKO MpobIemMa
MYJBTHKYJIBTYPHOCTA COBPEMEHHBIX COOOILECTB, CKOJIBKO UX GHYMIPUKYIbMYPHAA 2emepo-
2eHHOCmb, OOHAPYKMBAIOLIasi CBO00pa3ne UCTOPUUECKOTO MMy TH KaXK10H HallUH.

Mapxkupyst 0OCHOBHBIE IIPU3HAKU LIMBUIIN3ALIMOHHO-UCIIAMCKOTO IJ1aCTa B MY3bIKE MBI OCTa-
HaBJIMBAEMCS:

— Ha 3HaUUMOCTH «ciblanus» (KopaH — He NMCbMEHHBIH TEKCT, a U3Ha4aIbHO — 3ByKOBOE
nociaHue, spaeHHoe Myxammany B KauecTBe arpuOyTa boKecTBEeHHO pealbHOCTH) U «CIIy-
maHus» (MonuduKanys aBpaaMHUuecKuX UaeH, poiib cypusMa) B GOpMUPOBAHUN KOHLETIIUU
«MY3BIKI» U OOTOCIIOBCKO-IIPAaBOBOTO OTHOIIEHUS K HEH, 4YTO 0OHApYKUBAET TEOLIEHTPUUHOCTh
KYJBTYpbI B IUXOTOMHUH «CBALIEHHOE-MUPCKOE;

—Ha IMHAMUKE BHYTPU-IIUBUIM3AIIMIOHHOTO PAa3BUTHUS SBJICHUH, OCHOBAHHBIX HA HCIAMCKOM
MY3bIKaJIbHOM NPO(EeCCUOHATN3ME, BBIIEIASA TPU UICTOPUUECKHX ITara My3bIKaJIbHON HCTOPUU
B cMeHe domunanmuuix cyoxynsmyp (VII-X — apabekoit, XI-XV — nepcuackoit, XVI-XVII —
TIOPKCKOI), UTO COBIAAAET C POXKICHUEM TPEX JIUTEPATypPHbIX (MIMCbMEHHBIX ) S3bIKOB;

— Ha 0COOCHHOCTSX B Pa3BUTUHU HEKOTOPBIX PETMOHAIBHBIX MY3bIKAJIbHBIX TPAIULMNA U TEp-
MUHOB (B YaCTHOCTH, TEPMUHA «MaKaM»).

Tamila DZHANI-ZADE

Candidate of Science (in Art History), Associate Professor of the Department of Music
History of the Russian Academy after the name of Gnesins

Moscow, Russia

djaniz@mail.ru

PHENOMENON OF ISLAMIC CIVILIZATION IN THE MUSICAL HISTORY
OF MODERN NATIONAL CULTURES

The study on foundations of Islamic civilization increased in the second half of the 20™
century and doesn’t subside today. But the most studies on music are carried out in divided
countries or people, musical structures, instruments without to reveal an idea of the Islamic
civilization phenomenon and its musical develop.
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The culturological discourse of study distinguishes Islamic civilization as a cultural
hypersystem (supra-ethnic, supra-state) with a specific spiritual core. The musical achievements
of Islamic community (from the 7% to the 17" centuries) are inherited in various ways and
coexist in modern national cultures as an independent musical layer, along with a “native”
ethnic layer and “other” phenomena — both ethnical and civilizational (West European, Soviet,
Russian, Indian, ancient Greek etc). Therefore in the issue of interaction with “foreign”, it is not
so relevant the problem of multiculturalism in modern communities, but the problem of their
intracultural heterogeneity, which reveal the historical path of each nation.

In marking the main signs of the Islamic civilization layer I consider:

— the significance of “hearing” (the Quran is not a written text, but a sound message send
down to Muhammad) and “listening” (modification of Abrahamic ideas, the role of Sufism)
in the formation of “music” concept and theological-legal relationship to it, which reveals the
theo-centricity of culture in its “sacred-worldly” dichotomy;

— the dynamics of civilization phenomenon’s development based on Islamic musical
professionality, which highlights the three stages of musical history in the change of dominant
subcultures (VII-X — Arabic, XI-XV — Persian, XVI-XVII — Turkic) — these periods coincide
with the birth of three literary (written) languages;

— the peculiarities of some regional musical traditions, terms (including magam).

Auexcanap badanuszosuu JKYMAEB

KaHOUuOam ucKyccmaeoseoenus, npeoceoamenv Mccieoosamenvckotl epynnwi « Maxamy
Meowcoynapoonoeo coeema no mpaouyuonnou mysvixe (ICTM)

Tawkenm, Y36exucman

adjumaev@yahoo.com

MAKAMAT B UCCJEJOBAHUAX POCCUMCKHUX U COBETCKHNX
YYEHBIX: HAITPABJIEHU A, KOHUHEIIIWA 1 UAEN

PacnpocTpanenne u3BecTuil 0 MakaMmare B KyJIbTypHBIX Kpyrax Poccun cBsizaHO ¢ pa3Bu-
THeM BocTokoBeieHus. B nepBoit Tpetr X VIII Beka 31ech MOIJIN OBITh M3BECTHBI TPAKTATHI O
Mmy3bike JImutpus Kantemupa co cBeneHUsIMH O Typeukux makamax. Mudopmanus o0 3Tom
BHJIE€ MY3bIKM MYCYJbMaH BO3pacTaeT BO BTOpOoW mojoBuHe XIX Beka, MOCIE BKIIOYEHUS B
cocraB Poccuiickoii umnepun TypkecTaHCKOro Kpasi ¢ €ro CTapbIMU LIEHTPAaMU CpeAHea3uar-
CKoro Maxkomara. biuskue k Makamary BOIpOCHI (apy3, TPAKTaThl O My3bIKE), pa3padaTbIBalOT
BoctokoBenbl (/. ['manoypr, ®@. E. Kopm, B. B. baprons). BnepBsie cBefenust o makomax B
TypkecTane 3aduxcrupoBan B cBoeM aHeBHUKE (B 187072 rr.) my3bikaHT u3 Cankr-IletepOypra
1 MOCKBBI, BOCHHBIH KareiabMencTep ABrycT UXropH. O HUX YIIOMUHAIOT 3THOTpadbl U UCTO-
PUKHU. 3HAHUS O MAKOMATE HOCSIT OTPBIBOYHBIN M CIIyYalHBIM XapakTep.

Cucremarnueckoe U3yuyeHUE MaKOMaTa HauUMHAETCSl B COBETCKOE BpeMs. Brinenstorcs 1Ba
neproaa: 1920-e—1950-¢ u 1960-e—1980-¢ ronpl. B kaxxaoM — CBOM aKTyajdbHBIC TIPOOIEMBI.
Cpenu npoOsieM MepBOro mnepuoza: TEPMUHBI U NOHATUS MakoOMaTa; KJIaccoBas CyLIHOCTb U
cofiep)KaHHUEe MAaKOMOB; O 3aBHCUMOCTH y30€KCKUX M TaPKUKCKUX MAaKOMOB OT MY3BIKH II€p-
COB, apaboB, TYpOK; 17-THCTYNICHHBIN 3BYKOPS/I; HOTHAS 3aITUCh; OTHOIICHHE K MIOTHICCKUM
TEKCTaM; KAHOHBI U UX OOHOBJICHHUE; UICTOYHUKH U METOBI U3yUEHUS; CEKYIIIpU3aLus U CO3/a-
HUE 3CTETU3UPOBAHHON KOHLEPTHOH «mozenn». OCHOBHAs HAIIPaBIEHHOCTh UCCIIEJOBAHUN —
000CHOBaHME CTaTyca MakoMara Kak KJIacCHYeCKOro, MpoQecCHOHAIBLHOIO HCKYCCTBA, €ro
CBSI3€M C HAPOJHOM MY3BIKOHM, IPUHAUIEKHOCTH K HALIMOHAIBHBIM MY3bIKaJIbHBIM KYJIBETYypam
CCCP. B 1920-e roas! B 000pOT COBETCKOTO My3bIKO3HaHUs BBoAUTCS byxapckuii [llammvakom

6

(B. A. Ycnenckuii, B. M. bensie, Aonypayd @utpat, H. H. Muponos). My3bIkoBelbl 1 BOC-
TOKOBE/Ibl 3HAYUTENIbHO PACIIUPSIOT WCTOPUYECKUE U TEOPETHUYECKHE 3HAaHUS O MaKomare
(B. M. benses, E. E. Pomanosckas, A. A. CemenoB, A. H. bonaeipeB). C cepenunbr 1930-x
rogoB B. M. besnsieB onepupyer NOHATHEM «MYy3bIKaJIbHOE BOCTOKOBEIEHUEY. Ha ocMbIceHne
MakoMaTa BIHSIOT Tpy/bl 3anagHoesponeiickux (I k. ®apmep) u typeukux (Payd Exra beit)
MY3BIKOBEIOB, Y. ['amkubexoBa, X. C. Kymnapesa. B konne 1950-x rogoB nosiBisieTCsi KOHIIETI-
TyaJbHOE OIIpe/esieHIe — «IpodeccroHambHast My3blka yCTHOU Tpagumum» (P. M. Kapomaros,
T. C. BbI3r0), cTaBiiee 0CHOBOIIOIATAIOIINM Ha HECKOIBKO JI€CATHUIICTHMA.

B 1960-e—80-e roapl MHTEpeC K MCCIEIOBAaHUIO MaKoMaTa ycuiuBaercs. B Hayky mpuxo-
JST HOCUTENH Tpaauuuu. opMHUPYIOTCS HEHTPBI U3yUeHHs B Y30ekucTane u TaKUKHCTaHe.
Cpenu maBHBIX TEM U TEHJICHLUH 3TOr0 Nepro/ia: BhISIBICHHUE CBsI3€l (110 TpakTaraMm O My3bl-
K€) MAKOMHOTO HACJIEUsI CO CPEIHEBEKOBBIMU TEOPETUYECKUMH CUCTEMaMH M UICTOPUYECKUMHU
¢dopmamu makamara (M. P. Pamxa6os, 0. I'. Kon, O. Marsiky0oB 1 ipyrue); paciiipeHre BUaoB
HCCJICIOBAaHUS MaKoMaTa — TEOPETUIECKHH, (PrI0cO(hCKO-ICTETHUECKUI, CPAaBHUTEIIBHBIN, 1TU-
Bunm3anmonnblil v unble (C. [1. lanunkas, J1. I. Kosaine, H. I'. [llaxnazaposa, B. C. Bunorpanos,
T. M. [)xanu-3ase); pa3Burue uueu «MakomMaoro cumponmsmay (H. C. SIHoB-SHOBCKas); BO3-
pokIeHre yTpaueHHbIX IeHHOCcTel. KimtoueBast TeHenius B 1970-e—80-e rojipl — npeoaoaeHue
MOAXO/I0B M HOPM 3aIa/IHOTO MY3bIKO3HAHUS U TMOMCKH COOCTBEHHBIX ayTEHTHUHBIX METOJOB.
dopmupyeTcs HarpaBlIeHUE UCCIEI0BaHUI — COBETCKOE MAaKOMOBE/IEHUE, 3aHABILEE CBOE JI0-
CTOMHOE MECTO B MEKyHAPOJIHOM IIPOLIECCE U3YUECHUsI MaKaMaTa.

Alexander DJUMAEV

Candidate of Science (in Art History), Chairman of the Magam Study Group (ICTM),
Independent Scholar

Tashkent, Uzbekistan

adjumaev@yahoo.com

MAQAMAT IN THE STUDIES OF RUSSIAN AND SOVIET
SCHOLARS: BASIC TRENDS, CONCEPTS AND IDEAS

The spread of magamat awareness in the cultural circles of Russia is connected with the
development of Oriental studies. In the first third of the 18" century, Dmitry Kantemir’s treatises
on music with information about Turkish maqams might be known here. Information about this
type of music of Muslims expands in the second half of the 19" century, after the Turkestan with
its old centers of Central Asian maqomat was integrated into the Russian Empire. Questions
close to magamat (aruz, treatises on music) were studied by orientalists (D. Gintsburg,
F. E. Korsh, V. V. Bartold). Information about maqoms in Turkestan was first recorded in the
diary (1870-72) by a musician from Moscow and St. Petersburg, military bandmaster August
Eichhorn. They are mentioned by ethnographers and historians. The knowledge about maqomat
is fragmentary and random by nature.

The systematic study of maqomat begins in the Soviet period. Notable are two periods: the
1920s-1950s and the 1960s-1980s. Each had its own topical problems. Among the problems
of the first period are: the terms and concepts of maqomat; the class essence and content of
maqoms; the dependence of the Uzbek and Tajik maqoms on the music of the Persians, Arabs,
and Turks; the 17-step sound scale; the musical notation; the attitude to poetic texts; canons
and their renewal; sources and methods of study, secularization and creation an aesthetic
concert «model». The main focus of the research is on the substantiation of the status of
maqomat as a classical, professional art, its links with folk music, and its belonging to the
national musical cultures of the USSR. In the 1920s, the Bukhara Shashmaqom was introduced
into the discourse of Soviet musicology (V. A. Uspensky, V. M. Belyaev, Abdurauf Fitrat,
N. N. Mironov). Musicologists and orientalists have significantly expanded the historical and
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theoretical knowledge about maqomat (V. M. Belyaev, E.E. Romanovskaya, A. A. Semyonov,
A. N. Boldyrev). From the mid-1930s, V. M. Belyaev operates with the concept of “musical
Oriental studies”. The works of Western European (G. J. Farmer) and Turkish (Rauf Ekta
Bey) musicologists, U. Gadjibekov, Kh. S. Kushnarev have an influence on the maqomat
understanding. In the late 1950s, a conceptual definition appeared, namely, “professional music
of the oral tradition” (F. M. Karomatov, T. S. Vyzgo) that became fundamental for several
decades.

The interest in the study of maqomat heightens in the 1960s-80s. The bearers of tradition
come into the science. Centers of study are formed in Uzbekistan and Tajikistan. Among the
main themes and trends of this period are: the identification of links (based on treatises on
music) of the maqom heritage with the medieval theoretical systems and historical forms of
maqgamat (I. R. Radjabov, Yu. G. Kon, O. Matyakubov and others); increase in the types of
maqomat research — theoretical, philosophical and aesthetic, comparative, civilizational and
others (S. P. Galitskaya, L. G. Koval, N. G. Shakhnazarova, V. S.Vinogradov, T. M. Djani-
zade); development of the concept of “maqom symphonism” (N. S. Yanov-Yanovskaya);
revival of the lost values. The key trend in the 1970s—80s was the overcoming of approaches
and norms of Western musicology and the search for own authentic methods. A line of research
called the Soviet maqom studies (magomovedenie) is formed and takes its rightful place in the
international process of magamat studies.

Peter SALVUCCI

Doctoral student (music theory and musicology) in the Istanbul Technical University s State
Conservatory of Turkish Music

USA / Turkey, Istanbul

pnsalvucci@gmail.com

FROM DAIRE TO MAQAM: UNDERSTANDING AND DERIVING MAQAM
STRUCTURE FROM THE MUSIC THEORY
OF SAFIYYUDDIN AL-URMAWI

The thirteenth-century theorist Safiyyuddin al-Urmawi is recognized as a forefather of
many systems of magam, including the Turkish, Persian, and Arabic magam traditions. Despite
being a crucial figure in the history of maqam theory, a lack of certainty regarding the structure
of maqam forms (shadd/pardahor avaze) and their evolutionary connection to later magam
forms still exists today. This study aims to clarify speculative claims and rectify incomplete
understandings and translations of Safiyyuddin’s theoretical system that are presented in the
analyses of many twentieth and twenty-first-century scholars. In order to present a convincing
analysis of Safiyyuddin’s daire system, several methodologies will be implemented:
1) comparison to ancient Greek theory; 2) comparison to later theoretical treatises; 3) analysis
of Safiyyuddin’s notated compositions; 4) deductive logic. The result is a proposed model for
understanding the twelve fundamental shadd/pardah and six avaze of Safiyyuddin’s daire
system, encompassing a clear understanding of the pitch content in the tonal structure of ajnas
(tetrachords/pentachords), modal relationships between maqams, implied seyir (melodic path)
of daire forms, and the location of the garar (final)pitchin each daire schema. Establishing a
more definitive concept of the magam structures used in Safiyyuddin’s daire theory will thereby
give relevance to the magam structures that form the basis of many traditions today, facilitating
an understanding of the genealogy and evolutionary pathways of maqam throughout different
cultures and periods of time.

Cypas ATAEBA

doxkmop gunocoguu 6 obnacmu UcKyccmeogedenusl, 8e0yWULl HAYYHbIL COMPYOHUK Omoena
ucmopuu u meopuu azepoauoNCancKol my3viku Mncmumyma apxumekmypul U UCKYyCCmed
Hayuonanvroti Akademuu Hayk Asepbaiiodcana, 3acuysicennvlil Oesmeib UCKYCCME
Asepbaiiocana, wien Corwsa komno3zumopos Azepoatiodxicana

baxy, Azepbaiiosxcan

suraya.agayveva@gmail.com

Ob OCOBEHHOCTAX TEOPUUN MAKAMATA
B THOPKCKUX TPAKTATAX XV BEKA

Bo mHOrux myOnukanusx, HaMUCAaHHBIX Ha €BPOMEHCKUX S3BIKAX M TOCBSIIEHHBIX HCTO-
puM MakaMaTa, OCHOBHOE BHHMMaHUE yJessdeTcs apado- U MepCOsA3bIYHBIM CPEIHEBEKOBBIM
UCTOYHHUKAM. TakuMm oOpa3oM, U3 MOJIsl 3pEHUs YUSHBIX BBINAJAeT 3HAYUTEIbHBIA KyJIbTYPHbBIN
TUTACT, CBSI3aHHBIN C TpaKTaTaMH Ha TIOPKCKOM si3bIke XV BeKa, B KOTOPBIX OBLJIO PAa3BUTO HO-
BO€, TIOPKCKOE (AHATONMICKOE) HaMpaBlIeHUe HayK1 0 MakaMme. B fokiane paccmarpuBaroTces
UCTOPHUKO-TIOJTUTUYECKHUE U JYXOBHO-PEJIUTMO3HbBIE TPUUMHBI HAIIMCAHUS U PACIIPOCTPAHEHUS
MIPOM3BEICHUI Ha TIOPKCKOM SI3bIKE MEpHOJia pacliBeTa MaKaMHOIo McKyccTBa B OcMaHCKON
Amnatonuu: npasienue Cynrana Mypana Il — mosta u Menienara, o npukaszy KOTOPOro co3zia-
BaJIMCh NEPEBOABI M OPUTMHAJIBHBIE ITPOU3BEIECHUS HA TIOPKCKOM, a TAKXKE PACIIPOCTPAHEHUE
cypusma, B 4aCTHOCTH OpieHa MeBlieBH, MHOTHE JESTENH KOTOPOro ObUIM aBTOpPAMHU TpaK-
TatoB 0 My3bIke («O nukmax»-«nBap»ax). OCHOBHBIM OOBEKTOM HCCIEAOBAHMS TOCTYKU-
mu Tpyabsl XV Beka «Yanrname» Axmena [lau, «Mypagname» benpu dunpmana, «Kurabd-u
Onsap» FOcyda Keipmexpu, Xo3pip Oun Abnynnaxa, Cerinan, Axmenorty lllykropymiaxa.
Hanucannsle B pa3HbIX KaHpax — JUTEpaTypHOE, YU4eOHO-00pa30BaTeIbHOE NMPOU3BEACHUE,
pazzest SHUUKIIONEINN — 3TU TPAKTAThl MPEACTABIIAIOT COOOH KOCMOJIOTHUECKOe HalpaBIeHHe
HAyK{ O MY3bIKE, TaK Ha3bIBAEMYIO MPAKTUUECKYIO TEOPUIO MakamaTa. CpaBHUTENbHBIN aHATHN3
ATUX TPYIOB C apabo- U MEePCOA3bIUHBIMU TpyAaMu 10 XV BeKa U MOCIEIYIOUNX NepruooB
BBISIBUJI KaK HEKOTOPbIE CXOXKHE, TaK U CBOEOOpA3HbIE UEPThl TIOPKCKUX TpakTaroB. Tak, Ha-
npuMep, ObLIO BBISBICHO, YTO MHOTHE TIOPKCKHUE TPAKTAThl MOJHOCTHIO MM YACTUYHO OBLIU
HaIMCaHbl B CTUXOTBOPHOM H3JIOKEHUH, yallle B hopMe «MeCHeBI». ITU (aKThl OIPOBEPralOT
YCTOSIBLIEECS] B MAKAMOBEJIEHMM MHEHHUE O TOM, UTO KaHP «KYJUIUET» — OMMCAHUE COCTaBa Ma-
KaMOB B CTHXaxX — ObLJI BIIEPBHIE HCIIOIB30BaH B Tpakratax Hamkmennuna Kaskaou (XVI Bek).
B noknage mpuBoAsTCS U Apyrue 0COOEHHOCTH U3JIOKEHMSI TEOPUU MaKaMmara B TIOPKCKHUX
TpakTatax XV Beka.

Suraya AGAYEVA

PhD, Associated Professor, Leading researcher of theDepartment of History and Theory

of Azerbaijani Music of the Institute of Architecture and Art, Azerbaijan National Academy
of Sciences, Honored Art Worker of Azerbaijan, Member of Composers Union of Azerbaijan
Baku, Azerbaijan

suraya.agaveva@gmail.com

ON THE FEATURES OF THE THEORY OF MAQAMAT IN
TURKIC TREATISES OF THE 15™ CENTURY

Many publications written in European languages and devoted to the history of magamat
focus on Arab and Persian-language medieval sources. Accordingly, a significant cultural
stratum associated with treatises in the Turkic language of the 15th century — in which a new,
Turkic (Anatolian) direction of the science of magam was developed — escaped attention.
The report examines the historical-political and spiritual-religious reasons for writing and
disseminating works in the Turkic language; the heyday of magam art in Ottoman Anatolia (the
reign of Sultan Murad II, a poet and philanthropist, by whose order translations and original
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works in Turkic were created); as well as the spread of Sufism — in particular, the Mevlevi
Order — many of whose figures were authors of treatises on music (“On Cycles” — “Adwars”).
The main object of the research are the works of the 15th century: “Changname” by Ahmed
Dai, “Muradname” by Bedri Dilshad, “Kitab-i Adwar” by Yusuf Kirsehri, Khizir bin Abdullah,
Seyidi, Ahmedoglu Shukyurullah. Written in different genres — a literary, educational work,
an encyclopedia section — these treatises represent the cosmological direction of the science of
music, the so-called practical theory of magamat. A comparative analysis of these works with
Arabic and Persian-language works up to the 15th century and subsequent periods reveal some
similar and peculiar features of the Turkic treatises. For example, it was revealed that many
Turkic treatises were written in full or in part in poetic presentation, more often in the form
of ‘mesnevi’. These facts refute the opinion that the genre of ‘kulliyat’ — the description of the
composition of the magams in verses — was first used in treatises by Najmeddin Kawkabi (16th
century). The report also gives other features of the presentation of the theory of magamat in
Turkic treatises of the 15th century.

Okan Murat OZTURK

Associate Professor of Ankara Music and Fine Arts University
Faculty of Music Sciences and Technologies

Department of Musicology

Ankara, Turkey

mozturk@mgu.edu.tr

KNOWING THE MELODIC MANNERS AS MAKAMS: WHAT LEARNED
FROM THE DESCRIPTIONS OF MAKAM, AVAZE, SUBE AND TERKIB
IN THE OTTOMAN EDVARS

Information on melodic manners in the manuscripts of music theory written in the Ottoman
world from the 15th to the 19th century is for two purposes. The first of these is to describe
different melodic manners with perde names in terms of the beginning, moving and ending of their
movements. The second is to group various melodies in a quadripartite-classification consisting
of makam, avaze, sube and terkib. Particularly after Kantemiroglu’s innovative approach in the
late 17" century, it is seen that the classification started to be simplified mainly into makams
and terkibs, or makams and subes. In this new theoretical orientation, which centers the music
itself, the melodies are essentially grouped according to whether they are individual/singular
or mixed/combined.In this respect, makams have begun to be understood as the constitutive
melodic units for compound ferkibs. Whereas the old quadripartite classification epitomized
the mythical understanding of the “harmony of the spheres”, the new bipartite classification is
purely music-oriented.In the 18th century, there was a decrease in the number of theorists who
included avazes and subes in the classification. The main reason for this is the symbolic feature
of the avazes and subes, unique to the understanding of the universe rather than being specific
to music. As a matter of fact, according to the Ottoman manuscripts, some of the avazes and
subes became known as makams or terkibs with the 18th century, while others changed either
in name or in terms of content due to differences in music practice. Thus, while the avazes
started to fall out of the category in the classification, the subes became synonymous with
the terkibs. The categorical definitions included in the manuscripts contain three functional
sections that refer to the melodic motion.These are referred to as agaz/mebde/mahreg (initial/
beginning), seyir/intikal/suud ve hiibut/eda/tavir/tarz/iislup (wandering/moving/manner/mien/
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route and direction/way) and karar (final/ending/termination). These functional references
clearly indicate the shape and style of the melodic motion. According to the definitions, all
makams are shaped by two basic motion styles, either circular or rectilinear. Since the beginning
and the end of the melodies take place on the same perde in the circular motion, this movement
style represents unicentric makams. The rectilinear motion develops between the two centers,
which in turn form the bicentric makams.The presence of the same principled approach in all
categories indicates that theoretical makam knowledge has the “motion-oriented” rather than
the “scale-oriented” understanding. This theoretical orientation to improve the knowledge of
makam basically aims to describe and classify different melodic manners as makams through
perde names. To discuss briefly, it should be underlined that trying to understand and explain
the makams as scale-centered models, which are common to Western understanding, poses a
major problem in terms of musicology. The concept of mode can only be seen as similar to the
concept of makam if, as Porterfield (2014) shows, it is handled with reference to the melodic
motion that forms the basis for the knowledge of the Cantus-tradition rather than the modal
scales. Otherwise, insistently calling the makams mode and treating modes as octave scales will
not enrich or change our world of knowledge in any way after all these years and meetings, and
will still continue to misjudge the subject from a musicological point of view.

Giovanni DE ZORZI

Ph.D., Ethnomusicology Associate Professor at the University “Ca’ Foscari” of Venice,
ney performer

Venice, Italy

dezorzi@unive.it

MAQAM AS OBSERVED BY VENETIANS AMBASSADORS BETWEEN XVIIth
AND XVIIIth CENTURIES AND THE BIRUN OTTOMAN ART MUSIC PROJECT,
VENICE, 2012-2020

In the elusive history of musical relations between Byzantium/Constantinople/Istanbul
and Venice, some works cannot be forgotten: I am thinking mostly to the pages dedicated to
the music written by the Venetian diplomat (bailo) Giovanbattista Donado (1627-1699) in
his Della Letteratura de’ Turchi (Venice, Andrea Poletti, 1688), culminating in eight pages of
musical transcriptions. But I am thinking especially to the whole chapter devoted to Ottoman
music, with musical transcriptions, written by Jesuit abbot Giambattista Toderini (1728—1799)
in his masterwork, the Letteratura Turchesca (Venice, Giacomo Storti, 1787).

This can be intended as the background for the present Biriin, the seminar of higher
education in Ottoman classical music which was begun in 2012 thanks to co-operation between
the Institute for Comparative Music Studies (IISMC) of the Giorgio Cini Foundation, and the
Department of Philosophy and Cultural Heritage (DFBC) of the University “Ca’ Foscari” in
Venice. Birinis a project articulated into six phases: an international call for six scholarships;
a study day held at the University that highlights the connections between the culture and the
music of the chosen theme; a week of work in residence for musicians under the guidance of
Kudsi Erguner, Artistic Director of the project; a public concert for the citizens; the recording
of the concert; and, finally, if the recordings is judged sufficient, the publication of a CD-book
published by Nota Edizioni, Udine.

The large number of applications received, the presence of so many young and talented
musicians from all over the world (not only from Turkey) shows the vitality of Ottoman classical
music, condemned as passéiste by young Turks intellectuals in 1920’s.
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T'tonsTeknn baiimxanosna HAMMWJLIN

O00KMOP UCKYCCMB0GedeHUsl, 8e0VWULL HAYUHbLL compyoHux 1 ocyoapcmeennoco
UHCMUMYMa UCKYCCMBO3IHAHUS

Mockea, Poccus

shamilli@yandex.ru

POUITO0COPUA MY3BbIKU U HCKYCCTBO MAKAM

PaccmarpuBaeTcs aHaTUTHYECKUH MOJIXO]T K UCCIIEIOBAaHUIO )eHOMEHA magam, MO3BOJISIO-
U YBUACTH €MHBIE MEXaHU3MbI MBILIUICHUS B MY3BIKAJIbHOM SI3BIKE 5KaHPOBBIX KOMITO3UIIAN
Y B SI3bIKE UX OIMCAHUS B TpakTatax o My3bike (risalah T al-miisiqa) B acmekre AByX TUCKYyp-
COB: HCTOPUYECKOTO U TEOPETUYECKOTO.

B noknane aHanu3upyroTCs CMBICIO00pa3yIOINe CTPATETHH MY3bIKAIbHOTO SI3bIKa, OTpa-
KEHHbIE B JIBYX (hopMysax mpoiecca: 1) mo cxeme i—m—t, Ui ‘initium-movere-terminus’
(cm. B. Acadrbes, 1926), npencTaBisroIei SKCTPANOAIINI0 apUCTOTEICBCKON KOHIIETIITUH JIpa-
MBI Ha MY3BIKQJIbHBIM HappaTuB U 2) 1o cxeme i«<>t=m (- temporality) mim ‘initium«sterminus
=movereminstemrorality griepppIe MPEUIOKEHHON B PEIICHUH MTPOOIEMbI TOHUMAHHSI PA30MKHY TON
dbopmbl (I Hlamunnu, 2017). O6e HappaTUBHBIE CTpAaTErHH MPOCTHI, UX MOXKHO OMHCAaTh Ha
MIpUMepe CUHTAKCHUECKUX MaTTEPHOB C MPOMO3UIIMOHAIBHBIM 3HAYEHHUEM, TO €CTh B MacIITade
¢dpasel. C 01HOI CTOPOHBI, OHU 00€ OCHOBAHBI Ha OJTHUX U TeX ke (yHIaMEHTAIBHBIX JIOTHYE-
CKUX MPHUHIIUIMAX, TAKMX KaK OTHOILIEHUS «4acTh—1IEI0e» U «IIPOTUBOINOCTABIEHUE—00bEANHE-
Hue». C Ipyroi CTOPOHBI, KaK YHUBEPCAIbHbIE OTHOLICHHUS OHU UMEIOT a0COIIOTHO KOHTPACT-
HbIC BAPHAHTHBIC BOIUIOMIECHUS. X mMpuHIMITHANBHOE Pa3Iniie COCTOUT B TOM, YTO CTPYKTYypa
1—m—to0Hapy>KHUBaeT UEPAPXUICCKHE MY3BIKAJIbHBIE COOBITHSI, COBIAAIONINE C OMUCHIBA-
embiMu B Teopusix Jlepnana-/xekkennoda (1983), bxapyuu (1984), Ilosens (1984),ITarens
(2012) u apyrux no a"anoruu ¢ GopMagbHBIMHU TpaMMaTHYECKUMHU cTpyKTypamu. Hampotus,
CTPYKTypa i«>t=m (_TeMIOpaJbHOCTb) MPUHIUIHAIBHO HEHepapXuyHa, K00 My3bIKaJbHOE
JIBIDKEHHE HE MPUBHOCHUT TEMIIOPAIbHOCTh B OTHOIICHHUE 1<>t, a CaMO OIIYIEHHE ABHKCHHS
MEPUENTHBHO BHIBOJUTCS U3 HHOTO aKyCTHYECKOTO CTUMYIIA.

O06e cTpareruu paccMaTprBaIOTCSI MHOIO KaK JIBa THUIA palliOHATBbHOCTH. OHU MOTYT OBITh
PaCKpBITHI HE TOJIBKO Ha TPUMEpE KAHPOBBIX KOMITO3UIUHN maqam Kak MPUHIUIIB OpraHu3a-
LUK MY3BIKAJILHOTO SI3bIKa, HO U 8 MbICIU O MY3blKe, N0O MPOSBISIIOTCS KaK MbBICIUTEIbHBIC
CTpaTeruu, OPraHU3yIoUINe TEOPETUUECKUN U UCTOPUUECKUIN TUCKYPCHI B )KAHPOBOM KaHOHE
«TPaKTaT O My3bIKe» Ha apaOCKOM U MEPCHUCKOM sA3bIKaxX. Peub 0 MpUHIMIHAIEHO HOBOM IO~
XOJI€ ¥ €T0 TPAKTUIECKOM ITPUMEHEHHH K U3yUEHHIO TEOPHH U MIPAKTHKH UCKYCCTBA maqam, He
OTPAaHMYEHHOM MOMCKOM U CPAaBHEHHEM CXOKUX Ha3BaHHUM U TEPMUHOB.

Giula SHAMILLI

Doctor of Sciences (in Art History), Leading researcher of the State Institute for Art Studies
Moscow, Russia

shamilli@yandex.ru

PHILOSOPHY OF MUSIC AND ART OF MAQAM

The paper examines two crucial sense-making strategies of musical language, reflected in
the two formulas of a process. The first scheme i—m—t, or ‘initium-movere-terminus’ was
explained by academic Boris Asafyev in his theory of ‘musical form as a process’ (1926) and
seemed to be an extrapolation of Aristotelian conception of a drama (Greek: Ilepi momrikic,
Latin: Ars Poetica, 335 BC) to a musical narrative. The next formula is i«<>t=m (_temporality)
or ‘initium« terminus=movere without a temporality’ (Shamilli, 2017).
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Both narrative strategies are straightforward, and we can describe them in the example
taken as syntactic patterns with propositional meaning. On the one hand, they are similar be-
cause they are founded on the same fundamental logical principles such as the ‘part—whole’
and ‘contraposition—unification’ relations. I usually deal with them as two types of rationalities
which could be revealed not only in the music but at the same time in the thought on music
and in different human activity. On the other hand, these universal sense-making relations have
various embodiments. The main distinction is that i—m-—t narrative structure has schematic
and hierarchical musical events Lerdahl-Jackendoff (1983), Patel (2012), Bharucha (1984),
Povel (1984) and others in relating with the formal grammatical structures. In contrast, i«->t=m
(_temporality) narrative is not hierarchical. The musical movement does not bring a temporal-
ity inside the relation i<>t. The reason is that a sense of motion derived perceptually from the
other acoustic stimulus.

So I am going to draw your attention to the problem of how two of the above-mentioned for-
mulas of the musical process connect with the two contrasting analytical strategies, elaborated
in Russian musicology. The aim is to highlight the interdependence of various domains, such
as a musical language (magam compositions) and a language of music analysis (treatises on
music) to pour them into one analytical approach. The paper deals the main problematics of my
recent book: Shamilli G. B. ‘Philosophy of Music. Theory and Practice of the Art of Magam’.
Moscow: LRC Publishing House, 2020. — 544 p.

Kaitnaryas KanbikoexkoBna KA/IBIPKYJIOBA

Kanouoam ¢hunocoghckux Hayx, doyenm, 0okmopaum xagheopst hunocoguu, meopuu

u ucmopuu Kynomypsi Kupeusckoeo nayuonanvroeo ynusepcumema um. XK. banacazvina
buwrxex, Kupeusus

zhainakadyrkulova@gmail.com

BO3HUKHOBEHUE U PA3BBUTHE HOBbBIX BUJ1OB
MY3BIKAJBHOI'O HCKYCCTBA B UCJIAMCKOM IIUBAJINU3AILINA
(PUJTOCOPCKHUU AHAJIN3)

Omnpenenenne UCIaAMCKOW MY3bIKH MOJpa3yMeBaeT My3bIKaJIbHbIC TPAaIUIUN apaboB, mep-
COB M TIOPKCKHMX Hapo0B, CPOPMUPOBAHHBIC B IIEPHOJT CPEIHEBEKOBBs (7—17 BB.). DTOT nepu-
OJl BBIIEIISIETCS CyllecTBOBaHMEM Ha bikaeM n CpenHem BocToke yHUKaIbHOW COLMOKYIIb-
TYpHOH OOIHOCTH — McaaMcKoi IMBUIM3AINN, XapaKTePU3YIOLIecs pa3BUTHEM Y pa3HBIX
HapOJOB CHelU(PUIECKUX YepT apabo-MyCyJIbMaHCKON KyJIbTYpbl, CTaBIIEH B JaJbHEHIIEM ya-
CTBIO PA3JIMYHBIX HALIMOHAJIBHBIX KYJIBTYp. B co3nanuu nciaamMcKoi My3bIKM IPUHSUIA y4acTUE
MHOTHE Hapobl, 3aBOEBaHHbIE B 7—8 BB. Npuile UMy U3 Apasuu apadbamu. [Ipunss ucnam,
apadbl pacpOCTPAHWIIN HE TOJIBKO PEIUTHI0, HO TaKXkKe apaOCKHH A3bIK, TMCBMEHHOCTb U JIPY-
rue GopMbl apabo-MyCyIbMaHCKON KYJIBTYPbI Ha TEPPUTOPHUHU «JI0Ma UCIaMay (ap aji-uciam),
npoctupasiierocsi: or CeBepHoit Adpukw, BKIro4as or Mcnanum, — 10 ceBepo-3araHbIX rpa-
Hunl Uaaun u Kuras; ot mycteinb ApaBuu, [lepcuackoro 3anmuBa u AdraHuctana — 10 Xpu-
ctuanckod Buzantuu u Cupun, rop Kaskasza u pex Amy-/lapsu, Coip-/lapsu. Bo3HukHOBeHNE
U pacnpoCTpaHEHHUE MCIAMCKOW MY3BIKH OCYLIECTBIISZIOCH B OCHOBHOM B TOPOJIaxX M, MPEXKIE
BCETr0, CpeJiu IPOCBEIIEHHBIX clloeB HaceneHus. Co3anue OOLIMPHOTO TEOKPATUYECKOTO roCy-
napcTBa (xanudar), KyJIbTypHbIE IIEHTPBI KOTOPOT'O pacioiarainchk cHadana B CUpHH, a 3aTeM —
B Wpake u psnge kpynHeimux roponos Erunta, Upana, Azepbaitmxana, Manoit u Cpenneit
A3zun, cocoOCTBOBAJIO MHTEHCUBHOMY B3aWMOJIEMCTBUIO JPEBHEApaOCKO KOUeBOM KyJbTY-
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PBI C KYJIBTypaMM APEBHUX LUBUIIN3ALMNI: IPEYECKOH, IEPCUACKON, CUPUNCKO-BU3AHTUMCKOU.
[lonpakass mpuaBOpHOI KU3HU Xanu(poB, MECTHAsE MYyCyJIbMaHCKasi apuCTOKpaTHs co3aBalia
COOCTBEHHBIE YBECEJIECHHUS C MY3bIKOHM, OKa3blBajla IIOKPOBUTEIBCTBO HE TOJIBKO MO3TaM, yue-
HBIM, HO U MYy3bIKaHTaM. DTO 00YyCJIIOBHIIO 3apOK/I€HHE BHYTPEHHE POJCTBEHHBIX MY3bIKaJIhb-
HBIX TPaJAMULNNA, KOTOpbIE ObUIM TECHO CBA3aHbI C TBOPYECTBOM JIMTEPATYPHBIM — C PA3BUTHEM
KJIACCUYECKUX apabo-NepCUICKUX MO3TUYECKUX KaHPOB.

Zhainagul KADYRKULOVA

Candidate of Science (in Philosophy), Associate Professor, Doctoral competitor

of the Department of philosophy, theory and history of culture of Kyrgyz National University
after the name of J. Balasaghyn

Bishkek, Kirgizstan

zhainakadyrkulova@gmail.com

THE EMERGENCE AND DEVELOPMENT OF NEW KINDS OF MUSIC
IN THE ISLAMIC CIVILIZATION (PHILOSOPHICAL ANALYSIS)

The definition of Islamic music implies musical traditions of Arabs, Persians and Turkic
peoples, formed during the middle ages (7-17 centuries). This period is distinguished by the
existence in the near and Middle East of a unique socio-cultural community-Islamic civilization,
characterized by the development of specific features of Arab-Muslim culture among different
peoples, which later became part of various national cultures. Many people’s conquered in
7-8 centuries by Arabs who came from Arabia took part in the creation of Islamic music. By
adopting Islam, the Arabs spread not only religion, but also the Arabic language, writing and
other forms of Arab-Muslim culture in the territory of the” house of Islam ““ (Dar al-Islam),
which stretched from North Africa, including southern Spain, to the North-Western borders of
India and China; from the deserts of Arabia, the Persian Gulf and Afghanistan — to Christian
Byzantium and Syria, the Caucasus mountains and the rivers Amu Darya, Syr Darya.

The emergence and spread of Islamic music was carried out mainly in the cities and,
above all, among the educated segments of the population. The creation of a vast theocratic
state (Caliphate), whose cultural centers were located first in Syria, and then — in Iraq and a
number of major cities in Egypt, Iran, Azerbaijan, Asia Minor and Central Asia, contributed
to the intensive interaction of the ancient Arab nomadic culture with the cultures of ancient
civilizations: Greek, Persian, Syrian-Byzantine. Imitating the court life of the caliphs, the local
Muslim aristocracy created its own entertainment with music, provided patronage not only to
poets, scientists, but also to musicians. Musical traditions this contributed to the emergence of
unified traditions, which were closely associated with literary creativity — with the development
of Arab-Persian classical poetic genres.
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I'aauna Banentunosna TABJIAW

KAHOUOam ucKyccmeo8eoenusl, Cmapuuil Hay4Hulii compyoHuk cekmopa gonvkiopa PUHH
Canxm-Ilemepoype, Poccus

taugal@yandex.ru

BKJIAJI B.C. BUHOT'PAJIOBA B U3YUEHHUE
KJACCHUYECKHUX TPAJULINI UPAHCKOM MY3bIKH

Bpemst BbIXxozia B CBET M3BECTHOIO B HAllEH CTpaHe SIPKOro U TAJIAHTIMBOIO MCCIEJOBAHUS
B. C. Bunorpanosa «Knaccuueckue Tpaguiuu My3siku Mpana» — 1982 ron. OcBejoMIEHHOCTD
B BOIIPOCaxX My3bIKH BocToka — B pyHIaMEHTAIBHBIX TPOOIeMax HCTOPUH, TEOPUH, OCHOBOIIO-
JararoIyx NpU3HaKax CTUJISL AJIS 3aMHTEPECOBAHHOTO PYCCKOSI3bIYHOIO YMTATENsl OCTaBaJIach
B T€ Iofibl, KAaK CYMTAET CaM aBTOP, B 3HAYUTEIBbHOM Mepe terra incognita. K Tomy MomMeHTy Obu1
ommyOIMKoBaH Juilb HebombiIon ouepk B. M. bensieBa «Mpanckue tecHuds». Hayunslit Tpyn
B. C. BuHorpaaoBa BOCIOIHMI ATOT po0e1, PeCTaBIIAsA CEPUIO KHUT aBTOPA, MOCBSIILEHHBIX
LIMPOKOMY KpYTy MYy3bIKaJIbHBIX KYJIBTYp BocToKa.

[Ipodeccuonansuas My3bika ycTHOM Tpaauiuu Mpana paccmarpuBaercs B. C. Buno-
I'PaZiOBbIM B KOHTEKCTE CTUIIEBBIX OCOOCHHOCTEN TPaJIuLIUOHHON MYy3bIKH OOIINPHBIX TEPPUTO-
puit bimxnero u Cpennero Bocroka, LlenTpanbroit Asun, FOro-Bocrounoii EBponsl, oTyactu
FOro-Bocrounoit Azun u CeepHoit Adppuku. «My3bika MyCyIbMaHCKOTO MUPa» U HE TOJBKO,
B KOTOPO# JefCTBOBAJIM CHIIbI KaK LIEHTPOOEKHbIE, TAK U LIEHTPOCTPEMHUTEIbHbIEC, B YCIOBU-
SIX CIIOHBIX OOLIEBOCTOYHBIX KOHTAKTOB, KOTa (peoanbHble roCy1apcTBEHHbIE 00pa30BaHMS
OBbUIN HEIIPOUHBIMH, & MECTHBIE KYJIBTHI IPOSBIISAIMN YAUBUTEIBHYIO KU3HECTOMKOCTbD, OOILIEBO-
CTOYHBIE ACCHMUJIMPOBaHHbBIE BIUSHNS U UHMBUyaJbHbIE HALIMOHAIbHBIE IIPUMETHI CIIMIIUCH
B (TPYAHO pacUJICHHUMBIil) KOHIJIOMEPAT CeNU()UIECKIX CPEICTB MY3bIKAIBHON BBIPA3UTEIh-
HOCTH.

OtoxnecTBisieMast ¢ ONPEACICHHBIMU J1aJ0BO-CTPYKTYPHBIMH (MOAAIBHBIMU) HOPMAaMH,
cnenu(UIeCKUMH 3aKOHAMHU MY3bIKJIIBHOTO (hOpMOOOpa30BaHUs, 3Ta My3bIKa HAIlIa CBOE BO-
IJIONIEHNE B 0COOOM JKaHPOBOH cdepe, KoTopas moiyuuia y HapoJaoB BocToka pasHbie Ha-
MMEHOBaHMS: MakaM — y apaboB, TYpOK, Myram — y aszepOaiikaHiieB, MAaKoM — Yy TaJ’KUKOB U
y30€KOB, MyKaM — y YHUT'YpOB, JacTrax — y upanuen. [I[pon3Benenus 3Toro posa B paBHON Mepe
0003HAYAI0T CXOJHYIO IIMKJINYECKYIO, a TAK)KE BHYTPEHHE PACUICHEHHYIO OJIHOYACTHYIO pas-
BUTYIO (popMy (CeronHs, B CBSA3U C BHICOKOW CTEIIEHbIO MHOTOACTIEKTHON N3yUYEHHOCTH CUUTaEM
agexBaTHoe paccmorpenue B. C. BuHorpagoBsiM Makama U Kiosl, MakaMa U MHJOHE3UICKOTO
nareTa, MakaMa M MHAMNCKOM paru He Bcerja MpaBOMEpHbIM). Te ke TeHIeHLIUU POJCTBa 00-
Hapy>KUBAIOTCS BO BCEM MaTepHaIbHOM U JyXOBHOM HacjeInuu Hapo1oB BocToka.

Galina TAVLAI

Candidate of Science (in Art History), Senior researcher of the Russian Institute for the
History of the Arts

Saint-Petersburg, Russia

taugal@yandex.ru

CONTRIBUTION TO V. VINOGRADOYV INTO THE STUDY
OF THE CLASSICAL TRADITIONS OF IRANIAN MUSIC

The time of publication of the famous in our country, a bright and talented study of
V. S. Vinogradov “Classical traditions of Iranian music” — 1982. Awareness on issues of Oriental
music — in the fundamental problems of history, theory and style attributes for an interested
Russian-speaking reader remained in those years, as the author himself believes, to a large
extent terra incognita. By that time, only a small essay by V. M. Belyaev “Iranian Tesnifs”.
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Scientific work of V. S. Vinogradov filled this gap by presenting a series of books by the author
on a wide range of musical cultures of the East.

Professional music of the oral tradition of Iran is considered by V. S. Vinogradov in the
context of the stylistic features of traditional music of the vast territories of the Near and Middle
East, Central Asia, Southeast Europe, partly Southeast Asia and North Africa. “Music of the
Muslim world” and not only in which centrifugal and centripetal forces acted, in conditions
of complex pan-Eastern contacts, when feudal state formations were fragile, and local cults
showed amazing vitality, pan-Eastern assimilated influences and individual national signs
merged into a complex a fragmented conglomerate of specific means of musical expression.

Identified with certain modal-structural norms, specific laws of musical shaping, this music
found its embodiment in a special genre sphere, which received different names from the
peoples of the East: magam — from Arabs, Turks, mugam — from Azerbaijanis, maqom - from
Tajiks and Uzbeks, mugqam — among the Uighurs, dastgah — among the Iranians. Works of this
kind equally designate a similar cyclic as well as internally dissected single-part developed
form (today, due to the high degree of multi-aspect study, we must note that the comparison
of Vinogradov with magam and kyu, magam and Indonesian patet, maqam and Indian raga is
not always uniformly). The same tendencies of kinship are found throughout the material and
spiritual heritage of the peoples of the East.

Buoaerra Hukonaesna FOHYCOBA

00KMOp UCKYCCmB08edeHUsl, Npogheccop Kapheopvl 3apydedrtcHOl My3bIKU
Mocrkosckoii cocyoapcmeennotl koncepsamopuu um. 11. U. Yatikosckoeo
Mockea, Poccus

violetta yunusov@mail.ru

BOITPOCHI B3BAUMOJENCTBUA UCCIAEJOBATEJIA
N AYTEHTUYHOI'O MY3bBIKAHTA B UCKYCCTBE MAKAMATA

[Tpomeammit XX BEK BHEC CYLIECTBEHHbIE U3MEHEHHUS B HAYYHYIO TPAJAULHUIO MaKamara.
3T0 CBA3aHO C MPUOOIIEHUEM K U3yUEHHUIO 3TOTO UCKYCCTBA €BPOMENCKOI HayqYHOU TpaTuIliu:
3THOMY3BIKO3HAHUS, MY3bIKA&JIbHOTO BOCTOKOBEAEHHUS, UICTOPUU U TEOPUU MY3BIKH.

B 3THOMY3bIKO3HAHUU U MY3bIKaJbHOM BOCTOKOBEIEHUM 3HAYMTENIbHASI POJIb OTBOJIMIIACH
HETOCPEACTBEHHOMY TBOPYECKOMY OOIIEHUIO HCCIIENOBATENsl U ayTeHTUYHOTO MY3BbIKaHTA.
B 3apaun uccnenoparens BXOANUIIO HE TOIBKO YCTAHOBUTH KOHTAKT C MACTEPOM, HO U HAWTH MO-
HUMaHHE B OOJIACTH sI3bIKA OOILEHUS, TPATUIIMOHHON U aKaJeMUYE€CKOM TEPMUHOJIOTHH, TTepe-
CTPOUTH HE TOJBKO CBOM MOHATUIHBIN anmapar, HO U My3bIKaJIbHBINA CIyX AJs OoJiee aJieKBat-
HOTO BOCHPUSATHS MY3bIKH, JAJEKON OT €BPOIEHCKOTO PABHOMEPHO-TEMIIEPUPOBAHHOTO CTPOSI.

OTtnenbHOI 00NacThIO CTasIa (PUKCAIUS MaKaMa B UCIIOJIHEHUH BBIIAIOIIMXCS MACTEPOB KakK
Ha YpOBHE ayaHo-, Bujeodopmara, Tak ¥ CPeICTBAMU HOTHOU 3aIMCH, BKJIFOUasi aBTOMaTHYe-
CKHME KOMIIBIOTEPHBbIE HOTALlMU U KOMIIBIOTEPHBIE SKCIEPTHBIE METOAUKH ONpPEIEICHUS J1a10-
BOUM MPUHAIICKHOCTH aHATH3UPYEMBIX O0pa3IoB. 3a9acTyi0 BO3MOXKHOCTH 3a()UKCHPOBATH
My3bIKaJbHbIE 00PAa3Ilbl BO3HUKAJA TOJBKO MPU JTUYHOM KOHTAKTE MCCIEI0BATENs U MY3bIKaH-
Ta, HACTPOCHHOCTH TIOCIICHETO Ha Tiepeaady HHGOpMAIIH WU TIepeaady TPaIuIuu.

B nocnennue necsTuiieTys BbIIBUTAETCS HOBBIM THI MCCIEIOBATENS] — HOCUTEINS TPaJIn-
MU, KOTOPBIA ONMUpaeTCsl KaKk Ha COOCTBEHHBIN OMBIT, TAK U HA OMBIT JPYTHX MY3bIKAaHTOB.
Baxnoii 3aaueii craHoBUTCA (DPUKCALIMS UCTIOTHEHUS U CUCTEMbI O0y4eHHUs TOCIIEAHUX ayTEeH-
TUYHBIX MY3bIKAHTOB, BBIYYEHHBIX HCKJIFOUUTEIIBHO B YCTHOW TpaauuuH. BaXHO Takxke OT-
CJIeKUBATh SBOJIIOIIMOHHBIE U3MEHEHUS, KaK MCIIOJHUTEIbCKON MPAKTUKH, TaK U COOCTBEHHO
HAy4YHOW TPAJUIIUU.
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Violetta YUNUSOVA

Doctor of Art History, Professor of the Department of Foreign Music History
of the Moscow State Tchaikovsky Conservatoire

Moscow, Russia

violetta yunusov@mail.ru

ISSUES OF INTERACTION OF THE RESEARCHER AND
AUTHENTIC MUSICIAN IN ART OF MAQAMAT

Last 20th century made significant changes to scientific tradition of the maqamat. It is
connected with familiarizing with studying of this art of the European scientific tradition:
ethnomusicology, musical oriental studies, history and theory of music.

In ethnomusicology and musical oriental studies the significant role was assigned to direct
creative communication of the researcher and authentic musician. In tasks of the researcher
entered not only to come into contact with the master, but also to find understanding in the field
of language of communication, traditional and academic terminology, to reconstruct not only
the conceptual framework, but also ear for music for more adequate perception of the music far
from the European equal temperament. A separate area was the fixation of magam performed
by outstanding masters both at the level of audio, video format and means of a musical notation,
including automatic computer notation and expert computer techniques for determining the
palm affiliation of analyzed samples. Often record an opportunity musical samples I arose only
at personal contact of the researcher and musician, mood of the last on information transfer or
transfer of tradition.

In the last decades the new type of the researcher — the tradition carrier which relies both on
own experience, and on experience of other musicians moves forward. Fixing of performance
and the system of training of the last authentic musicians taught only in oral tradition becomes an
important task. It is also important to monitor evolutionary changes, both performing practice,
and actually scientific tradition.

Razia SULTANOVA

PhD, Professor, Research Fellow of the Cambridge Muslim College,
Chair, ICTM SG on Global History of Music,

London, United Kingdom

razia@raziasultanova.co.uk

MAQAMAT IN THE 215"-CENTURY MUSIC SCENE:
SHASHMAQAM’S PRINCIPLES IN COMPOSITIONS OF THE BRITISH
COMPOSER ROXANNA PANUFNIK

The high rate of technological progress marking the 21st century gives rise to many
marvellous phenomena and one of them is found in the genre of classical music. It occurs at
the intersection of Western contemporary composers’ imagination and the introduction of some
borrowed structural elements from monumental medieval cycles such as Shashmaqam, in their
approach to creating new compositions.

Recently, a distinguished British composer Roxanna Panufnik wrote a new piece for the
Sacconi Quartet entitled “Heartfelt” setting out to create a multi-media experience between the
quartet and their audience by connecting the latter to the performers’ heart monitors, via wi-fi,
to produce a multi-sensory listening experience.
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In order to explore such a principle, Roxanna Panufnik had chosen Shashmagam’s Shu’bes
and their metro-rhythmic patterns for her composition, which feature in Part One of her piece
under the name “The Uzbek Processional”.

As she explains: “I imagined a grand and regal caravan of camels and carriages, travelling
down the Silk Road. In Part One — “The Uzbek Processional”, each stage of the convoy has
its own music — for this I use some of the “Shashmaqam” rhythms and snatches resembling
melodies. The speed of the first one, Nasr, is determined by one of the player’s pulse and
continued by foot to enhance the 2/4 march, with pizzicato tremolos to evoke the combined
sound of the plucked Dutar lute and the hammer dulcimer Chang. The speed picks up in Talqin,
as the combination of 3/4 and 3/8 rhythm give it a dance feel. Nasrulloee starts in an orderly
fashion, combining a triple time 6/4 with 2/4 and 4/4 beats, but struggles to keep it together, as
caravan participants — both animal and human — try to go astray... This leads the listener into
the delicate Ufar waltz, evoking the image of the caravan ladies in their ornate silks. The music
becomes quieter as the caravan disappears into the distance and we’re left with a lonely wind
blowing over the plains...”

This modern interpretation of the medieval Shashmagam principles demonstrates how
the ancient monumental music traditions survive in form of enriched experiential elements in
contemporary music practice.

Xycaupaua ATO

npogheccuoHanbHbIL MY3bIKAIbHBIN IKCNEPM, MY3bIKAHM, MeHeodcep 8 cihepe Kynbmypol
u uckycemsa, ocnogamens opeanuzayuu « OXUS Culturey

Tawkenm, Yzbexucman

husniddin.ato(@gmail.com

MMPOABUKEHUE MAKOMATA:
HEPCHEKTUBBI, BO3MOXHOCTH U ITPOBJEMBI: OIIBIT Y3BEKUCTAHA

OCHOBHBIMU M€paMM IPOJABHKEHUS U MOLICPKAHUS MAaKOMa SIBIISIIOTCS JKUBOE BBICTYILIE-
HUe M KoHIEpThl. K coxanenuro, ecau mopoOHble MeponpusTUs He OyIyT MpPOBOTUTHCS pe-
TYJISpHO, TO Oy/eT HEBO3MO)KHO JTOOUTHCS OLIYTUMBIX pe3ysbTaroB. Hy)kKHO opraHu30BBIBATH
Beuepa MakoMa Ha IOCTOSIHHON OCHOBE WJIM UCKATh 0COOBIN HKCTIEPUMEHTAIbHBIN MOAXO.

B 10 xe BpeMs coxpaHeHHe OanaHca My3bIKQJIbHOTO pa3HO00pa3usl Ha JKUBBIX KOHIEPTaX,
B TOM YHCJIE U MAKOMA, SIBJIICTCS OYEHb TPYAHOU 3a7a4eil JJIsi COBPEMEHHOIO MUpa.

IIpoexr «BpicTaBka [llammMakoMa» cTan OAHMM M3 YHUKAJIbHBIX IPOEKTOB HAIMX JHEH.
On Ob11 oprann3oBaH B TamikeHTe B ¢popme BbIcTaBKH-KoHIEpTa. [llecTh 3a10B Xyq0KeCcTBEH-
HOI1 ranepeu ObUIM Ha3BaHbl B COOTBETCTBUU C IIECTHIO OCHOBHBIMU MaKOMaMH, BXOASIIIUMU B
[Mammaxom: Byspyk, Poct, HaBo, [lyrox, Cerox, Mpok. B kaxqoM 3ajie My3bIKaHTbI-COIMCTHI
HCIIOJIHSUIM OonpeiesIeHHble oTpbIBKH [llammMakoma, 4To 1aao BO3MOXKHOCTh ayJUTOPUU IIOCITY-
math Bce OCHOBHBIE yacTy [lammakoma.

Ecau cpaBHUTH KOJIMYECTBO KOHLIEPTOB, KOTOPBIE €KEMECAYHO ITPOBOAATCS B TalkeHTe, TO
TOJNBKO 3-5% U3 HUX MOTYT OBITh OTHECEHBI K TPAJUIIMOHHBIM. CEeroiHs OYTH BCE MY3bIKAHTHI
paboTarOT Ha MOM-KYJIBTYPY.

OnHUM U3 aKTyaJIbHBIX BOIPOCOB SIBJISIETCS TO, UTO ayAUTOPHs JOJDKHA OBITh «IOATOTOB-
JIEHA» JUIS NPOCIYIIMBAaHUs MakOMOB. HO Kak ITOATrOTOBUTE ayIUTOPHIO, €CIIU B COBPEMEHHON
JKU3HU HET KOHIIEPTOB MakoMa?

B nHameMm HOBOM IIPOEKTE MBI y4JIM BCE aCIEKThbl My3blKalibHOro Hacienus [llammakoma.
[Mocerutenu ¢ecTrBaIss MOTYT HACIAJAUTHCS BCEMH MeCThiO yacTamu «lllammakomay: yHU-
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KaJbHBIMU NPOU3BEACHUAMU MYIIKUIOT (MHCTPYMEHTAIBHOIO pasfelia) U KOMIO3ULUSIMU
Hacpa (BokanbHOro pasnena).

Kpome Toro y opranmuzatopoB NMpoekTa ecTb U 0COObIM MOAApOK: 3pUTENSIM IPEeI0CTaBIIs-
€TCsl BO3MOXHOCTb YBUJETh HAPOAHbBIE TaHIIbl, BXOAAIINE B 3aKIFOUNTENBHbBIE YaCTH MaKkoMa —
VY ap. TaH1bl HCTIONHSIOTCS KOJUIEKTUBOM aHcaMOiist « MyMTO3» 1oj1 pyKOBOJICTBOM OajeTMei-
cTepa YMuabl AXMeI0BOM M TaHIIOPAMU-COJIMCTAMH aHCaMOJIs.

CchLUIKHM HA MPOEKTHI:

BoicTtaBka Illammaxoma

https:// www.youtube.com/watch?v=8x8L.xbO7bmQ
http://uzbekistonovozi.uz/ru/articles/index.php? ELEMENT _[D=7845
https://www.advantour.com/uzbekistan/news/20130211-165.htm
http://art-blog.uz/archives/13904

®ectuBagas lMlammMakoma

www.shashmaqom.uz
https://www.youtube.com/watch?v=KoGW7vyFKyAM
https://www.youtube.com/watch?v=f1D954th8g0
https://www.youtube.com/watch?v=GJJ0Lih3Zc0
https://www.youtube.com/watch?v=NCoX9suYs3Y
https://www.youtube.com/watch?v=1jG30QjBorY
https://www.youtube.com/watch?v=alLh QR5Nb&8uc
http://kultura.uz/view 6 r 10875.html

http://www.pv.uz/uzk/node/73076

Husniddin ATO

professional music expert, musician, Culture and art manager, founder of the “OXUS
Culture” organization

Tashkent, Uzbekistan

husniddin.ato@gmail.com

PROMOTION OF MAQOMAT: HOPE, POSSIBILITIES AND CHALLENGES:
EXPERIENCE OF UZBEKISTAN

The main issue to promote and keep maqom life is life performance and concerts. And
unfortunately it doesn’t help if it is not regular. You should organize maqom evening regularly,
or you should make special, experimental approach.

The same time for modern world it is very difficult to keep balance of music deversty in live
concerts, including maqom as well.

Project “Exhibition of Shashmaqom” was one of unique project of contemporary life.
It was organized in form exhibition-concert. 6 halls of the Gallery was name in 6 main part
of Shashmaqom: Buzruk, Rost, Navo, Dugoh, Segoh, Iroq, and was performed peaces of the
Shashmaqom by solo musicians. And it gives opportunity to listen from all main parts of
Shashmaqom.

If you compare the quantity of concert organized in a month in Tashkent, you can see that
only 3-5% of this could be traditional concerts. And almost all musicians have to play main his
life for pop music culture.

One of the issues is an audience should be “prepared” to listen maqomat. But how to prepare
an audience if in modern life there is not any maqom concerts?!

In this new project, we took our consideration to every division of Shashmaqom’s musical
heritage. Festival visitors can enjoy from all the six divisions of the Shashmaqom category:
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from the unique works of Mushkulot (musical instrumental part) and the compositions of the
Nasr (vocal part).

At the same time, the project organizers have a special gift: visitors can take pleasure
national dances in Ufar maqom divisions. Dances are performed by the team of “Mumtoz”
dance ensemble by ballet master Umida Akhmedova and solo dancers of ensemble.

Links to projects:

Exhibition of the Shashmaqom
https://www.youtube.com/watch?v=8x8LxbO7bmQ
http://uzbekistonovozi.uz/ru/articles/index.php? ELEMENT _ID=7845
https://www.advantour.com/uzbekistan/news/20130211-165.htm
http://art-blog.uz/archives/13904

Shashmaqom Festival

www.shashmaqom.uz
https://www.youtube.com/watch?v=KoGW7yFKyAM
https://www.youtube.com/watch?v=fD954th8g0
https://www.youtube.com/watch?v=GJJ0Lih3Zc0
https://www.youtube.com/watch?v=NCoX9suYs3Y
https://www.youtube.com/watch?v=1]G30QjBorY
https://www.youtube.com/watch?v=alLhQR5Nb8uc
http://kultura.uz/view 6 r 10875.html

http://www.pv.uz/uzk/node/73076

Aopop 3YPAPOB

MY3bIKAHM, MY3bIK0GEO, CIapuiuli npenooasameins Kagheopvl MaKoMHO20
UHCMPYMEHMAbHO20 UChOIHUmenbemea Mucmumyma HayuoHanbHoU My3blKU
um. FO. Paoocabu

Tawkenm, Yz06exucman

abrorz@mail.ru

HACTPOMKA JIATOB TAHEYPA HA MEJIOJVH IIAIIIMAKOMA

W3 My3bIKaabHBIX TPAKTaTOB U3BECTHO, YTO B IIPOLUIOM, IIPU HAYYHOM H3JI0KEHUU BOIIPO-
COB MY3BIKH, 32 OCHOBY OpaJics OnpeeNIeHHbII My3bIKalIbHbIH HHCTpYMeHT. Harpumep, cucre-
Ma MUHTEPBAJIOB U 3BYKOPSJIOB ABEHAIIATH MAKOMOB IEMOHCTPUPOBAJIACH [IABHBIM 00Pa30M Ha
rpude yaa B cxeMaTn4ecku-rpauueckoM N300paKeHUN MM ONTUCAHUU TISITH €r0 CTPYH.
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BMmecre ¢ Tem, B MTUCbMEHHBIX HCTOYHUKAX HET JOCTOBEPHOW MH(POPMALIUU O JIAAaX CPEea-
HEea3uaTcKoro TaHOypa Kak HOCHUTEJI U XpaHUTeIs 1aoBoi cTpykTypsl Lllammakoma. MoxkHO
CKa3aTb, YTO B IIPOIIJIOM 3BYKOBasl M J1a/1I0Basi CHCTEMa My3bIKaJIbHbIX HHCTPYMEHTOB, B 0COOCH-
HOCTHU TaHOypa, paccMaTpUBaIOCh aDCTPAKTHO, B OTPBIBE OT )KMBOM MakoMHOM rpakTuki. K co-
’KAJICHUIO, B COBPEMEHHOM MY3BIKOBEIEHUH IIpo0OIeMa B3auMOCBsA3M TaHOypa u Illammakoma
UCCJIENYETCS Ha OCHOBE PABHOMEPHO TEMIICPUPOBAHHOM CUCTEMBI. YUUTHIBAs OTO, B HAIIEM
MCCIICIOBAHUN MBI OOPaTHIIM MPUCTAIBHOE BHUMAaHHE HA OCOOCHHOCTH CTPOEHUS 3BYKOBOU
cucTeMbl TaHOypa, CYLIECTBOBABIIEH 10 epHoAa ero Temnepanuu. /s BocctaHOBIEHUS J1a-
JIOBOI ccTeMBI TaHOYpa B €€ MEPBOHAYAIILHOM COCTOSIHUM HaMU OBbUIM BBIOpaHbI TAHOYPBI, KO-
TOpBIE HE MOABEPraJvCh BO3AECUCTBUIO TeMnepann. KpoMe 3Toro, n3ydeHsl cTapble ayino3a-
MUCH TPOIIUTBIX UCTIONHUTENEH 1 GoTorpaduu. B urore momyduimcy ciaeayronme pe3yibTaThl:

Jlaabl TaHOYpa HA OCHOBE TeMIepanuu'

G A HC D EF#G A HC D EF#G A HC D
1 1 1 1 11 1 1 1 1 L1 1 1 1 L1 1
I T 1 T 1 T 1 T 1 T — 1 T 1 1
200 200 100 200 200 100 100 100 200 200 100 200 200 100100100 200 200100 200
e ) R - sl * =
(.} ’l i > [ ] b P! it
i | Fan -
J - o 9 ® e

BoccraHoBeHHBIE J1aabI TAHOYpa

G A H CDEF G A HCDEVZ F G A HCD
| I I NN RN RN RN SR RN SN SN SN S N S R |
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[lopsiok 3TUX napoa MOXET aTh HaM HEKOTOPOE MPEICTAaBIEHUE O 3BYKOBOM CUCTEME
[[Tammakoma. Hanpumep, mbl MoxkeM pasznnuuTh B lllamMakome npucyTCTBHE NBEHAILATH
JaIOBBIX 00pa30BaHU, TAKUX KaK J#caMb U JCUHC, U UHTEPBAIIbI, XapaKTEpPHBIC ISl OPUTH-
HaJLHOM JIaJI0BOM cucTeMbl TaHOypa. Mbl BUIUM, TaKuM 00pa3oM, YTO MOCJIEI0BATEILHOCTH
napoa, 0OTOOpaKEHHON B CXeMAaTUUYECKON CTPYKTYpE y/a, COOTBETCTBYET MOCIEA0BATEIbHOCTh
TOPU30HTANILHO PACTOIOKEHHBIX napoa TaHoypa.
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!Tloka3aHbl B 1IeHTOBBIX Xapakrepuctrkax (100 menToB = 0,5 ToHa — MaOH CEKyHIE).
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Abror ZUFAROV

Musician, musicologist, senior teacher of the Department of magom instrumental performing
of the Institute of National Music after the name of Yunus Rajabi

Tashkent, Uzbekistan;

abrorz@mail.ru

TUNING TANBOUR'’S PARDA SYSTEM TO SHASHMAQOM MELODIES

It is hard to imagine Shashmaqom and its melodic parda without tanbour. As it is mentioned
in the ancient musical treatises, certain musical instrument has been used as the basis and
measure or standart for the scientific interpretation of music. For example, the system of the
twelve magam pardas is often reflected mainly the neck of the oud in musical treatises of that
period.

xaan [ ] L e o @ o O L
3up ® @ * @ @ o © L
macHa @ L o @ L o © @
macnac @ @ o @ L o @ @
Gam @ L o @ L o o L ]

2 E
¥ o @ > m o a
g a EI - et 3 3 3
s H = ) = o I I
s E g © i 3 5

= O g g @

s ) g

S

(]

The treatises of the XVIII-XX centuries do not contain the scientific analysis of Shashma-
gom notes on musical instruments, namely, in tanbour pardas, as in previous centuries.
Therefore, it is possible that the history of our musical instruments, especially tanbour
pardas before the temperature system is unclear. After that period, the issue of tanbour and
Shashmaqam pardas has also been solved with a moderate temperature. Condition of tanbour
has been studied comprehensively, taking into account the fact that tanbour is the basis of these
aspects of our music. Some tanbours, which have not been tempered, also, audio recordings and
photographs of master performers’ tanbours investigated in order to return to the original and
ancient tanbour’s pardas.

22

The following results were obtained by comparing the intervals that were most common in
previous performances and the sequence of the pardas.
Temper-based tanbour pardas

G A HC D EF#G A HC D EF#G A HC D
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Recovered pardas of pre-tempered tanbour type'
G A H CDEVF G A HCDEV F G A HCD
| [ 1 [ [ [ [ | | 1 1 | | | | | |
I 1 1 | 1 1 1 1 1 1 | | 1 1 1 1 1 1

200 175 150 175 175 150(175)125 200 175(150)125 175 175 150(175) 125

[
O
(=]

175 150 175

0 0 -25 +25 0 -25 +25 + 50 0 0 -25 +25 0 -25 425 +50 0 0 -25 +25 0

—
— - * =
o =

Py [

N
@ ki\'\:’
L

- =

The order of these pardas can give us some facts about Shashmaqom melodies system. For
example, in shashmagam we can distinguish the presence of twelve parts of the magam melody
system, such as jam and jins. The reason is that measured oud pardas sequence is horizontal
above the tanbour pardas. Example:

Oud
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Tanbour’s instrument is somehow the standard of our musical and national melodies.

"high or low tempers given in cents (100 cents = 0,5 tone).
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Junapa Aiinaposaa BYJIATOBA

KaHOUOam uckyccmeo8e0eHus, Cmapuuil Hay4Hulll COMpPyOHUK
Poccuiickozo uncmumyma ucmopuu uckyccmes
Canxkm-Ilemepbype, Poccus

dinara.bulatova@mail.ru

Aiimar AxmenoBHa I'AJIZKUEBA

COMPYOHUK 8blCULCU KAMEe2OPUU, XPAHUMENb KOLTEeKYUU MY3bIKAIbHbIX UHCIPYMEHMO08
Poccuiickozo smuoepaguueckozo myzest

Canxkm-Ilemep6ype, Poccus

aishatg@mail.ru

MY3bIKAJIBHBIE UHCTPYMEHTDBI
HAPOJOB MYCYJIBMAHCKOI'O BOCTOKA
B KOJIJIEKIIMA POCCHICKOI'O STHOT PAOMYECKOI'O MY3ESA

Poccuiickuii aTHOrpadudeckuii myseii (POM)' obnamgaer oHOM U3 caMbIX OOIIMPHBIX KOJI-
JIEKIIMA MYy3bIKaJIbHBIX HHCTpyMeHTOB (MU) HaponoB Poccuu u conpenenbHbIX TEpPUTOPHUH.
3HauNTENBFHOE MECTO B 3TOM COOpaHMU 3aHMUMAIOT MATEPUAIbl, OTHOCSIIUECS K STHUUYECKUM
TpaauLUsIM HapOI0B MycyabMaHCcKoro BocToka.

Havasio KOMIUIEKTOBaHMs KOJUIEKLMU OTHOCUTCS K cepeauHe XIX B. U CBsi3aHO ¢ nes-
TeabHOCTRI0 OO0ITIeCTBa JIFOOUTENEH €CTeCTBO3ZHAHUS, aHTPOMOJIOTHH 1 3THOrpaduu. [lepBrie
cOOpbI ATHOrpaUUECKUX MPEIMETOB MycyiabMaH TypKeCTaHCKOro Kpasi ObUIM OCYIIECTBIIE-
Hbl B MiepuoJ s3kcnancuu Poccuiickori umnepuun B LleHTpanbHyto Asuto. KpynuHeiiiie 3THO-
rpaduueckre KoJieKuy, BriIoyaBmue MU, coOpaHbl it IBYX NMETEpOyprcKUX BBICTABOK
(1869, 1870), a Taxke MmockoBckux [lomurexundeckoii (1872) m AnTpononoruueckoit (1879)
ecrectBoucnbiTaresnieM A. I1. @demxuenko u ren.-ry6. K. I1. Kaypmanom. CxomiiekroBaHHas
MMM KOJUIEKIIUS COJEPIKUT MHCTPYMEHTHI CapToB — MeMOpaHo(oHbI noipa (uupmana) (8761-
12787, 8761-12788, 8761-12789, 8761-12790), naropa (8761-12800, 8761-12801), aspodonsr
kotrHal (8761-12804), cypnaii (8761-12812), xopnodonst nyrap (8761-12819, 8761-12820),
rumkak (8761-12817), «peamxex» (8761-13779) u np.

[TepBbie sKcIenUIIMK C TIENIBI0 cOOpa dTHOTpaAPUUESCKUX KOJUISKIUH IS e1ie He chopMu-
poBanHOTrO0 dTHOTpaduueckoro oraena (1900-1902) Pycckoro mysest Umneparopa Anekcanapa
Tperbero comepmaer xymokHuk u (ororpad C. M. [lymun. MacmraOHas KOJIJIEKIIHS
C. M. [lynuna Bxmrouaer MU Bropoii nmonoBunbl XIX B., oTHOCAIIMECS K KYJIBTYpE CapTOB
(memOpanodonbr Haropa (239-44, 239-45), noiipa (239-46/1, 239-46/2), xopaodoHnsl myTap
(39-65, 239-49, 239-50), Tanbyp (39-66)), y36exoB (MemOpanodons! TaBbut (239-47a,6, 239-
48), xoprodonsl TanOyp (16-167, 239-51), «upmmbane (danr) (16-174), «repkaxy (22-76/1)),
Ta/pkuKoB (uanodousl 3au (3anr) (31-71/3, 31-71/4), aspodon Haii (31-74)), adranues (xop-
nodonsl (py6ad) (38-10, 38-11)) u typkmen (xopaodon maytop (12-24), aspodoHBI TIOHTIOK
(12-25a, 12-26a); yiirypoB (xopaodon (pasan) (16-164)) u mp.

biaronaps nocneayroumM NoCcTyIieHUAM, KoJuiekua Mysesa nononnmwiace MU Typkmen
(1938, 3akynka u gap A. C. Mopo3zoBoii), mepcoB (1907, coop A. H. [lerposa; 1927, nepenaua
u3 JleanHrpazackoro myseitHoro donaa; 1948, nepenaua u3z Myzest HaponoB CCCP), TypkoB
(1916, coop H. 1. BopoOrera; 1930, nap StHorpadudeckoro myses r. Ankapa); apados (1916,
coop H. U. BopobOneBa), azepOaiimkaniieB (1904, zakynka; 1968, nap mysees I. baky; 1974 u
1975, sxcnenutmonnsie coopsl J. I. Topumnckoii; 2016, nap A. C. TaxmazoBa) u Jpyrux My-
CYJIbMaHCKHX HapOIOB.

1B 1902-1934 rr. — DtHOTpaduyeckuit oraen Pycckoro mysest, ¢ 1934—1992 rr. — l'ocynapcTBeHHBIN My3eit
STHOTpadHH.
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Dinara BULATOVA

Candidate of Science (in Art History), Senior researcher of the Russian Institute
for the History of the Arts

Saint-Petersburg, Russia

dinara.bulatova@mail.ru

Aishat GADJIEVA

Research worker of the high category, keeper of the collection of musical instruments
of the Russian Ethnographic Museum

Saint-Petersburg, Russia

aishatg@mail.ru

MUSICAL INSTRUMNMENTS
OF THE PEOPLES OF THE MUSLIM EAST
IN THE COLLECTION OF THE RUSSIAN MUSEUM OF ETHNOGRAPHY

The Russian Museum of Ethnography (RME)! has one of the most extensive collections of
musical instruments (MI) of the peoples of Russia and neighboring territories. An important
place in this collection belongs to ethnic traditions of Muslim Orient peoples.

The beginning of acquisition of the collection dates back to the middle of the 19th century
and is connected with the activity of the Society of Lovers of Natural History, Anthropology
and Ethnography. The first collections of ethnographic objects of Muslims of Turkestan were
made during the period of expansion of the Russian Empire into Central Asia. The largest
ethnographic collections, including MI, were collected for the two St.Petersburg exhibitions
(1869, 1870), as well as for the Moscow Polytechnical (1872) and Anthropological (1879)
exhibitions by natural scientist A. P. Fedchenko and General-Governor. K. P. Kaufman. The
collection they compiled contains Sartian instruments - membranophones doira (chirmanda)
(8761-12787, 8761-12788, 8761-12789, 8761-12790), Nagora (8761-12800, 8761-12801),
aerophones koshnai (8761-12804), surnai (8761-12812), chordophones dutar (8761-12819,
8761-12820), gijak (8761-12817), redjack (8761-13779), etc.

The first expeditions to collect ethnographic collections for the still unformed Ethnography
Department (1900-1902) of the Russian Museum were undertaken by the artist and photog-
rapher S. M. Dudin. Dudin’s large-scale collection includes MI of the second half of the 19th
century. Dudin includes MI from the second half of the 19th century relating to the culture
of the Sarts (membranophones nagora (239-44, 239-45), doira (239-46/1, 239-46/2), chordo-
phones dutar (39-65, 239-49, 239-50), tanbur (39-66)), Uzbeks (membranophones tavyl (239-
47a, b, 239-48), chordophones tanbur (16-167, 239-51), “tsimbals’ (chang) (16-174), “gyzhak”
(22-76/1)), Tajiks (idiophones zan (zang) (31-71/3, 31-71/4) aerophone nai (31-74)), Afghans
(chordophones (rubub) (38-10, 38-11)), and Turkmens (chordophone dutor (12-24), aerophones
tuyuduk (12-25a, 12-26a); Uighurs (chordophone (ravap) (16-164)) and others.

Thanks to subsequent acquisitions, the museum’s collection was enriched with MI of
Turkmens (1938, purchased and donated by A. S. Morozova), Persians (1907, collected by
A. N. Petrov; 1927, transferred from the Leningrad Museum Fund; 1948, transferred from
the Museum of Soviet Peoples), Turks (1916, collected by N. I. Vorobyov; 1930, gift from
the Ankara Ethnographic Museum); Arabs (1916, collection by N. 1. Vorobyov), Azerbaijanis
(1904, purchase; 1968, gift from Baku Museums; 1974 and 1975, expeditionary collections by
E. G. Torchinskaya; 2016, gift from A. S. Takhmazov) and other Muslim peoples.

! 1902-1934 — Ethnographic Department of the Russian Museum, 1934-1992 — State Museum of Ethnography.
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Aunexkcanap bopucobnu HUKAHOPOB

KaHOUOam ucKyccmeo8eoetust, Cmapuiuii Hay4Holli COmpyOHUK CeKmopa
uncmpymernmoseoenus PUHU

Canxm-Ilemepoype, Poccus

nikanorov04@mail.ru

TPAJULHHUOHHBIE Y3BEKCKHUE HIUO®OHbI:
X ONUCAHHUE U BBITOBAHUE 1O MATEPUAJIAM TUCCEPTALINU
OJIbI'N AJIEKCAHIPOBHBI BOYKAPEBOM (1937-2003)

Huccepranus O. A. boukapépoit «My3bIKaJIbHbIE HHCTPYMEHTHI Y30€KHCTaHa U 3aKOHOMEP-
HOCTH MEJIOJUKH Y30€KCKON HapOAHOW MHCTPYMEHTaNbHOU My3bIKH» (1969) — ogHO M3 mep-
BBIX ATHOMHCTPYMEHTOBEIUECKHUX HCCIIeOBaHUN MOHOTpadudeckoro xanpa. K coxanenuto,
B HAIlIM THU OHO HE3acCTyKeHHO 3a0bITo. Pabora Obiia BeimonHeHa B Tamkente B MHCcTUTYTE
HCKYCCTBO3HAHUSI UMEHU XaM3bl XakuMm-3a1e Huszu. 3ammiena quccepranus B Anma-Are,
B UHCcTUTYyTE NuTepatypsl U uckycctBa uM. M. O. AyazoBa. Tpyn BkitodaeT 190 nuctoB Tek-
cta u otoansboMm Gombiioro opmara Ha 95 nucTax B OTAEIbHOM meperiere. OH COOEpKUT
M300paKeHHsI My3bIKATBHBIX HHCTPYMEHTOB U HAPOJIHBIX HCIONHUTENEH. MccnenoBanue HO-
CUT 00001IAI0INN HCTOPUKO-TeopeTruueckuit xapakrep. Ono BeimosHeHo O. A. boukapéBoii Ha
OCHOBE COOCTBEHHBIX MOJIEBBIX 3amuced, PoTopukcaluii, N3y4eHus My3eHHBIX TaMSITHUKOB,
BBISIBIICHUS PYKOMUCHBIX W MEYATHBIX MCTOYHUKOB. Ba)KHBIM TOCTOMHCTBOM JaHHOTO Tpyaa
SIBIISIETCS HaTypHAas (PUKcalus ¥ THIATEIHHOE OPTaHOJIOTHYECKOE OMUCAHUE TPAIUIIMOHHBIX Y3-
OEKCKUX HHCTPYMECHTOB C YICTOM UX (PYHKIIMOHUPOBAHUS B JIOKAIBHBIX TPAIUIIUIX CEPEIHHBI
XX Beka. OcoObIif HHTEPEC B 3TOM CBSA3M MPEACTABIISIIOT TPAJAUIIMOHHBIC Y30€KCKUE UIUO(POHBI,
00JIbIlIast 4acTh KOTOPBIX MPAKTUYECKU yTpadeHa B HacTosiee Bpems. 1o Katipak (Katipok) —
«KaMEHHbBIE KACTaHBEThl B BUJE YETHIPEX, TUIOCKHUX, XOPOIIO OTILIU(OBAHHBIX, MTPOJOJTOBA-
ThIX KaMHel auuHoi 120—150 mm, u mmpunoi 50—60 mm»; Kowyk, (Kowuk) — «4eTbIpe KpyT-
JIbl€ JIOKKH, BBIPE3aHHBIE U3 LIETLHOTO KyCKa TYTOBOTO JiepeBa U MOMapHO CBA3AHHbBIE Y PyUYeK
tecbMoil. JlmuHa kaxmoit noxku paBHa 100—120 mm»; Cagauns — «pa3HOBUIHOCTh CUCTpa
CJIEIYIOILEro YCTPOMCTBA: HA OJIMH WM JIBa CTEPKHSI, CACJIAHHBIX U3 KOCTHU WIH JIEpEeBa, JIJTU-
Hoit 400—450 MM, ¥ YacTO yKpalIeHHBIX Pe3b0OH, 0JIEeBACTCS OJHO WJIM JBa HEOOIBIINX Me-
TaJUIMYECKUX KOJIbIIA, B OTHOM MECTE MPUKPEIUIEHHBIX K CTEPKHIO, HO TaK, YTOObI OHU MOTJIN
cBOOO/IHO MOBOpaunBaThCs. Ha 3TH KoJbIla HAHW3aHBI B OOJBIIOM YHUCIIE MaJCHbKUE METall-
JTMYECKUE KOJICUKI». 3aHe — «KpYTJIble, He0OobIIue OyOCHUMKH OKPYKHOCTBIO 0koio 100 mm,
oTIUTHIE U3 OpOoH3bD». «[IPIMEHSIOTCS CKOPOXOAaMU U OCOOCHHO YacTO TaHIOBIIMKaMH. [1Jis
3TOTO UX MO 5—7 MITYK 3aKPEIJISIOT Ha KOKAHBIX MOBSI3KAX, KOTOPbIE UCTIOJTHUTENb OJIEBAeT Ha
PYKH M Ha HOTH». AKKa3aH — BEpOMIOKbH KOJOKOJIBYUKH — «OOJbIINe, YATUHEHHOU (OpMBI
KOJIOKOJIBLIBI TMHOM A0 140 MM ¢ HU3KMM U T'YJIIKMM 3BYKOM).

Alexander NIKANOROV

Candidate of Science (in Art History), Senior researcher of the Russian Institute for the
History of the Arts

Saint-Petersburg, Russia

nikanorov04(@mail.ru

TRADITIONAL UZBEK IDIOPHONS:
THEIR DESCRIPTION AND EXISTENCE ACCORDING
TO THE MATERIALS OF THE DISSERTATION
OF OLGA ALEXANDROVNA BOCHKAREVA (1937-2003)

O. A. Bochkareva’s dissertation, “Musical Instruments of Uzbekistan and the Patterns of the
Melody of Uzbek Folk Music Instrumental” (1969), is one of the first undeservedly forgotten
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ethno-instrumental studies of the monographic genre. It was performed in Tashkent at the
Institute of Art Studies Khamza Hakim-zade Niyazi, and defended in Almaty, at the Institute
of Literature and Art named of M.O. Auezov. The work includes 190 sheets of text and a photo
album in a separate binding with images of musical instruments and folk artists. The study
has a generalizing historical and theoretical character. It was made by the author on the basis
of field recordings, photographs, work with museum monuments, the study of manuscripts
and printed sources. One of the most important research achievements to date is the fixation
and organological description of traditional instruments that function in the middle of the 20th
century taking into account local traditions. Of particular interest in this regard are the traditional
Uzbek idiophones, most of which are almost lost at present. This is Kairak (Kairok) — “stone
castanets in the form of four, flat, well-polished, oblong stones with a length of 120—-150 mm
and a width of 50-60 mm”; Koshuk, (Koshik) — “four round spoons carved from a single piece
of mulberry tree and taped in pairs at the pens. The length of each spoon is 100120 mm ”;
Safail — “a type of systra of the following device: on one or two rods made of bone or wood,
400—450 mm long, and often decorated with carvings, one or two small metal rings are worn, in
one place attached to the rod, but so that they could turn freely. A large number of small metal
rings are strung on these rings”. Zang — “round, small bells with a circumference of about 100
mm cast from bronze”. “Used by walkers and especially often by dancers. For this, 57 of them
are fixed on leather dressings, which the performer puts on his hands and feet”. Yakkazan —
camel bells — “large, elongated bells up to 140 mm long with a low and booming sound”.

Cany6ap BAT'UPOBA

KaHOUOam ucKyccmaeog8eoenuss, O0YeHm, e0yujutl Hayurvlli COmpyOHUK omoenda ucmopuu
u meopuu azepoatioHNCAHCKoU HapOOHOU My3bIKu MHCcmumyma apxumexmypul u UCKYCCmed
Hayuonanvnou Axademuu nayk Azepbaiiosxcana, 3aciysicenHulil Oesmelb UCKYCCME
Asepbatiodcana

baxy, Azepbaiiosncan

sanubar.baghirova(@gmail.com

O HEKOTOPBIX HOBBIX TEHJIEHIUSIX
B COBPEMEHHOMN MYTAMHOM UCITOJIHUTEJbCKOM ITPAKTUKE

MyramMHasi ICTIOJTHUTEIbCKAs TIPAKTHKA PEACTABISIET COO0H CONMATBHO U XyJ0KECTBEHHO
TIOZIBYKHBIN KYJIBTYPHBIH (DEHOMEH, U3MEHSIOIIMIACS TI0/I BIMSHAEM KOHKPETHBIX MOJUTHYE-
CKUX U 0O0IIecTBEHHBIX (pakTopoB. PaccmarpuBas HCTOPUIO CBETCKOTO MYTaMHOTO HCIIOJIHU-
TenbCTBa B A3epOaiipkaHe Mo TaKUM YIJIOM 3pEHMSI, Mbl BUIMM, KaK B pa3HbI€ IEPUObI, B OT-
BET Ha OOIICCTBEHHBIC BBI30BbI, YMOHACTPOCHUS U YCTPEMIICHHUSI CBOCTO BPEMEHH, BO3HUKAIIN
TC WKW UHBIC HOBBIC O6H.I€CTB€HHBI€ HJIN XYTO0KCCTBCHHBIC q)OprI MYT'aMHOT'O UCITIOJTHUTCIIb-
CTBa. DTO — JOCTATOYHO MaciiTaOHas Tema, KOTopas JI0 CUX IOp He pa3padarbiBajach B a3zep-
0aiiPkaHCKOM MY3BIKOBEJICHUH (M, HACKOJIBKO MHE M3BECTHO, ITOKAa HE HAIllIa CBOEro 00CTOs-
TCJIIbHOTO, CACTCMHOI'O U3YUCHU B UCCIICAOBAHUAX APYTHUX MAKAMHBIX KyJ'IBTyp).

B Hacrosmem cooOieHnu, CymecTBeHHO OTPaHNYHMBast XPOHOJIOTHYECKUE U HAYYHBIE PaM-
KW 3TOH TEMbI, Mbl COCPEJOTOYMM CBOE€ BHMMAaHHE Ha HEKOTOPHIX HOBBIX TEHACHILUSX B CO-
BPEMEHHOU MyTraMHOW HCTIOTHUTENBCKON MPAKTHUKE, KOTOPBIE C(HOPMHUPOBATUCH IO/ BIUSHHEM
HOBBIX OOIIECTBEHHBIX yCIOBHUA. MBI, B 4aCTHOCTH, OyZIeM TOBOPUTH O POJIM MeIua B Myram-
HOM HCIIOJIHUTENIBCTBE, O T€X TPEHJaX U TBOPUYECKUX SKCIEPUMEHTAX, KOTOpPbIE BO3HHUKIIU B
YCIIOBHSAX OTKPBITOTO 0OIIECTBA U IIT00ATBHOTO NHPOPMALMOHHOTO 00MEHa, 00 SMaHCHITAITIH
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POJM TPATUIMOHHBIX MY3bIKAJIbHBIX HHCTPYMEHTOB B MyraMHOM aHcamOi1e U psiie Apyrux sB-
JIEHUH, HAOJII01aeMbIX B COBPEMEHHOM MyTraMHOM MCTIOIHUTEIBCKOM KYIBTYpeE.

Sanubar BAGHIROVA

Candidate of Science (in Art History), Associate Professor, Leading researcher

of the Department of History and Theory of Azerbaijani traditional music of the Institute
of Architecture and Art, Azerbaijan National Academy of Sciences, Honored Art Worker
of Azerbaijan,

Baku, Azerbaijan

sanubar.baghirova@gmail.com

ON SOME NEW TENDENCIES
IN CONTEMPORARY MUGHAM PERFORMANCE PRACTICE

The mugham performance practice represents a cultural phenomenon of high social and
artistic fluidity, which is changing under the given political and social factors. At this angle,
taking a glance at the history of secular mugham performance in Azerbaijan, we find that at cer-
tain periods, as a result of a response on social challenges, flows and mindsets of the time, new
public and artistic forms of mugham performance emerged. This is a fairly large-scaled topic
that has not yet found its thorough, systematic investigation in Azerbaijani ethnomusicology
(and, as far as I know, nor in the studies of other makam cultures).

In the current presentation we have to limit significantly the chronological and scientific
framework of the topic, and to focus only on some of the new tendencies in modern mugham
performing practice, formed under new social circumstances. In particular, we will observe
how media influences on mugham performance, the trends and creative experiments that arose
in conditions of an open society and global exchange of information, as well as the emancipa-
tion of the role of traditional musical instruments in the mugham ensemble, and a number of
other phenomena emerging in modern mugham performing culture.

AbOacryny Ucmana oriisl HAJIZKAD3ALE

00KmMop uckyccmeogedenus, npogeccop, Hayuonanvras xoncepeamopus Azepoatiodicana
baxy, Asepbaiioscan

a.najafzade@yahoo.com

Cexpana Aneckep kbi3s1 KACUMH

KaHOuoam ucKyccmeoseoenus, ooyenm, MHcmumym apxumexkmypbl u UCKYycCmea
Hayuonanvrnou Akademuu Hayk Asepbaiioicana

baxy, Azepbaiioscan

sekasimi@mail.ru

O HEKOTOPBIX ACIIEKTAX CBA3U PEJIUT'UHN
N MYTAMHOT'O HCKYCCTBA ABEPBAHKAHA

Jlo3BoneHHasl (Xanan) U 3ampenieHHast (xapam) My3blKa SIBISICTCS OMHOM M3 aKTyallbHbIX U
00cCyX/1aeMbIX TEM He TOJBKO B Hayke 00 Mcimame, HO 1 B My3bIKOBeIeHUU. B qanHOM cooOr1ie-
HUU Ja€TCs XapaKTePUCTUKA ATUX MOHITHIA, IPUBOASATCS MHEHUS U3BECTHBIX MYCYJIbMaHCKHX
¢bunocooB, MOITOB U YIEHBIX-MY3BIKAHTOB, MOATBEPIKAAIONINX JO3BOJICHHOCTh McimamoM my-
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3BIKAJIBHOTO MCKYCCTBAa U HEOOXOIMMOCTb 3aHATUH MY3bIKOH. B HEKOTOPBIX CpeIHEBEKOBBIX
TpakTaTax O My3bIKE U JIMTEPATYPHBIX MIPOU3BEIEHUSAX TOTO MEPUOJA CO3/1aHNE MAKAMHO-MY-
TaMHBIX IPOU3BEJCHUHN CBS3BIBAIOT C UMMEHAMH MYCYIbMaHCKUX IPOPOKOB, N3BECTHBIX CY(uUii-
CKHX JesiTesei.

N3yuenue azepOaiiykaHCKUX MyTraMOB U aHAJIU3 3TUMOJIOTHU HEKOTOPHIX HAa3BaHUI BbI-
SBUJIM UX PEJIMTMO3HbIe KOpHU. OTMEYaeTcs, YT0 UMEHHO IO 3TOM MpUYMHE B Y4eOHBIX MpO-
rpaMMax MYTraMHOW MY3bIKH, COCTABJIEHHBIX B COBETCKOE BPEMsl, 3T YacTH NPAKTUYECKU
HE UCTIOJHSIMCh. MyraMHble HHTOHAIUH CIIBIIIHBI TaK)Ke MPU UCIIOJHEHUH B A3epOaiimkaHe
TPaJULMOHHOIO MPHU3bIBa K MOJHUTBE «A3aH», HauboJIee YacTo MPU 3TOM HCHONb3YIOTCS Jia-
JIOMEJIOANYECKHE 0COOEHHOCTH Myrama «3aMHMH-xapay». Takue MyraMbl U MyraMHble 4acTu
Kak «Jxadapny», «Xeimapmy», «Xumkaszy, «XyceilHny, «Kemmumorty» («ChIH CBAIIEHHUKAY ),
«Mancypu» («IToGennbiit»), «Mup3za-Xyceitn cersixs» (Myram «Cerax» Mup3sl XyceitHa) u
JpyTU€ pacCMaTpPUBAIOTCS C PA3HBIX CTOPOH: MCTOPHUYECKOH, MY3BIKAJIbHO-TEOPETUUYECKON U
npakTuyeckoil. Jloknaa compoBokmaercs ucrosHeHneMm npodeccopom A. Hamxkadzane my-
raMHbIX ()parMEHTOB Ha CMBIYKOBOM MHCTPYMEHTE KAMAaHue, a TAKXKe Ha TyXOBbIX Oanabane u

3ypHe.

Abbasqulu NAJAFZADE

Doctor of Art, Professor of National Conservatory of Azerbaijan,
Baku, Azerbaijan

a.najafzade@yahoo.com

Sehrana KASIMI

Candidate of Science (in Art History), Associate Professor of the Institute of Architecture
and Art of Azerbaijan National Academy of Sciences

Baku, Azerbaijan

sekasimi@mail.ru

ON SOME ASPECTS OF THE RELATION IF RELIGION AND
MUGHAM ART OF AZERBAIJAN

The permitted (halal) and forbidden (haram) music is one of urgent themes and subjects
under discussion not only in the science about Islam but also in musicology. In this report
there is given the characteristics of these notions, adduced opinions of the famous Moslem
philosophers, poets and musicians who confirm the permission of musical art by Islam and
necessity of studies with music. In some medieval treatises about music and literary works of
that period, the creation of makam-mugham works are connected with the names of Moslem
prophets, famous Sufi figures.

The study of Azerbaijan mughams and analysis of etymology of some names revealed their
religious roots. It is noted that just for this reason in educational programs of mugham music
made up in soviet times; these parts were not practically performed. Mugham intonations are
also heard when performing a traditional appeal to the prayer “Azan ”’, most often there are used
the modal features of mugham “Zamin Khara”. The mugham parts as “Jafari”, “Heydari”,
“Hijaz”, “Huseyni”, “Keshishoglu”, (“the Priests son”), “Mansuri” (“Triumphal”), “Mirza
Huseyn segahy” (Mirza Huseyn's mugham “Segah”) and others are considered from various
aspects: historical, musical-theoretic and practical. The report is accompanied by performing of
mugham fragments in bow instrument kamancha as well as in wind instruments balaban and
zurna by Professor A. Najafzade.
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KAHOUOAm UcKyccmeoseoenus, npogeccop Azepbaiiodcanckol HayuoHaIbHOU
KOHcepsamopuu, 3acayicerHulll Oesmenb uckyccmes Azepoaiosxcana, uien Corosa
KoMnosumopos Asepoatiodcana

baxy, Azepbaiioscan

halikzade(@mail.ru

Y3EUP I AJIDKABENJIA U COBPEMEHHASI
ABEPBAUIZKAHCKASA MYTAMHASA KYJIBTYPA

OCHOBHOH TIeJIbIO HAIIETO JIOKJIAJa SIBISETCS CTPEMJICHUE YTBEPIUTH POJb Y3eup Oeka
lamxubeinu, wn amxudexosa (1985-1948) B kauectBe MyramoBena (1) u mokaszarb 3Haue-
HUE €ro MHOTOTPaHHOM IEATETbHOCTH JJIsl pA3BUTHUSI COBPEMEHHOM a3zepOaiikaHCcKoi Myram-
HOMW KyJBTYpBHI (2).

Komno3uTop u yueHsbli, OecTAmni 3HATOK a3epOalHKaHCKOTO My2aMHO20 UCKYCCTBA —
Pa3HOBUJIHOCTH MaKaMHOM MY3bIKM HapoJ0oB BoCTOKa, — OH co3/1al1 OpUTMHAJIBHYIO HAyYHYIO
KoHUenuoo. OIHAKO ero IeHHbIC UAEH, pa30pOCaHHbIE [0 PA3JIMYHBIM CTAaThIM U ITyOJIMKaIH-
sM, e He coOpaHbl BOSAWHO, B pe3yiibTare yero rema Yseup ['ampkubdeiinm kak MyraMoBen 10
CHUX IMOP OCTAETCS «OEIBIM MATHOM» 3THOMY3bIKOBEIUECKOW HAYKU.

JloCcTOIHBINA MpEeeMHUK TPAAUIMM HUCTOPUUYECKOTO M3yueHUs My3bIkd A3sepOaiikaHa u
Bocroka, B nienom, Y. ['amkubeiinu B TO ke BpeMs, SBISETCS OCHOBOTOJIOKHUKOM HE TOJIb-
KO HallMOHAJILHOM KOMIIO3UTOPCKOM U (3THO)MY3BIKOBETUECKON HIKOJIBI, HO TAKXKE CO3aTeIeM
COBPEMEHHOM U, TIO CYTH, €BPOTIEHCKOM CHCTEMBI MY3BIKAJIBHOTO 00Pa30BaHUsI ¢ HEKOTOPBIMHU
crenupuIecKuMu 0COOCHHOCTSIMHU.

W3BectHbiil Tpyn «OCHOBBI azepOailkaHCKOW HAPOAHON My3BIKM», 0€3yCIIOBHO, CBUJE-
TEJILCTBYET 00 OCHOBAaTEIbHBIX M TIyOOKMX 3HaHmsAX Y. [amkubeiinu B obOmacth myramara.
Bonpiiol npakTUuecKuil OMbIT, MPUOOPETEHHBIN TaJaHTIMBBIM FOHOIIEH B POIHOM TOPOIE
[lymia, BocieACTBUH ObLT UCTIOIB30BAH UM B HAYYHO-TEOPETUYECKOM IUIAHE.

Oco0oro BHUMaHHS 3aCIIy’>KMBA€T HEOPAMHAPHBIA B3IVISA YYCHOTO HAa PA3IMYHBIC aCIEeK-
Thl JJAHHOTO KaHpa (HanmpuMmep, oO11ast HayyHas KOHUEIIUS My2aMHO20 UCKYCCTBA, 3HaUEHNE
CPEIHEBEKOBBIX UICTOUHUKOB, HICTOPUYECKAs 3BOJIIOLMS J1a/1a U OPMbI, COOTHOLLIEHUE METPUKHU
apy3a 1 My3bIKH, 0COOEHHOCTH 3ByKOBOM CHCTEMbI, 3aKOHBI KOMIIO3HUIIMH AACTTSIXa, TOC Ja/10B
Maxamog, BOIPOCHl STHOOPraHOJIOIMH U UCIIOJHUTEIbCTBA, HEKOTOPBIE ApAIIIENIN MEXTY MY-
3bIKaJIbHBIMU KyJIbTypamMu Bocroka u ap.).

OrpomMHOe 3HaYeHUE B CTAHOBJICHUU MyraMHOUM KoHIenuu Y. ['apkubeiyin chirpaiv Tak-
K€ CaMOCTOATEIbHO BBISBICHHBIE UM METOABl COBPEMEHHOTO ATHOMY3BIKOBEeIeHUs: 1) eanH-
CTBO MY3BIKaJIbHO-aHTPOIIOJIOTHYECKOT0 U TEOPETUUECKOTO MOJIX0/I0B; 2) OIIOpa UCCII0BAaHUN
Ha HMCIIOJIHUTEIBCKYIO MPAKTUKY; 3) 0c000e BHUMAHHUE K TBOPYCCKUM Tporieccam: 4) HHCTH-
TYLHOHAIU3AIMS TPAJAULIUOHHBIX UHCTPYMEHTOB U MYTaMHOTI'O KaHpa; 5) UJeu O MOJArOTOBKE
HAy4HBIX KaJpoB; 6) yueOHasi mporpamma 1o UCKyCcCTBy Myramar U JIpyTrHe.

Fattakh KHALIG-ZADE
Candidate of Science (in Art History), Professor of Azerbaijan National Conservatory,
Honored Art Worker of Azerbaijan, Member of the Union of Composers of Azerbaijan

Baku, Azerbaijan
halikzade(@mail.ru

UZEYIR HAJIBEYLI AND CONTEMPORARY
AZERBAIJAN MUGHAM CULTURE

The main purpose of this work will be, at first, an attempt to reveal and confirm the great
role of Uzeyir Hajibeyli/Hajibeyov or Gadjibekov (1885—-1948) as a prominent researcher of
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the classical Azerbaijan mugham, a national form of the Eastern magam music, and, secondly,
to discuss the significance of his enormous activities directed to the development of the
contemporary mugham practice.

As a great connoisseur of the orally classical music in question, U. Hajibeyli had worked
out an idiosyncratic scientific conception of the mugham music . However, a series of valuable
ideas dispersed in various sources and articles had not yet been submitted to the thorough
scholarly examination. Hence, Hajibeyli’s undeniable role in this field remains up to now as an
unexplored subject of ethnomusicology.

Closely connected to Azerbaijan and Eastern past, U. Hajibeyli, at the same time, had
accomplished, to create a strong foundations not only of the national schools of composition
and (ethno)musicology, but also created the European-oriented music educational system with
some of'it’s peculiarities, entirely changing the traditional scholarly approach to the study of the
national music heritage, and first of all, the art of Azerbaijani mugham.

The best known theoretical work by U. Hajibeyli — ‘Principles of Azerbaijan Folk Music’
witnesses his comprehensive knowledge about the mugham music, which he had initially
studied in the practical way in his native Shusha and subsequently unceasingly increased during
all of his creative life.

A special attention deserves also a number of unordinary views on the different aspects of
the genre: a general concept of mugham studies, the role of medieval sources and treatises,
relationship between arud metrics and music, issues of the sound system, compositional
principles of dastgah, ethnoorganology, art of music performance, as well as some parallels
among the different musics of Eastern cultures.

In the formation of U. Hajibeyli’s mugham conception a significant role belonged to the
ethnomusicological principles, independently discovered by him before the term had been coined
in 1950. For example: 1) unity of anthropological and musicological approaches; 2) the role of
practice-based researches; 3) study of music as a process of the creativity; 4) institutionalization
of the traditional Azerbaijan instruments and music (mugham); 5) special teaching program;
6) his prominent significance in the mugham studies etc.

Mapuna Baragumuposua BY CBI'MHA

npenooasamens Kagheopsvl My3bIKOIHAHUS U MY3bIKANbHO-NPUKIAOHO20 UCKYCCMEd
Canxkm-Ilemepbypackozo 2ocyoapcmeenHo20 UHCmumyma KyJ16mypbl
Canxm-Ilemepbype, Poccus

marinabusigina90@gmail.com

OCHOBHBIE HAITPABJIEHUSA AKTYAJIU3ALIUA MYTTAMA
B COBPEMEHHOM A3EPBAN)KAHE

Hecmotps Ha nOnynsspHOCTB 3CTPagHOMN, JIETKOM MY3BIKM, MyTaM COXPAaHSET CBOKO yCTOM-
YMBOCTh U 3aHUMAET LIEHTPAJIbHOE MECTO B COBPEMEHHOM azepOaiiizkaHCKOM KybType, Oyaydn
HEOTHEMJIEMOM YaCThIO KU3HU Hapo/a U MPOBOJUMON rOCyAapCTBEHHON KyJIbTYPHOM MOJIUTH-
KH.

B nanHOM nccrnenoBaHuy NpoJeMOHCTPUPOBAHA YHUKAIbHAs 0COOCHHOCTh Myrama — ocTa-
BaTbCsl AKTYyaJIbHBIM U CIIOCOOHBIM aaNTUPOBATHCS B KaXKJJOM HCTOpHYECKoM dTarne. Kak u B
Hayasie XX Beka, MyraM B COBpeMEHHOM A3epOaiiykaHe CUHTE3UPYETCs C pa3IU4YHbIMH JKaH-
pamu, IPENoJIaralolliMMU HCIOJIb30BaHUE aKAJEMUYECKUX U IJIEKTPOHHBIX MY3BIKAJIBHBIX
MHCTPYMEHTOB, YTO JIEJIaeT ero 0ojiee JOCTYIHBIM ISl IOHUMAaHUS MPEICTaBUTEISIM JPyTUX
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KyabTyp. [Ipomomxaercs pa3BuTue MyraMHOM (POpMBI, UTO BBIpAXKEHO B OOJNbIICH TUHAMUY-
HOCTH, OTTOYEHHOCTH, MHOTOOOpa3UU CPEJCTB BBIPA3UTEIbHOCTH, COOTBETCTBUM KOMITO3ULIUN
XyJIO’)KECTBEHHOM Hjee. Pacmmpsisi BO3MOKHOCTH 3ByKa IyTEM MHTEIPALUU 3aMaIHbIX MY3bl-
KaJbHBIX MHCTPYMEHTOB, B TOM YHCJIE€ 3JIEKTPOHHBIX, PACKPBIBACTCS CAMOOBITHOCTH HAIMO-
HaJbHOIO MeJoca. SIpKkuMu npuMepaMu MOTYT MOCIyXUTh oparopusi «Kapabax [llukecrecu»
KoMro3utopa Bacuda Anuresanosa, mpeacTaBisionias co00i CHHTE3 MyTraMHBIX M allIBITCKUX
COJIO, C PacIIMPEHHBIM COCTaBOM OPKECTPA, XOpa U MHCTPYMEHTAJIBHBIM MYTaMHBIM aHCaM-
omeMm, «KopaHn, xyToa, myram» @apaka Kapaesa, «baxpamuame» Dnbaapa MancypoBa, CTpyH-
HBII KkBapTeT «Myram Casrs», centeT «JlepBuiiny Opanrusz Anuzazae (CenTeT A BUOJIOHYEIH,
CKPHIIKH, HAPOJHBIX HHCTPYMEHTOB, C JeKJIamMalleil CTUX0B CpeHEBEKOBOTO nosTa Hacumu),
HOBas IOCTaHOBKA MEPBOM MyraMHO# oniepsl «Jleinu u Memxayn» Y3eupa ['amxndexoBa, BBe-
JICHHE MYT'aMHBIX BCTaBOK B KJIACCHYECKHI OaleT 1 MHOXKECTBO JAPYTUX HKCIIEPUMEHTOB

HecmoTpst Ha MHTEHCUBHBIE POLIECCHI ITIO0ATN3AUN ¥ MOJICPHHU3AIINN, OCHOBHBIMHU TEH-
JIEHITASMH Pa3BUTHUS IPEBHEN MY3bIKaJIbHON TPaAUIIMH MyTraMa B COBpeMEHHOM A3epOaiikaHe
SBIIIOTCS PACIIMPEHNE HALIMOHAIBHOIO penepTyapa, NOABIECHUE PSAAA YUUTENIEH U UCIIOJHUTE-
Je¥l — NeBLOB U UHCTPYMEHTAJIUCTOB, UMEIOIINUX Pa3HOCTOPOHHEE MY3bIKaJIbHOE 00pa3oBaHuE,
pa3BUTHE COBPEMEHHBIX METOJIOB U3YyUEHUSI TEOPUU U UCTOPUHU MyraMa, CHHTE3 TPaJULIMOHHON
(OpMBI C COBPEMEHHBIMU MY3bIKAIbHBIMU HHCTPYMEHTaMM, CTHIISIMHU U JKaHPAaMH U, HAaKOHelIl,
MHTEHCUBHBIE MTPOLECCHl UHTErpaluu azepOaiiPkaHCKOT0 NCKYyCCTBa Myrama, Kak caMOCTOs-
TEJIbHOMN KYJIBTYPHOU TPAJULIMHU, B MUPOBOE KYJIBTYPHOE ITPOCTPAHCTBO.

Marina BUSIGINA

Lecturer at the Department of Musicology and Applied Music at the Saint Petersburg State
Institute of Culture

St. Petersburg, Russia

marinabusigina90@gmail.com

BASIC TRENDS IN THE ACTUALIZATION
OF MUGHAM IN MODERN AZERBAIJAN

Despite the popularity of pop, light music, mugham retains its stability and occupies a
central place in modern Azerbaijani culture, being an integral part of nation’s life and the state
cultural policy.

This paper deals with a unique feature of mugham which is ability to remain relevant and
able to adapt to each historical stage. Alike the processes in the beginning of the XX century,
mugham in modern Azerbaijan is synthesized with various genres, classical and electronic
musical instruments that makes this ancient tradition more comprehensible for other cultures. At
the same time, the originality of the national melos is even more emphasized by expanding the
possibilities of sound. The development of the mugham form continues, this process is expressed
in a greater dynamism, including a variety of means of expression, and the correspondence of
the composition and the artistic idea. Vivid examples are the oratorio “Karabakh Shikestesi” by
composer Vasif Adigezalov, which is a synthesis of mugham and ashig solos, with an expanded
composition of the orchestra, chorus and instrumental mugham ensemble, “Koran, khutba,
mugam” by Faraj Garayev,”Bahramname” by Eldar Mansurov, “Mugam Sayagy”, “Dervish”
by Frangiz Alizadeh (septet for cello, violin, folk instruments, with recitation of poetry by the
medieval poet Nasimi), new production of the first mugam opera “Layli and Majnun” by Uzeir
Hajibeyov, mugham inserts in classical ballets and many other experiments.

Despite the intensive processes of globalization and modernization, which have impact on
the quality of mugham performances, the main trends in the development of mugham in modern
Azerbaijan are the following: expansion of the national repertoire, the emergence of a list of
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schoolmasters and performers — singers and instrumentalists with a profound musical education,
the development of new approaches in mugham study, the synthesis of the traditional form with
modern musical instruments, styles and genres and, finally, intensive processes of integration
of the Azerbaijani art of mugham as an independent cultural tradition into the world culture.

JInsmm Xaasirkeissl 'YPBAHOBA

couckamens kageopwl « Teopuu myzvikuy Cankm-Ilemepbypeckou 20cyoapcmeentol
koncepsamopuu um. H. A. Pumckoeo-Kopcakosa

Canxm-Ilemepbype, Poccus

liliko_66(@mail.ru

OCOBEHHOCTH MEJIOJJUYECKOMN OPTAHU3AIINN
ABEPBAMI)KAHCKUX HHCTPYMEHTAJIbHBIX MYTAMOB
(HA OCHOBE AHAJIN3A UCITIOJTHATEJBCKNUX BEPCHI
0. JIKABBAPOBA, M. MYCJIOMOBA, A. ABJIYJIJIAEBA,

J. TKXED®EPOBA, M. ITYKIOPOITY, Ill. UYMAHOBA, ®. JJINEBA,
M. MUXAWJIOBA)

OCHOBHOHM Marepuai UCCJICIOBaHUS B MPEJACTABICHHOM JOKJIAJe — MEJIOJNKa a3epOan/i-
JKAHCKUX HMHCTPYMEHTAJIBHBIX MyramoB. B mepByro ouepens, aHaTu3UPYIOTCS OCOOCHHOCTHU
CTPOCHUS MEJIOINICCKON JINHUU, BO MHOTOM OTIPEICIISIOIINAE OOIIYIO CTPYKTYPY, a TAKIKE IPO-
necc popmooOpa3zoBaHus.

3HAYUTENTFHOEC BHUMAHHE YIENAeTCs KIacCU(UKAMU TPAJAUIMOHHBIX ISl Myrama THIIOB
MEJIOJIUYECKOTO JIBIKEHUSI, UTPAOITUX HanOoJiee 3HAYMMYIO POJIb B paCCMaTPUBAEMBIX MY3bI-
KaJIbHBIX TIpuMepax. Ha ux ocHoBe (popMUPYIOTCS MHOTOUHCIIEHHBIE MEIOAUYECKHEe 000po-
ThI, MIOKA3aTeJbHBIE JIsI KOHKPETHBIX MYTaMOB, HEPEAKO TEMATUUYECKU 3HAYMMBbIE Ha YPOBHE
Bcel kommo3uiuu. K Hanbonee xapakTepHBIM CIEAyeT OTHECTH pa3IMUHbIE KBAPTOBHIE CKay-
KU, XO/Ibl B 00bEMe TEPILIUHU, JTBUKEHUE 110 3ByKaM TETPAaXOP/IOB, a TAK)KE CEKBEHIIUHU, MTPEKIE
BCEr0, Ha OCHOBE CEKYHJI0OBOW MHTOHAIUU.

B noxmane BBIABIAIOTCS OOIIME MPUHIMIBI METOIWYECKOTO CTPOCHHSI MHCTPYMEHTAJb-
HBIX MYT'aMOB, B3aUMOJICHCTBHUS TUMIOBBIX MEIOANYECKHUX (POPMYIL, ONIPEACTAETCS XapaKTep UxX
(GYHKIMOHATHHBIX OTHOIICHUIHA.

Lili GURBANOVA

Applicant at the Department of “Music theory” of the Saint-Petersburg conservatory
named after N. A. Rimsky-Korsakov

Saint-Petersburg, Russia

liliko_66(@mail.ru

FEATURES OF THE MELODIC ORGANIZATION
OF AZERBAIJANI INSTRUMENTAL MUGHAMS
(BASED ON THE ANALYSIS OF PERFORMANCE VERSIONS
OF O. DZHABBAROYV, M. MUSLUMOY, A. ABDULLAEYV, D. DZHEFEROY,
M. SHUKIUROGLU, SH. IMANOY, F. ALIYEV, M. MIKHAYLOY)

The main research material in the report submitted is the melodic of Azerbaijani instrumental
mughams. Author analizes the features of the melodic line which largely determine the overall
structure as well as the process of composition.
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Considerable attention is paid to the classification of traditional mugham types of melodic
movement that play the most significant role in the musical examples analysed. They form the
basis for numerous melodic turns that are indicative of specific mughams and often thematically
significant at the level of the entire composition. Among the most characteristic features there
are various quartal jumps, moves in tertiary volume, movement along tetrachordal sounds and
sequences primarily based on secundum intonation.

The report reveals the general principles of the melodic structure of instrumental mughams,
the interaction of typical melodic formulas and defines the nature of their functional relations.

Pager Xanen HIUXA

8bINYCKHUK Boicueeo uncmumyma myszviku Tynucckou Pecnyonuxu, macucmp

Cubupcrkoeo 20cy0apcmeeHHo20 UHCIMUMYma uckyccme umeru JImumpus Xeopocmosckozo
Kpacnospck, Poccus

Mapus Muxaiiiosna YUXAUEBA

KAHOUOAm UCKYCCMBOBeOeHUsl, O0YeHM, HAYANIbHUK HAYYHO20 0MOeld UCCe008aHULL
uckycemea

Cubupu Cubupcroeo 20cy0apcmeeHHo20 UHCMUMyma ucKyccme

umenu /[mumpus Xeopocmogckoeo

Kpacnospck, Poccus

mgokhfeld@yandex.ru

K OCOBEHHOCTSAM TPAKTOBKH TYHUCCKOM MOJIEJIN
MAKAMA - TABAA

Maxkamar, Kak M3BECTHO, SIBIISICTCSI OJHUM M3 OCHOBAHHMU KYJIBTYpPBI MCIAMCKOTO MHpA —
6a30l npodeccnoHaabHON My3bIKM YCTHOM Tpaguuuu. B To ke BpeMs cneunuka BeIynmx
WCIIOJIHUTENICKUX IIKOJI MakaMa HEOTJelMMa OT OCOOEHHOCTEH HAallMOHAJIBHBIX TPaJUIUi
KOHKPETHOTO PETHOHA.

B pycckosi3pluHON My3BIKOBEIYECKON JIUTEpaType pa3Hble MCIOJHUTEIbCKHE LIKOJIBI Ma-
KaMa OCBEIlEHbl HEPaBHOMEpPHO. BHHMMaHUe CO CTOPOHBI HCCleAoBareiel ObLIO Y/IeleHo,
MIPEXJIe BCETO, MY3BIKATBHBIM TPAIUIHSIM cpeaHeasnarckoro (AzepOaiimkan, TamkukucTaH,
VY36ekucTan) U TypeLKoro Makama u Makama ctpas Ilepcuackoro 3anusa (Ha npumepe Mpana).

B n3BeCTHBIX HAM PYCCKOSI3BIYHBIX Pa0OTaxX HE 3aTPAruBaIOTCS HCIIOTHUTEIBCKHE OCOOCH-
HocTH Makama CeBepHoil Adpuku, B yacTHOCTH — TyHuca. OJHAKO HEMOCPEICTBEHHASI MYy-
3bIKaJIbHAS MPAKTHKA CBUJIETENILCTBYET O XapaKTEPHBIX 0COOCHHOCTSIX KYJIBTYpPbl TYHHUCCKOTO
Makamara, OTJMYHBIX OT JPYTUX IIKOJ MaKaMa.

B cBs3u ¢ BbIlIeCKa3aHHBIM, 3aJja4a JaHHOW paboThl — OCBETUTh OCOOEHHOCTU TPAKTOBKU
TYHUCCKOI Mojienu Makama — tabaa. Tabaa (MH. touboa) mpeacrasnsier coOoi 1IKOIy Makama
Cesepnoit Appuxu (Tynuc, Amxup, Mapokko) — «l’école du Maghreby. [lannas mxona ¢op-
MHUpPOBaJIaCh Ha OCHOBE TPAJULUI KJIACCHUECKOr0 MaKaMa, HO TakKe BoOpasa B ceOs uepThl
KyJBbTYpbl 0epOepoB, 0TUaCTH — AHAATY3HH.

CrutaB TpaauImii OTpa3miICcs, MPEKIE BCEr0, B OCOOCHHOCTAX MY3bIKaJbHOTO 3BYYaHHUS TY-
HUCCKOro mMakamara. CBoeoOpasue «MarpuOCKoil MIKOJIbD» MPEACTABICHO U Ha TEPMHUHOJIOTH-
4EeCKOM YPOBHE.

Tak camo HanMeHOBaHME «tabaa» OJIN3KO 1O 3HAYEHHIO «Maqamy, HO U UIMEET CBOU CMBIC-
noBble oTTeHKU. [loHATHE «tabaay 00bEeUHSIET TPU B3aUMOCBA3aHHBIX CMBICIIOBBIX YPOBHSL:
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— OYKB. «MHIUBHyaJIbHAsI [1€9aTh», KOTTUCK», KIPAaBUPOBKA»: TO €CTh 0003HAUEHHE OIpe-
JIEJIEHHOTO TTOJIOKEHHS B IPOCTPAHCTBE;

— «3QEKT BO3AEHCTBUNY, CIIPUHAUIEKHOCThY: COOTHOIIEHUE MEX/1Y YaCTSIMHU U LIEJIbIM —
cyOopAMHALIUS U KOOPMHAIIHS,

— CO37JaHUE OIPEJEICHHOTO «HACTPOCHUS», «BIIEYATICHUS»: IICUXOJIOTHYECKUM, IMOLUO-
HaJIbHBIN YPOBEHb.

Kaxxiast u3 0003HaYEHHBIX CMBICIOBBIX IPaHEH B ONPEAETICHHON Mepe 0Tpa3niIiach U B MHO-
TO3HAaYHOCTHU MY3bIKaJIbHON TPAKTOBKH «tabaay (Kak J1aJ0BOW CHCTEMbI, COBOKYITHOCTH KOMIIO-
3UTOPCKUX TEXHHK, IEHTOH-KOMIIO3HIINN).

Rafet Haled SHIKHA

graduate of the Higher Institute of Music of the Tunisian Republic (specialty “Ethnomusicology”);
Holder of a masters degree of the Dmitri Hvorostovsky Siberian State Academy of Arts
Krasnoyarsk, Russia

Mariya CHIKHACHYOVA
Candidate of Science (in Art History), Associate Professor, Head of Siberian Art Scientific
Department, Dmitri Hvorostovsky Siberian State Academy of Arts

Krasnoyarsk, Russia
mgokhfeld@yandex.ru

THE INTERPRETATIONAL FEATURES OF THE TUNISIAN
MAQAM MODEL - TABAA

Magamat is known to be one of the foundations of the Islamic culture. It is the basis of
Islamic professional oral music. The specifics of the leading performing magam schools are
inseparable from the peculiarities of the national traditions in any region.

The works of musicologists in Russian are devoted to the study of various performing
schools of magam. The attention of the researchers was devoted to the magam of the Central
Asia (Azerbaijan, Tajikistan, Uzbekistan), Turkish magam and maqam of the Persian Gulf
countries (on the example of Iran).

But there is no information about maqam in North Africa (Tunisian magam) in studies in
Russian.

The intention of this work is to study the interpretation’s features of the Tunisian magam
model (tabaa). Tabaa (pl. Touboa) is a magam school in North Africa (Tunisia, Algeria,
Morocco) — “I’école du Maghreb”. This school was formed on the basis of the traditions of
classical magam, but also incorporated the features of the Berber and, partly Andalusia, culture.

The Tunisian magam includes fusion of tradition. Also the originality of the “Maghreb
school” is presented in the relevant terms.

So the name “tabaa” is close in meaning to “maqam”, but it also has its own semantic
connotations. The concept of “tabaa” combines three interconnected semantic levels:

— “Individual print”, “engraving’: this is the designation of a certain position in space;

— “impact effect”, “belonging”: this is the relationship between parts and the whole —
subordination and coordination;

— “mood”, “impression”: this is a psychological and emotive level.

Each of the indicated semantic levels was reflected to the great variety of the musical
interpretation of “tabaa” (as a fret system, a combination of composer techniques, centon
composition).
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ICTM Liaison Officer for Tunisia

Tunisia

anas.ghrab@gmail.com

PRINCIPALS OF THE MUSICAL MODALITY
THROUGH THE GRECO-ARAB TRANSMISSION

The Greco-Arab transmission is a systematic research field that arises nowadays in the
history of sciences studies. If it’s known that one of the sources for understanding theoretical
roots of the maqgam are the Greek texts, we are still in a lack of systematical studies of this
transmission.

Our paper looks into concepts we find in musical Arabic texts of first translators and
writers (al-Kind1, Hunayn ibn Ishaq, Ibn al-Munaggim, etc.) and aims to analyse their link with
Greek ones (Aristide Quintilianus, Alypius, etc.) based on digital systematic analysis of their
terminology.

Al-Gahiz has already noticed in the ninth century that singing (al-ghina) was considered by
Persians as adab (« literature » / « arts ») and by Romans as a philosophy. We can suppose that
locating and understanding these Greco-Arab concepts leads us later to a better understanding
of the maqam from its oriental origins and to distinguishing its Central-Asia and Persian parts.

Hanas Hurmarosna IJTA3YHOBA

KAHOUOAm UCKYCCmMB08e0eHUs, npogeccop, cmapuiuil HayuHvlli COMpPYOHUK
cexkmopa ¢honvknopa PUHU;

Canxm-Ilemepbype, Poccus

riiischool@rambler.ru

O IPEEMCTBEHHOCTU U PABBUTUU NU3YUEHUSA
TYPKMEHCKHUX MYKAMOB

HckyccTBO Makamara — OJIHO U3 XyJOXKECTBEHHBIX SIBJICHUH, BXOASIINX B cOOMpaTeIbHOE
MOHATHE TPAIUIIMOHHON MY3bIKaJIbHOU KyJIbTYpbl BocToka — mpezcTaBiser 1isi COBpEMEHHO-
IO UCKYCCTBO3HAHUS 3HAUUTENbHBIA HHTepec. OHO ABISET COOON MCTOPUYECKH CIIOKHUBIILY-
10Cs KYJABTYpHYIO TPAJMLUIO, OOYCIOBICHHYIO OOLICH JIOTUKOW pa3BUTHA ONMU3KHX MEXKIY
co00i1 XynoKeCTBEHHbIX uAe u Gopm cpenHeBekoBol KynbTypbl Cpenneit Asuu u HMpana.
Pacrnipoctpansisick BO BpeMEHU U IPOCTPAHCTBE y Pa3HbIX HAPOJIOB PETUOHA, 3TO SIBJICHHUE 00pe-
TaJI0 B K&KION HALIMOHAJIBHOM KYJIBTYPHOU TPaaULIMU COOCTBEHHYIO OPUTMHAIBHOCTD, U IIPO-
SIBJIIJIOCH 3TO HE B TOM, YTO JIOKAJIbHOE MY3BIKAJIbHOE SIBICHUE HE MOBTOPSJIO YEPThI APYTUX
CaMOOBITHBIX TPaJULUH, a B pa3BUTUU COOCTBEHHOW CTHJIMCTUKU XYI0’KECTBEHHOTO S3bIKAa U
(dhopmbl. TypKMEHCKUI MyKaM 3aHsUI CBOIO HUIILY B cucTeMe Makamara. OIHaKko, B My3bIKO3Ha-
HUM €Ille HEe BCKPHITO HAJIMUKE ITYOMHHOTO MCTOPHKO-TEHETHYECKOrO POACTBAa MyKamMa-Myra-
Ma-Makama. B mocienHue HeCKOIBKO IECATHIICTHH, ¢ (POPMUPOBAHUEM TYPKMEHCKOTO MY3bI-
KO3HAHUSI, IPEANPUHUMAIOTCS IIATH 110 OCMBICIIEHUIO MECTa MyKama B TYPKMEHCKOH My3bIKeE.

B Hamu gHM TepMuH “MykaM” ynoTpeOsseTcs B TYPKMEHCKOW HapOAHOW MY3bIKE B JBYX
OCHOBHBIX 3HaueHMsX. [lepBoe u3 HUX Oosee MIMPOKOEe: MyKaMaMHU Ha3bIBAIOTCS BCE CIIOXK-
HbIE, Pa3BUTbIE MHCTPYMEHTAJIbHbIE IPOU3BEAEHUS, TO €CTh T€ NbECHI, UCIIOJTHEHHE KOTOPBIX
O] CUJTY TOJIBKO MpodeccroHanbHbIM My3blkaHTaM. BTopoe conepkanue cioBa ropasno 60-
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Jee y3Koe — 3TO 0003HAYCHHE TOJIBKO HECKOJIBKMX KOHKPETHBIX IbeC, COOCTBEHHO MYKAaMOB.
K HuMM, B niepBy10 ouepeab, OTHOCUTCS s/ MbEC, UCIIOIHAEMbIX Ha ayTape. OaHaKo, MOHS-
THE «MYKam», B TYPKMEHCKOH KyJbType ropasio LIHpe, OHO MOJMCEMaHTHYHO. B TypkMmeH-
CKO-PYCCKOM CIIOBape CIIOBO MyKaM OMpeenseTcss Kak MeJaoaus, My3sika [1]. B 3Hamenuroi
pabore «Typkmenckas mysbika» B. A. Ycnenckoro u B. M. benseBa mykam Kak »aHp WH-
CTPYMEHTAJIbHON MY3BIKM HE Ha3bIBaeTcs. JIMIIb OHAXIbI, XapakTepusys nbecy «Bapcakbi»,
B. A. Ycnenckuii onpenensier ee kak mykam (miecHs 6e3 cioB) [2: 4]. Ccplinasick Ha CBEICHMUS,
MOJTyYEHHBIE OT CIIENOro My3blkaHTa babakaHuUIIaH ThIKAaKYbl 00 YIIOTPEOICHUH B IPEKHEE
BpEMS B TYPKMEHCKOH My3bIke 62 «Hama» 32 «MaKaMOB», KOTOPbIE UTPAIMCHY, UCCIIEN0BATE-
JM TYPKMEHCKOW MY3BIKH TIOJIATal0T, YTO MakaM (J1aj, B CMBICIIE 3BYKOpsi/ia) HEYTO OJIM3KOE K
OTIpe/IeIICHHBIM MEJIOIUYeCKUM obopoTam [2: 68].

CrycTsi IOYTH MATHIECAT JIET, ¢ opranu3anueil TypKMEHCKOTo TOC. MeJaroru4eckoro 1H-
CTHTYTa MCKYCCTB, MPEOOpa30BaHHOIO BIOCIEACTBUM B HalmoHanabHYIO0 KOHCEPBATOPHIO,
CTaJIM MOSABIATHCS HayuHble paOOThl, B KOTOPHIX MPEANPUHUMAETCS MONBITKA OCMBICIUTH Xa-
pakTepHBIC KaHPOBBIE OCOOCHHOCTH MyKaMa. YPOBEHb M CTATyC pabOT camblii pa3HBIA: ITO
JTUTUIOMHBIC pa0OoThl, HATMCAHHBIE CTYJCHTaAMH-IyTapUCTaMU Ha OCHOBE CBOMX HOTHBIX pac-
mrPOBOK U UCTIONHUTENbCKOM mpakTuku (O. AnHaneneco, H. Mepenos, b. Kymieimypanos,
1. HypeimoB, A. YapsieB), Hayunble crathy i auccepramun (4. [xymaes, 3. JKyMaKy/uesa).
Bce ati u apyrue padots! (b. Xynaitnazapos, A. PemkenoB u Jip.) UMEIOT OOJBIIIOE TO3HA-
BaTelIbHOE 3HAYEHUE M BCKPHIBAIOT BCIO MHOTOCIIOKHOCTh HE MCCIIEIOBAaHHBIX ellle mpodiaemM
CPAaBHUTEJIBHOIO U3YyUEHUS TYPKMEHCKOI0 MyKama B cucTeMe MakaMara. JlanpHeliee npoiBy-
JKEHHE HAayKHd B 3TOM HAIPaBJIECHUM [1O3BOJIUT MCCIEA0BaTh [NIyOMHHBIE UCTOKU TYPKMEHCKON
MY3bIKaJIbHON KYJIBTYPBI.

Jluteparypa

1. TypxmeHcko-pycckuil cioBapb. M.: «CoBeTckas sHIMKIoNeaAu », 1968. C. 458.
2. Venenckuii B. A., Bensies B. M. TypkMeHckas My3bika. B 2-x T. Anvatsr, 2003. C. 4.
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ON CONTINUITY AND DEVELOPMENT
OF THE TURKMEN MUQAMAT STUDY

The art of magamat is one of artistic phenomena that are part of a collective concept of
the traditional musical culture at the East. It represents one of the historically formed cultural
traditions, conditioned by the general logic of closely related artistic ideas development and
forms in the medieval culture of Central Asia and Iran. Spreading in time and space among
different peoples of the region, this phenomenon found its own originality in each national
cultural tradition, not repeating the features of other original traditions, but developing its own
artistic language and form. The Turkmen mukam has its own niche in the system of maqamat.
However, the musicology has not yet revealed the deep historical and genetic linkages of mukam-
mugham-makam. In the last few decades, with the formation of the Turkmen musicology, some
steps have been taken to comprehend the place of mukam in the Turkmen music.

Nowadays, the term “mukam’ is used in Turkmen folk music in two main meanings. The first
of them is broader: all complex and developed instrumental works, those pieces, performance
of which is possible only for professional musician called as mukams. The second meaning
of the word is much more narrow, it refers to only a few specific pieces, the mukams per se,
represented by series of dutar played pieces. However, the concept of “mukam” is much broader
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in the Turkmen culture and has polysemantic meaning. The Turkmen-Russian Dictionary
defines the word mukam as a melody, music [1]. Mukam as a genre of instrumental music is
not mentioned in the famous work “Turkmen music” by V. A. Uspenskiy and V. M. Belyaev.
Only once, describing “Varsaky”, V.A.Uspenskiy defines it as Mukam (song without words)
[2: 4]. Referring to information received from blind musician Babajan ishan gydjakchy about
62 “nama” 32 “maqgams” used in Turkmen music in old times, researchers of Turkmen music
believe that maqam (harmony, in the sense of a sound scale) is something close to some certain
melodic turns [2: 68].

Almost fifty years later, when Turkmen State Pedagogical Institute of Arts was established
in Turkmenistan, later transformed into the National Conservatoire, scientific works that tried
to comprehend typical genre peculiarities of mugam began to appear. The level and status
of these works vary: they include diploma works written by the students of Dutar on the
basis of their musical transcriptions and performing practice (O. Annanepesov, N. Meredov,
B. Kutlymuradov, Y. Nurymov, A. Charyev), research articles and dissertations (Ch. Jumayev,
Z. Jumakulieva). All these and other studies (B. Khudaynazarov, A. Redzhepov and others)
have an important value and reveal the depth of unexplored problems of comparative study of
Turkmen mukam in the magamat system. Further advancement of the science in this direction
will allow exploring the deep roots of the Turkmen musical culture.

Literature
1. Turkmen-Russian Dictionary. Moscow: Soviet Encyclopedic Publishing, 1968. P. 458.

2. Uspensky V. A., Belyaev V. M. Turkmen Music. 2 volumes. Almaty, 2003. P. 4.
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AITIOJIOT'USA AHAJIOI'UAM, NJIN ITPEJIMMUHAPHBIE 3AMETKHA
O TUIIOJIOI'MYECKHUX ITAPAJVIEJIAX MEXIY MAKOMOM
N KBIPT'BI3CKUM KIOY

1. Oco3nanue aOCONFOTHOTO MPUMaTa «MY3bIKaJbHOTO OPYIUs» U €ro 3BYKOBOW OpraHu-
3allMd B OCMBICJICHUU TPAJAMLUOHHOM WHCTPYMEHTAIBHOW MY3BIKH — OECCIIOpHOE HaydHOE
JOCTH)KEHUE COBPEMEHHOH STHOOPTAHOJOTMHM M OTpacid HayKd, HM3ydarouieid mpodeccuo-
HaJbHYIO MY3bIKY U3YCTHOW TPaJAULIUU. JTO MO3BOJIUIIO TO-HOBOMY B3IJISIHYTh HA IPUBBIYHBIC
MOCTYJAThl U OTKPBITH JJIsi ce0sl MPUHIIUIHMAIBLHO HOBOE HAyYHOE HAIpPABJICHUE U B 3THOOpra-
HOJIOTUH, U B U3y4EHHH OOIIEBOCTOUHOM, pErMOHAILHON U HAllMOHAJILHOM MOJIeiel MakoMmara.

2. B COOTBETCTBMM C OCHOBHOW aKCHMOMOH CHCTEMHO-3THO(OHHYECKOTO METOo/a
(MarueBckwuii, 2011), B opranosoruv GpyHIupyrOmuM A€TEPMUHAHTOM BO3HUKHOBEHUS TUIIO-
JIOTMYECKUX Napajuliesell MEeKIy OpraHOJIOrMYECKUMHM pa3/ielaMi MaKoMaTa U KbIPTbI3CKUMU
MHCTPYMEHTAJIbHBIMU KOMIO3MLIMSAMU KIOY CTAHOBUTCSI IPOLIECC KOHBEPIE€HLUH, CBSI3aHHBIN
co creru(uKoi 3ByKOBOI OpraHU3alMy «MY3bIKQJIbHOTO OPYAHS» B LEJIOM M LIUIKOBBIX XOP-
10(OHOB B YaCTHOCTU. DTO BUPTYyaJbHO-TEOpETHUECKast AByXcTpyHKa B. M. bensesa, TanOyp
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an-Oarmanu, TaHOyp aj-xypacaHu u yi, onucanubie an-DPapadu, Cadu ag-/{unom an-Ypmasu u
JPYTUMH CPETHEBEKOBBIMU BOCTOYHBIMH WHCTPYMEHTAIUCTaMHU. [[pUCOBOKYITUM CIOIa U KBIP-
TBI3CKUI KOMY3 KaK PEJIeBAHTHOTO PEMPE3eHTaHTa, UMEIOIIEr0 HHOM OT 3eMIIeBIaIeTBIeCKON
LIMBWIN3ALUHU KyJIbTYPHBIM KOJI KOUEBOIO COLIUYMA.

3. Bo3HuKHOBEHHE JABEHAILIaTH MAaKOMOB TOX€ BOCXOIUT K crieln(uKe 3ByKOBOM OpraHu-
3allUM MHCTPYMEHTapHs. DTO JIMraTypbl-Jiajibl — napja yaa, TanOypa, cerapa u ap. (Borpoc
HCCJIEJIOBAJICS. B COBETCKOE BPEMs). A JUIsl KbIPIBI3CKUX KIOY — 3TO JKE€CTKasl IPUBSI3aHHOCTD K
UTPOBBIM MO3UIUSAM TPEXCTPYHHOTO 0€3J1aJKOBOTO LIUITKOBOTO XOp10(pOHA — KOMY3a, KOTOPbIE
COBIAJAIOT ¢ (PUKCUPOBAHHBIMU JIMTaTypaMHU XopacaHcKoro TanOypa an-Papabu, 1 onpeaes-
IOTCSl TEMH K€ KBapTOBBIMU, KBUHTOBBIMU yHHCOHamMHu U okTaBoi (benses, 1931). Cornacno
an-YpMmaBH, JIUraTypbl Ha LIEHKe yJa UMeNu ClelHalbHble TOYKH, COOTBETCTBEHHO KOTOPHIM
CTPYHBI U3JIAI0T 3BYKHU pa3HOi BbICOTHI (BrI3ro, 1980, c. 86). Kaxaplii Mogyc moxy4us crenu-
ajbHbIC HAMMEHOBaHMs: Yumak, Hasa, Pact, HoBpy3, Upak u T. 1.

4. O0 aHaJOTMYHOM OTHOCHUTENIBHO KBIPIBI3CKUX KOy Komy3a nucan B. C. Bunorpanos:
«Ha rpude xaxxaoro komy3a UMEIOTCA JiBa BHITEPTHIE NajbllaMy NsATHA. OOpa30BaIiCh OHU OT
YacTOTO MPUMEHEHUS JBYX HM3IIOONCHHBIX Mo3uiuii 3-i u 6-i» (Bunorpamos, 1958, c. 169;
nanee c. 157, 159). Takux «msTeH» Ha MIeiiKe HHCTpyMeHTa (y KOMy3a HET HAKJIaJHBIX TIa-
ctuH rpuda. — C. C.) Oombllie: B pa3IMUHbIX CTPOSIX KBaPTO-KBHUHTOBBIC YHHCOHBI M OKTaBbI
U3BIIEKAIOTCA Ha 4-H, 6-1 u 7-i no3uuusx. BuHorpanoB ykasan Ha «UIMPOKO U3BECTHBIE MH-
CTPYMEHTAJIbHbIE MHECHI, UMEIOIME 00JIee UM MEHEe OTCTOSIBIIMECS] OUEPTaHUS U BXOMSIINE
B pernepTyap Kax10ro KOMy34u; 00beIMHSIOIINM HAa4yaIoM KYY € OJHUM Ha3BaHHUEM, HAIIpUMeED,
Kambapkan winu boToii U T. 1. CITy’KUT: a) SMOLMOHAIBHBIN XapakTep, 0) CTpoil HHCTPyMEHTa,
B) Jaj1, I') U3BECTHasi Menoauuyeckas oOmHocTh». O nuddepeHnranuy Koy Mo CTposM HH-
ctpyMmeHTa nmcan u A. B. 3araeBuu (1971). Takum o0Opa3om, KaxIblii KIOy Kak MOAycC-Jaj
UMeeT CBOC HAaMMEHOBAaHWE W TU(PEepeHIUPYETCs MO MO3UIMSIM KaK MAaKOM IO JIUTaTypaM:
Kambapkan (1-3 mosunum), boroit (6-s1 mo3urus), Kep6es (2-s moszunmst), Llsareipama (7-s
HO3UIHs) U T. 1.' MakoM — OTJIeNbHbII JIa/l IUITKOBOTO CTPYHHOT'O HHCTPYMEHTA U, KPOME TOTO,
0003Ha4YaeT MEJIOANIO, HAlleB, MOTUB U ONPEAEICHHYIO MOJAIbHYO (WX JIAJIOBYI0) CTPYKTYPY
(Kapomaros, DnscHep, 1984, c. 101).

5. ToBopst 0 HameBax U MOTHBAX, KaK AIeMEHTax CTPyKTypsl Makama (Kapomatos, DnbcHep),
U 0 KOMOMHATOPHUKE OMPEAETECHHOTO YHCla TEMAaTUYECKHUX DIIEMEHTOB B BOOOPaKEHUH HCIIOJN-
Hutensa-co3aarens (Marmuesckuit, 2007), ykakeM U Ha MPUHIIMIT Pa3BUTHUS «T€M» B KBIPTbI3-
CKOM KIOY, [JI€ 3ByKOBBIE TPYIIIbI 00Pa3yloT KpaTKue SYEHKU-TIONEBKH, KOTOpbIE OyayT pa3Bu-
BaThCsl HA OCHOBE «MHOTOIUIAHOBOM KOMOMHATOPUKH 3JIEMEHTOB M CTPYKTYP Pa3HOTO YPOBHS
B npeaenax tuna» (boiiko, 1982, c. 16). Cnoco0sl peanuszanuu Takod KOMOWHATOPUKHU B KIOY
paccMmoTpenbl B HamieM uccinenoBanuu (Cybananmes, 2003, c. 187-188). Ykaxy Tonbko Ha
HEKOTOPBIE U3 HUX: &) MEJIOAUKO-MHTOHAIIMOHHOTO KOMOMHUPOBAHUS OMPEACIICHHOTO KOJTUYe-
CTBa 3BYKOB M CO3/IaHUS PA3NIUYHBIX BEPCUN OTHOMN SUEHKH-TIONEBKU; 0) pPUTMUYECKOTO BapbU-
POBaHUS UHTOHAIIMOHHO CXOTHBIX CTPYKTYP BHYTPH KaxkJI0H SUEHKU-TIONEBKU; BAPbUPOBAHUS
pa3IMYHBIX 3JEMEHTOB: B) YHCIA SYEEK-TIONEBOK; T') (PaKTyphl sTUEEK-MIOMEBOK; 1) JIaJ0OBO-Pe-
TUCTPOBBIX cep U UX YEPETOBAHUS; €) UX MPOTSHKEHHOCTH U T. .

6. U B 3axmrouenue: O. Marsiky0oB, ccbliasiCh Ha TPY/bl CPEAHEBEKOBBIX YUEHBIX, MTHUIIIET,
YTO, HApsAy C TEPMHUHAMHM MakaM M Mapjaa ynoTpeONsIUCh «KyT», «Kyi», «yayrKyr», T. €.
OOIIETIOPKCKUE aHATIOTH KBIPTBI3CKOT0 TEPMHUHA KIOY. TIOPKCKHE aHATIOTH «KYT» U «KYil» UMEIOT

! Kak M3BeCTHO, PU UCTIOTHEHNH Makoma Poct y MHOrux HaponoB Cpentero u biamkHero BocToka HHCTpYMEHT
HaCTpauBaeTCs Ha KBHHTY, H OH CUHTACTCS «yM ajJ-Makam», T. €. «MaTepblo Bcex MakamoB» (Matsaky6os, 1984,
c. 143). Tax u npu ucnionHernn KambapkaHna KOMy3 HACTPaWBaeTCs «B KBHHTY My KHPTH30B CUATACTCS HAYaJIOM
Becex kioy» («Kyynyn 6amibr Kambapkan» — «Kambapkan — rasa BceM kioy» (FOmaxun, 1965, c. 587).
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U IyTapHbIe MaKOMBI (IOMUMO Mepcuackux HazBaHuii «Has6a» mim «Pox») (Marsky6os, 2018).
Bce BblIIen3n0KeHHbIE TUIIOJIOTMYECKUE MApaJUIeNIN — IPOAYKT MHOTOBEKOBOM KOHBEPTI€HIIUH,
OCHOBAHHBIM Ha B3aMMOCBSI3M M B3aUMOJCHCTBHM 3BYKOBOM OpraHM3alldd MY3BIKAJIbHOTO
MHCTPYMEHTa U €ro MPOIYKIHH — MHCTPYMEHTAJIbHON MY3BIKM M MX KOHTPY’HTHOCTH JAPYT
Apyry. OTa KOHTPYIHTHOCTb MOXKET CIIY>KUTh NPEIMETOM NPOAYKTUBHOW KOHTECTAIlUU B
KOHTEKCTE BBIICTIPUBEICHHBIX YTBEPIKJICHUI U apIyMEHTOB.

Sagynaly SUBANALIEV

Candidate of Science (in Art History), Leading researcher of the Institute of philosophy and
social political sciences of the National Academy of sciences of Kyrgyz Republic, Honored Art
Worker of Kyrgyz Republic

Bishkek, Kyrgyzstan

subanalievasuluu@gmail.com

APOLOGY FOR ANALOGIES OR PRELIMINARY NOTES ON TYPOLOGICAL
PARALLES BETWEEN MAQOM AND KYRGYZ KYUU

1. The realization of the absolute primacy of “musical instrument” and its sound organiza-
tion in the comprehension of traditional instrumental music is an indisputable scientific achieve-
ment of modern ethno-organology and the branch of science studying professional music of
the oral tradition. It allowed us to look at the usual postulates in a new way and to discover a
fundamentally new scientific direction, both in ethnoorganology and in the study of all-Eastern,
regional and national models of maqomat.

2. In accordance with the basic axiom of the system-ethnophonic method (Maciewski,
2011), in organology the process of convergence associated with the specificity of sound orga-
nization of “musical instrument” as a whole, and plucked chordophones in particular, becomes
the fundamental determinant of the appearance of typological parallels between the organolog-
ical sections of maqomat and Kyrgyz instrumental compositions of kyuu. These are virtual-the-
oretical two-string V. M. Belyaev, tanbur al-bagdadi, tanbur al-khurasani and oud described by
al-Farabi, Safi ad-Din al-Urmavi and other medieval Eastern instrumentalists. Let us add here
the Kyrgyz komuz as a relevant representative having a cultural code of the nomadic society
different from the landowning civilization.

3. The emergence of the twelve maqoms also goes back to the specificity of the instrumen-
tal sound organization. They are ligatures-modes — parda of ud, tanbur, setara, etc. (the issue
was investigated in the Soviet time). And for the Kyrgyz kyuu, it is a rigid adherence to the
playing positions of the three-stringed tuneless plucked chordophone, komuz, which coincide
with the fixed ligatures of al-Farabi tanbur of Khorasani, and are determined by the same quar-
tal, quintal unison and octave (Belyaev, 1931). According to al-Urmawi, the ligatures on the
neck of the oud had special points, according to which the strings produce sounds of different
pitch (Vyzgo, 1980, p. 86). Each modus received special names: Ushshaq, Nava, Rast, Nowruz,
Irak, etc.

4. V. S. Vinogradov wrote about similarity to the Kyrgyz komuz kyuu: “On the fingerboard
of each komuz, there are two finger-rubbed spots. They were formed from the frequent use of
the two favourite positions 3 and 6” (Vinogradov, 1958, p. 169; further p. 157, 159). There are
more such “spots” on the neck of the instrument (the komuz has no fingerboard plates — S. §.):
in various strings the quarto-quinto unisons and octaves are extracted at the 4th, 6th and 7th
positions. Vinogradov pointed to the “widely known instrumental pieces that have more or less
established outlines and are part of the repertoire of every komuzchi; the unifying beginning of
the kyuu with one name, such as Kambarkan or Botoy, etc. serves: a) the emotional character, b)
the instrument structure, ¢) the harmony, d) the known melodic commonality”. A. V. Zataevich
(1971) also wrote about differentiation of kyuu according to the structure of the instrument.
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Thus, each kyuuu as a modus versicle has its own name and is differentiated by positions, such
as magom by ligatures: Kambarkan (1-3 positions), Botoi (6th position), Kerbez (2™ position),
Shyngyrama (7™ position), etc.! Maqom is a separate harmony of a plucked string instrument
and, in addition, denotes a melody, tune, motive, and certain modal (or harmony) structure
(Karomatov, Elsner, 1984, p. 101).

5. Speaking about tunes and motives as elements of magam structure (Karomatov, Elsner),
and about combinatorics of a certain number of thematic elements in the imagination of the per-
former-creator (Maciewski, 2007), let us also point out the principle of “theme development” in
Kyrgyz kyuu, where sound groups form brief cells-songs, which will develop based on “multi-
planned combinatorics of elements and structures of different levels within type” (Boyko, 1982,
p. 16). The ways of realization of such combinatorics in kyuu are considered in our study
(Subanaliev, 2003, pp. 187—-188). I will mention only some of them: a) melodic-intonational
combination of a certain number of sounds to create different versions of a single cell-song;
b) rhythmical variation of intonation-like structures within each cell-song; variation of various
elements: ¢) number of cells-songs; d) texture of cells-songs; €) harmony-register spheres and
their alternation; f) their length, etc.

6. And finally: O. Matyakubov, referring to the works of medieval scholars, writes that along
with the terms magam and parda were used “kug”, “kuy”, “ulugkug”, i.e. general Turkic ana-
logues of the Kyrgyz term kyuu. Dutar maqoms also have Turkic analogues “kug” and “kuy”
(besides Persian names “Navba” or “Roh”) (Matyakubov, 2018). All the above typological
parallels are the product of centuries-old convergence, based on the relationship and interaction
between the sound organization of the musical instrument and its products — instrumental mu-
sic and their congruence with each other. This congruence can serve as a subject of productive
contention in the context of the above statements and arguments.

! As is known, when performing the magom Rost in many peoples of the Middle and Near East the instrument
is tuned to the quint, and it is considered «um al-maqamy, i.e. «the mother of all maqoms» (Matyakubov, 1984,
p. 143). So, when performing Kambarkan the komuz is tuned «in a quinta and with the Kirghiz is considered the
beginning of all kyuu» («Kynyn bashi Kambarkan» — «Kambarkan is the head of all kyuu» (Yudakhin, 1965,
p. 587).
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Ausmnca AnaroanseeHa TUMOILIEHKO

KaHOUOAam ucKyccmeo8eoe s, Cmapuuil HayuHulll COMpyOHUK

cexmopa uHcmpymenmosgeoenusi Poccutickoeo uncmumyma ucmopuu uckyccme
Canxkm-Ilemepbype, Poccus

alisa2507@yandex.ru

BU3AHTHUIICKAS HEPKOBHO-IEBUECKAS TPAJTUIINSA 1 MAKAMAT
KAK JIBE HUBUJIN3AIIMOHHBIE MOJAEJIN:
B3ANMOCBA3U U ITAPAJIJIEJIA

Maxkamat u BuzanTtuiickas HepKoBHO-IIEBUECKas TPAIULUS — SIBIIEHUS OJHOTO MaciiTada B
pamMKax MHUPOBO MY3bIKaJTbHOU KYJIBTYPBhI, BOIUIOIICHHE [IUBIIIN3AIIMOHHON MOETTH MUPOTYB-
CTBOBAHMS, IOHUMAHWSI CTPYKTYPBI U CMBICJIA MUPO3/IaHUs U POJTU YEIIOBEKA B HEM, YBUICHHBIE
BO BCEX MPOCTPAHCTBEHHBIX KOOPAMHATAX — BBICOTE, IyOMHE, IIUPOTE U MPOTSHKEHHOCTH —
JIBYX MHUPOBBIX PEIUTHO3HO-(PHI0CO(CKO-KYNBTYPHBIX CUCTEM. BBISBICHHE B3aUMOBIUSHUN
9THUX JBYX «CYHEPTPAIUIIUN» — OJUH U3 BAXKHBIX BOIIPOCOB COBPEMEHHOM 3aIaHON BU3AHTH-
nuctuku (K. Kalaitzidis, 2012; O. Gerlach, 2018, dpopym «Byzantium and Islamy», 2003-2017).
B MyramoBezieHHH Tak ke HE pa3 OTMEYallach 3HAYMMOCTh BIHSIHHS Ha (POPMUPOBAHHE 3BYKO-
BOT'0 MUPA U TEOPETUUYECKUX OCHOB MaKkaMara 3JUIMHCKOTO TEOPETUUECKOTO HACIE s, KOTOpPOe
TPaHCIUPOBATIOCH yepe3 Bu3anTuickyto Tpaaunuio (T. M. J[xanu-3ane, 2002; I'. b. [llamumnu,
2009). B nieHTpe BHUMaHUs MPEACTOSIIETO AOKIaaa — 0030p HAyYHBIX MHEHUHN U TEHACHIIUM,
CJIOKMBILUXCS B JAaHHON 00JIaCTH IO ATOMY BOIIPOCY.

Ecnu 3amarbest BompocoM, MovYeMy k€ BCe-TaKd TOT JUaJor ObLT HEM30eKEeH U OKazaycs
CTOJIb 3HAYUMBIM TSI O0CHMX TPATUIUHN, TO TIOUCKH OTBETA HA STOT BOMPOC MOIIU OBl HaXo-
JTUTHCSI B THITOJIOTMYECKH OJTM3KOM IT0JIe MY3BIKAJIbHBIX U BHEMY3BIKAJILHBIX XapaKTCPUCTHUK,
Haubosee BaXKHbIE U3 KOTOPBIX MOXKHO C(HhOpMyTUpPOBaTh CIEAYIOLUIUM 00pa3oM:

1. Penurnozno-¢punocodcekuii pyHIaMEHT 00€UX TpaauIHii;

2. BorutoeHue KyJIbTYpHOTO KOJla TPaJAULIUN Yepe3 MPaKTUKY «IITyOOKUX COCTOSIHUIDY (MO-
JUTBA, CO3EPIIaHNE, PA3MBIIILIICHUE);

3. MoHoxuveckas mpupoaa, Mpearoaraonas 6oraryro OpHaMeHTHKY U poJib TeMOpa (HUH-
CTPYMEHTAJILHOTO M\WJIU TIEBYECKOTO);

4. CBoOoHas1, HEpETyIsIpHas, IPOCOANYECKas PUTMUKO-METPUUECKasi CHCTEMa B OCHOBE;

5. Ilpupona remMaT3ma (MHTOHUPOBAHUE B IIPEIEIaxX MOAYCa, CUCTEMA MOMEBOK).

6. IMnpoBH3allMOHHOCTH\KAHOHUYHOCTh M OPHAMEHTAJIbHOCTh KaK HEMPEIOXKHbIE KPUTE-
puH podeCcCUOHATBLHOTO MAaCTEPCTBA MY3BbIKAHTOB 00CHX TPaIUIUI;

7. Cyl1iecTBOBaHUE TPAJULMU B YCIOBUSAX UCKIIOUUTEILHO aHCAMOJIEBOM KYJIBTYpBI.

Alisa TIMOSHENKO

Candidate of Science (in Art History), Senior researcher in the Organology Department
of the Russian Institute for the History of the Arts

Saint-Petersburg, Russia

alisa2507@yandex.ru

THE BYZANTINE CHURCH-SINGING TRADITION AND MAQAMAT AS TWO
CIVILIZATION MODELS: INTERRELATIONS AND PARALLELS

Magqgamat and the Byzantine church-singing tradition are phenomena of the same scale
within the world musical culture, the embodiment of the civilization model of world-feeling,
understanding the structure and meaning of the universe and the role of man in it, seen in all spatial
coordinates — height, depth, breadth and length — of the two world religious, philosophical and
cultural systems. The identification of mutual influences between these two “supertradictions
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“is one of the important issues of modern Byzantium studies (K. Kalaitzidis, 2012; O. Gerlach,
2018, forum” Byzantium and Islam”, 2003-2017). In mugham studies also mentioned the
importance of the influence on the formation of the sound world and the theoretical foundations
theoretical of Magamat Hellenic heritage, which was broadcast through the Byzantine tradition
(T. M. Djani-zade, 2002; G. B. Shamilli, 2009). The report will focus on reviewing scientific
opinions and trends in the field on this issue.

If we ask why this dialogue was unavoidable and turned out to be so significant for both
traditions, then the search for an answer to this question could be located in a typologically
similar field of musical and extra-musical characteristics, the most important of which can be
formulated as follows:

1. Religious and philosophical foundation of both traditions;

2. Embodying the cultural code of tradition through the practice of “deep states” (prayer,
contemplation, reflection);

3. Monodic nature, suggesting rich ornamentation and the role of timbre (instrumental and/
or singing);

4. Free, irregular, prosodic rhythmic-metric system as a base;

5. The nature of its thematic structure (intonation within the modus system, «popevki»).

6. Improvisation\canon and ornamentation as immutable criteria of professional skill of
musicians of both traditions;

7. Ehe existence of a tradition exclusively as a ensemble culture.

Tyzean Pycremosna CAUDYIJIMHA

KAHOUOAM UCKYCCMBOBEOeHUsl, He3A8UCUMBLU UCCe008aAmeNb
Kaszanw, Poccus / Amcmepoam, Huoepnanowl
gsayfilwgmail.com

MAKAM BHE MAKAMHOM KYJbTYPbI. K IOHUMAHHIO ®PEHOMEHA
MAKAM B TATAPO-MYCYJIBMAHCKOM CPEJIE

leorpaduueckasi ymaleHHOCTh TaTap-MyCYJIbMaH, HacelsSIoMmUX Tepputoputo Poccun
(IToBomxbe, Ypan, CuOups), OT OCHOBHBIX LIEHTPOB UCIAMCKOW IIUBHIIM3ALIUH, BMECTE C APY-
ruMu (hakTopamu, oOycCIIOBHIIA CTIEHM(BUKY MTPETOMIICHUS M UHTEPIIPETALH psijia 00X Tpa-
TMIANA MycylbMaHcKoro Bocroka B Tatapckoit cpene. Kareropus makama xax pernomeHa penu-
THO3HOHN U MY3bIKaJIbHOM KYJIBTYpPBI — OAHO U3 TOMY CBUETEIIBCTB.

[To maHHBIM MUCHMEHHBIX HCTOYHHUKOB, B CPEHEBEKOBHE MaKaMHbIC TPAIHUIIUU B TOH WIH
WHOW Mepe MPUCYTCTBOBAJIM B CBETCKOM My3bIKaJIbHOM IpakThke Tatap. C Te4eHueMm Bpeme-
HU 3TO MOHATHE COXPAHMWIOCH NMPEUMYIIECTBEHHO B paMKax OOIIeH A pa3HbIX STHUYECKUX
TpyMIl TaTap KOH(PECCHOHATBLHON KYIBTYPBhI — KaK PETUTHO3HO-PHI0CO(PCKas KaTeropus U KaKk
0003HaYeHNE MY3BIKAIBHON OCHOBBI PELUTAIINH PEIUTHO3HBIX TeKcToB (KopaHna, azana u 1p.).
Jlo peBomronMM y Tatap CyIeCcTBOBAJIO JIBa HAalpaBJIeHUs B UCKyccTBe yreHus Kopana: ¢ uc-
MOJIH30BAaHUEM MULIY [«HAITMOHAIBHBIX»/ MaKaMOB, XapaKTEPH3YIOMIMX JIOKAJIbHBIEC IIKOJIBI
yrenoB (Kusnay, Lllaiimypza v Op.), 1 — MaKaMOB, «IIPUBO3UMBIX» MYyCyJTbMaHAMHU U3 IEHTPOB
MycynbsMaHckoro Boctoka (Mucwip, [1Iom, Kyoc-u [Lspugh v nip.).

Nzyuenmne ¢GonpKiIopa OTAETBHBIX 3THOPETHOHAJBHBIX TPYII MO3BOJSIET OOHAPYKHUTH
«crem» MakaMHOW TpaJuIMK M B Ipyrux (Gopmax: ee cBOeoOpa3HOe MPOSBICHUE — «MO2AM»
CHOMPCKUX TaTap (4acTh KOTOPBIX COCTABIIAIOT BBIXOIBI U3 Byxapsl). 9TO HHCTpyMEHTaJIbHBIE
HAWTPHIIIN, UMEIOIINE KOHKPETHBIE 00psIoBble (DYHKIIMM — WUCIIOJTHEHUS MPH CKayKax, MpH
00psizie M3rHAHMSA IaiiTaHa u3 OOJIFHOTO, a TAK)KE B KOHTEKCTE MCIAMCKHX PUTYaJIOB.
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B AOKJIAAC pacCcCMaTpuBaArOTCA 0COOCHHOCTH MOHHUMAHHMS KaTeropuu maxkam TtarapaMu-
MYCYJIbMaHaMH B Pa3HBIX HCTOPUUYCCKUX U COUAJIBHBIX YCIIOBUAX, U B 3TOM aCIICKTC — (i)OpMI/I-
POBAHUC IOIYJIAAPHOI'O B IIOCJICAHNUEC ACCATHIICTHA KOHLCIITA «TaTapCKI/Iﬁ MaKaM».

Guzel SAYFULLINA

Candidate of Science (in Art History), independent scholar
Kazan, Russia | Amsterdam, The Netherlands
gsayfi@gmail.com

MAQAM OUTSIDE THE MAQAM CULTURE. UNDERSTANDING
THE PHENOMENON OF MAQAM IN THE TATAR-MUSLIM ENVIRONMENT

The geographical remoteness of the Muslim Tatars, who inhabit the territory of Russia (the
Volga region, the Urals, Siberia), from the main centers of Islamic civilization, together with
other factors, determined the specificity of the refraction and interpretation of a number of
common traditions of the Muslim East in the Tatar environment. The category of magam as a
phenomenon of religious and musical culture is one of the evidence of this.

According to written sources, in the Middle Ages the magam traditions were to some extent
present in the secular musical practice of Tatars. Over time, this term is retained primarily
within the confessional culture common to different ethnic groups of Tatars - as a religious and
philosophical category and as a designation of the musical basis for the recitation of religious
texts (Qur’an, azan and others). Before the revolution, there were two directions in the art of
recitation the Qur’an by Tatars: with the usage of milli /national/ magams, characterizing local
schools of reciters (Kizlyau, Shaymurza, etc.) and the magams, “brought” by Muslims from the
centers of the Muslim East (Misyr, Sham, Quds-i Sharif etc.).

A study of folklore of individual ethno-regional groups shows the “trace” of the magam
tradition in other forms: its peculiar manifestation is the “mogham” of the Siberian Tatars (part
of which are descendants of the Turks from Bukhara). These are instrumental tunes of concrete
ritual functions (to be performed at the beginning of races, in the ritual of expelling the shaytan
from a sick one, as well as in the context of Islamic rites).

The report intends to cover the peculiarities of understanding the category of magam by
Tatar Muslims in different historical and social conditions, and in this aspect — consideration of
the concept of “Tatar magam”, popular in recent decades.

Aabpusa Kamensesna HIAAXMETOBA

KaHouoam uckyccmeosedetus:, 0oyeHm kageopvt ucmopuu myzviku Cubupckoeo
20CY0apCmeeH 020 UHCMUMyma uckyccme umenu JImumpusi X60pocmosckozo
Kpacnoapck, Poccus

alfiva007@list.ru

MNPUHIUII MAKAMA B PETUOHAJIBHBIX TPAIULIUAX MY CYJIBMAHCKOI'O
BOT'OCJIYKEHUS: EJUHCTBO 1 MHOT'OOBPA3HUE ITPOSABJIEHUAM

B pesynbrare comnocTaBieHHs] HECKOJIBKUX 00pa3lloB KOPAHUYECKON PEUHTAIIMU B HCCIIC-
nyemoM marepuaie B peruonax Poccum (Kazanb, KpacHosipck, MockBa) BBISICHIIIOCH, UTO Ha
MY3BIKAJIbHBII KOMIIOHEHT 3BY4all[er0 CJIOBA OKA3bIBAET BIUSHUE TPATUIINI MaKkaMoB (Kak Jia-
JIOBasi CTPYKTypa). B 7TOM MOKHO yCMOTpPETh MPOSIBJICHUE JIOKAJIbHBIX 0COOCHHOCTEH BOCTIpHU-
ATHUSI cCaMOW cucTeMbl Makamara. C Ipyroil CTOPOHBI, 371€Ch MOTJIN TO-CBOEMY CKa3aThCs M T
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pa3ianunsi, KOTOpble UMEIOTCSI MEKy YCTHOW U MMCbMEHHO-KHWKHOM TpaJulMsIMU UCKYCCTBA
makama. [lepBas ©3 HUX BO MHOTOM 3aBHUCHUT OT OTIBITa M POQeCcCHOHATN3Ma UCTIOTHUTENEH,
U XOTSl OHU ONEPUPYIOT B CBOEH MPAKTHKE CUCTEMOW MakaMoOB, OJHAKO MX BbIOOp B TOM WJIU
MHOM CJIy4ae JOCTaTOYHO MPOU3BOJICH. DTO TeM 0oJiee 3HAaYMMO, YTO M KHIDKHAS TPaJULIUs HE
npeaiaraeT Kakux-Jnbo 4eTKUX KPUTEPHEB BHIOOPA MaKaMOB.

B ananusupyemoM marepualie ornopa Ha MakamMbl — OCHOBY OCHOB JIaJJOBOW OpraHMU3aliu
npodeccroHanbHOM MY3bIKH YCTHOW Tpamauiuu bmmwknaero u Cpegnero Boctoka — umeer 3a-
KOHOMEpHBIN xapakTep. [Ipu 3TOM, ogHaKO, HaOMIOAAaeTCA U3BECTHAS U30UPATENTBLHOCTD, a T0-
pOH — ¥ IPOU3BOJILHOCTD B UCIIOJIb30BAaHUM TEX MM MHBIX popM Makama. Ho sTa nzbuparemns-
HOCTb I10-CBOEMY TAK)K€ 3aKOHOMEpHA U €€ BIMSIHNE HAa MHTOHUPOBAHUE CBSIICHHBIX TEKCTOB
3aMETHO.

Alfiya SHAYAKHMETOVA
Candidate of Science (in Art History), Associate Professor of the Department
of Music History of Dmitri Hvorostovsky Siberian State Academy of Arts

Krasnoyarsk, Russia
alfiva007@list.ru

MAKAM PRINCIPLE IN REGIONAL MUSLIM TRADITIONS WORSHIP:
UNITY AND DIVERSITY OF MANIFESTATIONS

Comparing several samples of Qur’anic recitation in the studied material in the regions of
Russia (Kazan, Krasnoyarsk, Moscow) presented that the tradition of the magams (as a modal
structure) affects the musical component of the sounding word. This can be seen as a manifes-
tation of local peculiarities of perception of the magamat system itself. On the other hand, the
differences that exist between the oral and written-book traditions of the art of the magam could
also have their own effect here.

Also, the first of them largely depends on the experience and professionalism of the per-
formers, and although they operate in their practice with the system of maqams, their choice in
this or that case is quite arbitrary. This is all the more significant since the book tradition doesn’t
offer any clear criteria for choosing maqams.

Moreover, in the analyzed material, reliance on magamas , the basis of the foundations of
the modal organization of professional music in the oral tradition of the Near and Middle East
has a natural character. At the same time, however, there is a certain selectivity, and sometimes
even arbitrariness in the use of certain forms of maqam. But this selectivity is also natural in its
own way, and its influence on the intonation of sacred texts is noticeable.

3uas Arzamosna UMAMYTIWUHOBA

KAHOUOAm UCKYCCmMB08e0eHUs, Cmapuiull Hayunslii compyonuk [ ocyoapcmeennoeo
UHCIUMYMa UCKYCCMB03HaHus, 0ekan MoCcKo8CKo20 UCIaMCKO20 UHCIUMYma
Mockea, Poccus

ziliman@mail.ru

HOTHAS ®UKCALINSA YTEHUSI KOPAHA HA MAKAM:
OT UCTOPUHU K COBPEMEHHOMU IMTPAKTUKE

[IpoGiiema oTpaskeHus: B uTeHUU KopaHa CTHIMCTUKU KIACCHUYECKOW apabCKOi My3bIKU H
OTIOpPBI Ha MaKaM 3aTparuBaeTcs 3apyOeKHBIMU UCCIIEIOBATEIISIMHI, HAYMHAS C IEPBOM TOJIOBU-
Hbl XIX Beka, Mpu 3TOM UMesl YHUKaJIbHbBIN IPELEICHT B CPEAHEBEKOBEE.
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Hcxons u3 3THX HAOMIONCHMIA, B JOKJIaJe BOCCO3JaeTcs OO0Ias KapThHa paccMarpuBac-
MOTO SIBJIEHHSI B COOTHECEHMH C COBPEMEHHOM mpakThkoil. O60011aercs onbIT rpaduyeckoro
orobpaxeHus ureHus Kopana B Buze Hotauuit 1 rpagukoB. O60CHOBBIBAETCSI HEOOXOIUMOCTh
napajuiebHOTO UCTIONB30BaHUS IIPU HOTHOM 3aITUCH TaK)Xe M KOMIIBIOTEPHBIX MEJIOTPAMM, T10-
3BOJISIIOLINX OTKOPPEKTUPOBATh, HACKOJIBKO 3TO BO3MOXKHO, BBICOTY 3BYKOB.

B noknane oxBaTbiBaeTcs Marepuai B IIMPOKOM reorpauueckoM OXBaTe, MpexJe Bce-
r0, paccMaTpHBAaIOTCs 00pa3ibl KIaccuueckoro mnpodeccuonanabHoro ureHus Kopana Beiga-
IOIIMMHCS apaOCKUMH Kyppa’, TPEICTABISIONIMMH TPAIUIMKA He ToJbKo bimkaero Boctoka
(Caynosckas Apasus, Erumner), Ho Taxxke 1 Bocrounoit Agppuku (Cynan). ITomumo storo, npu-
BJICKAIOTCS 3aIMCH YTELIOB POCCUICKON Ypasio-I10BOIDKCKOH Tpaauiiiy, CIIEAYIONX apaOCcKon
TpaJULMU, COOpaHHBIE aBTOPOM B IOJIEBBIX MCCIIEJOBaHUAX. TeM caMbIM MOKA3bIBAETCS COCY-
II€CTBOBAHNE B UCIIAMCKOM MHUPE TPATULMA, C OJHON CTOPOHBI, ONMUPAIOLINXCS HA MaKaMHBbIE
JaJ10-UHTOHAIIMOHHBIE MOJIETIH, a C IPYTOl, — HA IEHTATOHUKY, —OBITYIOLINX KaK MapajliebHO,
TaK U B CUHTE3€.

Zilya IMAMUTDINOVA

Candidate of Science (in Art History), Senior researcher of the State Institute for Art Studies,
Dean of the Moscow Islamic Institute:

Moscow, Russia

ziliman@mail.ru

MUSICAL NOTATION OF READING THE QUR’AN ON MAQAM:
FROM HISTORY TO MODERN PRACTICE

The problem of reflecting the stylistics of classical Arabic music and reliance on the magam
modes in the reciting of the Qur’an has been touched upon by foreign researchers since the first
half of the XIX century, while having a unique precedent in the Middle Ages.

Based on these observations, the report recreates an overall picture in relation to modern
practice. The experience of graphical displaying of the Qur’anic recitation in the form of
notations and graphs is summarized. The necessity of parallel use of computer melograms
for musical notation is substantiated, which allow to adjust the pitch of sounds how much it
possible.

The report covers material in a wide geographical scope, first of all, the samples of
classical professional reading of the Qur’an by outstanding Arabic qurra’ are considered, while
representing the traditions not only of the Middle East (Saudi Arabia, Egypt), but also of East
Africa (Sudan). In addition to this, the records of readers of the Russian Ural-Volga tradition,
following the Arabic tradition, collected by the author in field research, are involved. Thus, the
coexistence in the Islamic world of traditions is shown, on the one hand, basing on the magam
melodic modes, and on the other — pentatonic scale, existing both in parallel and in synthesis.
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I'yzean ®aiizpaxmanosia FOHYCOBA

HAYUYHblU COMPYOHUK omoena meampa u My3viku Mncmumyma s3vika, aumepamypbl
u uckycemsa um. I Hopacumosa Axademuu nayk Pecnyonuxu Tamapcmarn

Kaszanw, Poccusa

gyvzelyunusova(@gmail.com

MOHATUE «<MAKAM» B TATAPCKOM KYJIGTYPE

B noknane yneneHo BHUMaHHME MOHATUIO «MakaM» B TaTapcKoW KyaeType. PaccMoTpeHsl
TpH ero 3HaueHusd. Kparko oxapakrepus3oBaHbl nepBble 1Ba. OAHO U3 HUX BBICTYyHAeT B Ka-
YeCcTBE CMHOHUMA ciloBa «Menoqus». OHO siBisieTcst 0oj1ee CTapUHHBIM 3KBHBAJICHTOM 3TOTO
TEPMHHA B TaTAPCKOW KYJIBTYPE, UEM «KIOi». [Ipyroe 3HaueHuE MOHATHS «MaKaM» OTHOCHUTCS
K cTHiTI0 uTeHust Kopana. ABTOp cTaThu OTMEYaeT ero pasHble TUIBI. Oco00 BBIIEICHBI CaMble
pacrnpoCTpaHEHHbIE U MOIMYJISPHbIE HAINIEBbI, HAIPUMEP, KaupCcKuil. JlaHHbIEe 00 UX UCMONB30-
BaHUM B OBITY TaTap B MPOLUIBIX BEKaX MPEXK/E BCEro ObLIM HAlJCHBI B PA3IUYHBIX IPOHU3BE-
JICHUSIX TaTapCKUX MUcaTesel, IpocBeTUTeNei u 00rocioBoB. OHU OTHOCATCS K JKaHpaM XyJ0-
KECTBEHHOMN JIUTEPATYPhl, MyOJUITUCTUKY, HAYYHOU M HAYYHO-TIOMYJISIPHOM pabOThI. YKa3aHbI
B paboTe U MaKaMbl COBPEMEHHBIX CBAIICHHOCTYKUTENeH ncinama B Tarapcrane.

OcHoBHas 4acTh JI0KJa/a MOCBAIEHA PACCMOTPEHHUIO MaKaMoOB, CBSI3aHHBIX C JIEUEHHEM
JIFOZIE WM TTOATOTOBKOM JOMAIIHUX )KMBOTHBIX K COCTSI3aHUAM. Bee 9TH HaneBbl HCIIOIHSAIN HA
CTPYHHBIX HHCTPYMEHTAaX, B OCHOBHOM, Ha CKpHIIKe. 3a()UKCUpOBaHA UTPa MaKaMa Ha MaH 10J1-
He (9TO OT/AEIbHBIN CIIy4ail: y UCIIOTHUTENS ObUT MMEHHO 3TOT UHCTPYMEHT). Matepuaiom s
aHanu3a cTauu ayauosanucu MHCTUTYTa sA3bIKa, TuTeparypsl U uckyccrsa uMm. I. Moparumona
Axanemun Hayk PecnyOnuku Tarapcran. Onu xpaHsiTcst B ero LleHTpe mUCbMEHHOTO U MYy3bl-
KaJpHOTO Hacneaus. Bee onu Obun 3anucansl B TroMeHckoit n YensOunckoit obnactax Poccun
npeuMy1iecTBeHHO B 70-x ronax XX Beka COTpYIHUKaMU yKa3aHHOTO MHCTUTYTa. Cpeau HUX:
. Kaneipos, K. Xycunymnuna u apyrue. Kpome Toro, 6bu1a mpusieyeHa myOIuKaIusi OQHOTO
makama. OHa u3aHa B COOpHUKE TaTapCKUX HAPOJHBIX MECEH M3BECTHOIO 3THOMY3BIKOJIOTA
M. HurmenzsHoBa. B noknaze yaeneHo BHUMaHUE Pa3IMYHbIM 00O3HAYEHUSIM TEPMHUHA «Ma-
KaM» B TaTapcKoH KyabType. PaccMoTpeHO 00pa3oBaHue JIEKCEM C ATUM MOHATHEM. YKa3aHbI
IPUYMHBI HUCIIOJIb30BaHUS MakaMoB. JlaHO mpexacraBieHue 00 YCIOBHMSIX MX HCIIOJIHEHMS.
OTMedeHbl My3bIKaJIbHbIE 0COOEHHOCTH HAleBOB, ClelM(UKa UX BOCIIPOU3BEACHUS.

Gyzel YUNUSOVA

Researcher of the Department of theater and music of the Institute of Language, Literature
and Art after the name of G. Ibragimov of the Academy of Sciences of the Republic

of Tatarstan

Kazan, Russia

gvzelyunusova@gmail.com

THE CONCEPT OF “MAKAM” IN THE TATAR CULTURE

RN 1Y

Keywords: “makam shaitan”, “makam horse”, dance of the patient, violin tunes, expulsion
of the disease.

The report focuses on the concept of “poppies” in Tatar culture. Three of its meanings are
considered. The first two are briefly described. One of them acts as a synonym for the word
“melody”. It is an older equivalent of this term in Tatar culture than “kyu”. Another meaning of
the concept of “makam” refers to the reading style of the Quran. The author of the article notes
its various types. Particularly highlighted are the most common and popular tunes, for example,
Cairo. Data on their use in the everyday life of the Tatars in past centuries was primarily found
in various works of Tatar writers, enlighteners and theologians. They belong to the genres of
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fiction, journalism, scientific and popular science work. The makamas of modern Islamic cler-
gymen in Tatarstan are indicated in the article.

The main part of the report is devoted to the consideration of makams related to treating peo-
ple or preparing pets for competitions. All these tunes were performed on stringed instruments,
mainly on the violin. A performance of makam on a mandolin was recorded, but this happened
due to the presence of this instrument by the artist. The material for analysis was audio record-
ings of the Institute of Language, Literature and Art. G. Ibragimova of the Academy of Sciences
of the Republic of Tatarstan. They are kept at its Written and Musical Heritage Center. All of
them were recorded in the Tyumen and Chelyabinsk regions of Russia mainly in the 70s of the
twentieth century by the staff of this institute. Among them: I. Kadyrov, K. Khusnullin and
others. In addition, the publication of one makam was attracted. It is published in the collection
of Tatar folk songs of the famous ethnomusicologist M. Nigmedzyanov. The report focuses on
the various meanings of the term “makam” in Tatar culture. The formation of lexemes with this
concept is considered. The reasons for using macamos are indicated. An idea of the conditions
for their implementation is given. The musical features of tunes, the specifics of their reproduc-
tion are noted.

Melik Ertugrul BAYRAKTARKATAL

Professor of Music Theory and Composition in Baskent University State Conservatory
in Ankara, director of the Conservatory and the chairman of the Department of Music,
composer

Ankara, Turkey

bayraktarkatal@gmail.com

Cenk GURAY

Professor of Music Theory in Hacettepe University Ankara State Conservatory,
baglama performer

Ankara, Turkey

cenk.guray@gmail.com

PROPOSING A “MAKAM MODEL” BASED ON MELODIC NUCLEI

Makam structures that can be identified as the main melody building system in eastern
music, follow both the “semantic” of a language and the pattern based execution of an algorithm.
Thus, maqam structures can be identified as “melodic formulas” that can easily be resembled
to an “expressive” algorithm designed to execute a previously defined pattern to create similar
“audible” products namely “melodies based on certain makams”. The special semantics and
unique algorithms of these formulas make them distinguishable from any other similar formula.
This paper proposes a “melodic nuclei” based interpretation to the magam structures. A melodic
nuclei can be described as a group of sounds that relate each other within a hierarchy of melodic
functionalities, like the “central identifier”, “the co-identifier”, “reinforcing” and “ornamental”
sounds. A modular system developed by the connection of several “melodic nuclei” to each other
following a specific route and sound hierarchy is believed to identify the “melodic formula”
of the related makam. This original theoretical approach of the paper has been exemplified by
seven makams namely as Huseyni, Gulizar, Muhayyer, Ussak, Neva, Bayati and Gerdaniye that
are using the similar family of “melodic nuclei” and which are among the oldest “constructive”
melodic structures of Anatolian music. The examples and the theoretical background of the
paper depend on the theoretical manuscripts of the Ottoman Period and melodic examples that
have reached to the current date.
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Juliano ABRAMOVAY

PhD student in Ethnomusicology at Durham University (UK),

Bachelor Research Coach and Teacher at Codarts — University for the Art (Rotterdam,
The Netherlands); musician and composer

Italy / Rotterdam, The Netherlands

juliano.abramovay@gmail.com

TAKSIM IMPROVISATION AND FREE-RHYTHM MUSIC:
EXPLORING ANALYTICAL POSSIBILITIES

Free rhythm is defined as the rhythm of music without pulse-based periodic organisation.
Taksim improvisations are generally categorised as free-rhythm, and analyses of its rhythmi-
cal aspects are often constrained by a lack of tools that can adequately investigate free rhythm
music. This paper is divided into two parts: first, it will discuss the implications of analysing
the rhythmical aspects of taksim music, reviewing past literature on the topic. In sequence, it
will propose a methodology to explore rhythmical aspects of taksim, presenting partial out-
comes from the analyses of taksim improvisations. These analyses use onset detection and sta-
tistical tools to determine categories of duration that are predominant during the performance.
Preliminary findings suggest that rhythmical layers work in different time scales, offering a
possible explanation of how musicians can develop individual rhythmical styles. The method-
ology proposed in this paper has the potential to be used for the broader understanding of rhyth-
micity within different improvisational genres labelled as free-rhythm, hoping to contribute to
the discussion of rhythm and improvisation.

Ardian AHMEDAJA

Senior Postdoctoral Researcher at the Institute for Folk Music and Ethnomusicology
of the University of Music and Performing Arts in Vienna

Vienna, Austria

ahmedaja@mdw.ac.at

ABOUT THE PHENOMENON OF MAQAM
IN MUSICAL PRACTICES IN ALBANIA

The phenomenon of magam in musical practices in Albania is one of the traces from
the Ottoman era, which lasted from the end of the 14" to the beginning of the 20™ century.
Information and research about it are scarce. They originate mostly from the middle of the last
century. In interviews and written memoires, local musicians from the urban areas of Central
and North Albania talk about repertoires based on maqams, whereby disagreements in defining
the term and the magams’ designations are obvious.

Among the most-commonly used terms employed to refer to maqam in Albania are makam,
mekam, perde, which also means “curtain” and “fret” (of plucked lutes) and akeng, which is
also used to mean “music” and “pleasure and joy through music”. The latter term is also used for
ahengu shkodran or “music of Shkodér” (a town in northern Albania). This repertoire of songs
on different aspects of love, its sorrows and passion has been at the core of the discussions about
magam as a phenomenon. Very special aspects of this are the jare (from the Ottoman Turkish
yar - “lover”) with their long phrases, extensive tonal range, rich ornamentations and complex
rhythmic and metrical structures.
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Magam-related music is still performed regularly in everyday life in Albania, in spite
of the disputes about changes in performance practice, in accompanying instruments and in
current understandings of the phenomenon. The relationship between the diversity of these
understandings and musical practice will be a key element of the proposed presentation.

Mohammad Reza AZADEHFAR

Professor and Vice President of Research at Tehran Arts University
and ICTM Liaison Officer for Iran

Tehran, Iran

azadehfar@art.ac.ir

Mehrdad HEMMATDAR
Independent Researcher and musician
Tehran, lran
hematdar.mehrdad@gmail.com

LULLABY AS A CULTURAL AND SENSATIONAL MEAN
BETWEEN MOTHER AND BABY IN FAMINE CRISES IN SOUTHERN IRAN

Lullabies as one of the most significant medium between mother and baby play a vital role
in calmness and peacefulness for both the infant and the mother. Studying lullabies sheds light
on the nature of culture, the values and world views of every society. Most of previous studies
carried out researches on the musical structure of lullabies and the contents of the songs. In
the current project we focus on the healing functions of lullabies on infant and the mother in
Dashtestan in southern Iran. To pursue this research we applied an interdisciplinary approach
consisting anthropological music study and a psychological line of investigation. Our field
study took place in summer and autumn 2019 in various villages of Dashtestan. We interviewed
21 mothers and recorded their lullabies. Our study enjoyed qualitative research methods. The
result of this study showed a direct link between the situations a song is sung and the mood of
both mothers and babies. We tried to draw a link between formal structure of lullabies and the
mood of mothers and babies, however we could find little or no significance relation between
structural elements of lullabies and the mood either the performer or the listener. This showed
that the mood mostly related to the situations and the content of the song — and to some extent
the mother’s voice timbre — more than formal outlook of the songs. Our study also showed that
lullabies are helpful in coping the pains and bad moods both for mothers and babies.
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®auxk Uoparum orisl YEJIEBU (UEJIEBUEB)

OMHOMY3bIK08€O, ABNANCS 6e0VUWUM HAYUHBIM COMPYOHUKOM CEKMopa QonvKiopa
Poccutickoco uncmumyma ucmopuu uckyccms, npogheccopom kagheopvi naneoazuamrux
A3b1K08, honvkaopa u numepamypol PITIY um. A. U. I'epyena,

mapucmom, npedcmagumernem 6aKUHCKOU My2aMHOU UKOTIbL.

MY3bIKAJIBHO-TIOTUYECKHUE COBPAHUSA «CUPAH»
B I'OPOJE IHHEKHN

B pasButuu azepOaifpkaHCKOM 1MO33HUH, CO3aHHOM M0 CUCTEME apy3 Ha TIOPKCKOM (asep-
OaiiPKaHCKOM), IEPCUACKOM U apabCKOM fA3bIKaX, a TaK k€ MyraMHOI'O UCKYCCTBa, B TEUCHHE
BEKOB OYCHb OOJIBIIYIO POJIb UTPAJIH MOCTOSHHO JACHCTBYIOIINE TOITHUECKHUE U MY3bIKaJIbHBIC
MEKIUCHL (Meknuc — OykB. coOpanue). iMu pyKoBOIWIM KPYMHBIE TO3ThI, My3bIKaHThl U
IPaBUTEIIN TOPOJIOB, HEPEJIKO CaMH SIBIIIOLIMECS IOTaMH MIIM My3blKaHTaMH. Kaxkapiit Mmenx-
JIMC UMEJl CBO€ COOCTBEHHOE Ha3BaHHUE U TOAJCPKHUBAI CBSI3H C APYTUMH MEJDKIUCAMH.

Memxnucel «cupany, neictytomiie B ropojae ek, HECKOIbKO OTIMYAINUCh OT APYTUX
MEJKIIMCOB (B TOM YHCIE U OT MEIXJIUCOB, MOCTOSHHO MPOBOJUMBIX BO JABOPIIE MIEKUHCKUX
XaHOB) 10 CBOEMY CIIOCO0Y CyIecTBOBaHMs. VX ycTpauBain OTaeNbHBIE TPYIIBI PO eccu-
OHAJIbHBIX MY3bIKAaHTOB, JINTEPATOPOB U LIEHUTEIEH MCKycCTBAa. MeKIINC MPOXOANI KaX Ibli
pa3 B JIoM€ OZIHOTO U3 WieHOB Ipymnibl. OTCIoAa U Ha3BaHUE 3TUX COOpaHUi — CHpaH, OT CJI0Ba
cobipa — OyKB. psijl.

B cupane ydacTBOBaIM MHCHOJIHMTENHM-MAcTepa W 3HATOKM MYTaMHOIO MCKYCCTBA.
HcnonHsanuch dacmeaxu — MHOIOYaCTHBIE LIMKJINYECKUE KOMITIO3ULIMHU, YACTAMU KOTOPOTI'O 5IB-
JISIFOTCSL BOKAJIbHO-UHCTPYMEHTAJIbHbIE My2amMpl C PA3IMYHBIMU JIaJOBBIMU OCHOBaMH, 00J1a/1a-
IOLIME CBOOOIHBIM METPOPUTMOM M JIOIYCKAIOIINE UMIIPOBU3ALMIO B paMKaX ONpPEeICHHbBIX
npasui. [Totom mumm o6cyxaenus. Cpenn 00IbIIOro psaaa mpodaeM AaCTISIXHOTO UCTIOIHEHUS,
JIBa BOIIPOCA BCET/la HAXOIMWINCh B LIEHTPE BHUMAHMS: KaKM€ Myrambl JOJKHBI BXOAUTDH B CO-
CTaB KOHKPETHOTO JacTrsixa, U KaKUMHM CIOCOOaMU MOXKHO MEPEXOJUTh U3 OAHOTO Myrama B
JpyToil BHYTpH JacTrsxa (peyb UAET O MOLYJISLMH U3 OHOTO MyIaMHOIO JIaJia B Ipyro).

B Memxnucax «cupan» KpoMe MyraMaTHCTOB YYaCTBOBAJIU MOATHI U (puiiosoru. Yuranuch
U 00CYXJaJINCh PYKOMMCHBIE MO3TUYECKHE COOPHUKH U (PUIIOJIOTHYECKHE TPAKTAThl PA3HBIX
BEKOB, MOJYYEHHBIEC U3 IPYTHX TOpoJoB A3epbaiipkaHa U cTpaH BocToka Ha TIOPKCKOM, Tep-
cuickoM U apabckoMm si3bikax. B XIX Beke camast Oosnbliast OuMOnInoTeka pyKOMUCHBIX U Meyar-
HbIX KHUT B [llexu Obl1a y Belgatomuxcs gpuiionaoroB Aoayn-I'anu HyxeBu 1 HECKOIBKO MO3KeE,
y nosta 1 yueHoro Canmana Mymrasa.

MemKiaucsl «CUpan» ChITpaid UCKIIOUUTENbHYIO POJib B (POPMUPOBAHUU ILIEKMHCKON My-
raMHOM IIKOJIBI U, 0€3yCI0BHO, JaHHAs TeMa 3aclyKUBAeT 0COOOI0 UCCIIEA0BATENbCKOTO.

Faik CHELEBI (CHELEBIEYV)

Ethnomusicologist, leading researcher at the Folklore Department of the Russian Institute f
or the History of the Arts, professor at the Department of Paleo-Asian Languages,

Folklore and Literature of Herzen Russian State Pedagogical University, tar player,
representative of the Baku mugham school

Saint-Petersburg, Russia

SYRAN MUSIC AND POETRY GATHERINGS IN SHEKI CITY

The development of Azerbaijani poetry, created by the system of aruz in the Turkic
(Azerbaijani), Persian and Arabic languages, as well as the art of mugham, for centuries played
an important role in the development of poetic and musical meetings (mejlis — lit. “meeting”)
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constantly operating in the cities of the country. They were led by major poets, musicians, and
rulers of cities, who were often poets or musicians themselves. Each mejlis had its own name
and maintained ties with other mejlis.

The syran mejlises operating in the city of Sheki differed somewhat from other mejlises
(including the mejlises permanently held in the palace of the Sheki khans) in their mode of
existence. They were organized by separate groups of professional musicians, writers and art
connoisseurs. The mejlis was held each time in the house of one of the group members. Hence
the name of these gatherings, siran, from the word syrah, literally “row.”

Singers-masters and connoisseurs of mugham took part in syran. They performed
dudgyakhs, multi-part cyclic compositions, whose parts are vocal and instrumental mughams
in different keys, having free metrhythm, and allowing improvisation within the framework
of certain rules. Then there were discussions. Among many problems of dathgah performance
two questions were always in the focus of attention: what mughams should be included in a
particular dathgah, and what ways one can move from one mugham to another within a dathgah
(we mean modulation from one mugham harmony to another).

Poets and philologists, in addition to mughamatists, participated in the siran mejlises.
Manuscript poetry collections and philological treatises of different centuries received from
other cities of Azerbaijan and Eastern countries in Turkic, Persian and Arabic were read and
discussed. In the 19th century the largest library of handwritten and printed books in Sheki was
owned by the outstanding philologist Abdul-Gani Nuhevi and somewhat later by the poet and
scholar Salman Mumtaz.

Majlis “Siran” played an exceptional role in the formation of the Sheki mugham school,
and, undoubtedly, this topic deserves special research attention.

3yas¢pus Opazosna JVKYMAKYJINEBA

Cmapwuii npenooasamens kagedpwvi « Teopus mysvikuy» TypKMeHCKOU HAYUOHATLHOLUL
KoHcepsamopuu um. Mau Kynuesoii

zulfivaoraz@mail.ru

TYPKMEHCKHUE MYKAMbI
KAK JIOKAJIBHASI PABHOBU/ITHOCTBb MAKAMATA

TypxkMeHCKHEe MyKaMbl — HAIIHOHAJIbHAS pean3aius 00IeBOCTOYHOM CUCTEMbI MaKamMara.
B mukie «Mukamlar» Tpanuimn Makoma-Myrama nposiBUiIM ceds B crniennpudeckoit hopme.
Hcnonp3oBaHre TepMUHA «MyKaMm» B JIByX OCHOBHBIX 3HAYCHHUSX: MyKaMbl — 9TO BCE CIIOXK-
HbIC MHCTPYMCHTAJIbHBIC MbEChI, UCIIOJHEHUE KOTOPBIX MO/ CHITY JIHIIH MPO(heCCUOHATBHBIM
ca3aH/ia; MyKaMbl — 3TO TOJIBKO HECKOJIBKO KOHKPETHBIX MyTapHbIX mbec (“Ayralyk mukamy”,
“Gokdepe mukamy”, “Gonurbas mukamy” n np.) HeluKINIHOCTh TYPKMEHCKHUX MYKaMOB,
ObITOBaHME TOJNBKO KaK MHCTPYMEHTAJIbHOIO BMJA TBOpYecTBa. CTporas KaHOHU3HWPOBAaH-
HOCTb MyKaMOB. [IposiBlIeHrne NUMITPOBHU3ALINY JIUIIb B OTACIBHBIX JeTalsX. MOHOOOPa3HOCTb.
JIupuko-hunocodCkuii ¥ TUPUKO-APaMaTHICCKUN XapakTep conepkanusi. CBI3bIBaHUE COIEP-
KaHUS MYKaMOB C OIpEeICHHBIMU NPEAaHUsAMHU, KOHKPETHBIMU UCTOPUUYECKUMH COOBITHSI-
mu. [Ipn nHAMBHITyanTbHOCTH (HOPMBI K&KAOTO MyKaMa HaJIWM4dhe B UX CTPOCHHHU psiaa OOIInX
3aKOHOMEPHOCTEH. YCIIOBHOE MONIpa3IeIeHUue UX Pa3BUTHS Ha YEThIPE OCHOBHEIC (Da3pI-dTamna:
SKCIIOHUPYIOIIUHN — hert boltimi; mpeAKYyTbMUHAUMOHHBIN — Ostis boliimi; KyTbMUHAITMOHHBIN —
sirwan; 3aKIMOYNTENbHBIA — mukamlama. JIpamarypriuueckoe W MHTOHAIMOHHOE €IUHCTBO
NepBbIX Tpex dTarnoB. Ocoboe 3HaYCHHUE YETBEPTOro dTamna. [losBicHre B HEM HOBOM TEMbI U
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Jasia KbIpKJIap, B MPeIbIIyIINX pa3/ienax He 3a1eiCTBOBaHHbIX. IHTOHAIIMOHHAs OOIIHOCTD 3a-
KITFOUUTCIIbHBIX Pas3ziC/IOB BCEX MYKAaMOB. PaCIHI/I(i)pOBKa IMMOHATHA «MYKaMJIaMa)» KaK «UMIIPO-
BU3alMsI HA MyKam». TpakToBKa TEpMUHA «MyKam» Kak JiaJa, KAHOHU3UPOBAaHHAs MEJouye-
CKasi MOJIeJb, pa3BepThIBacMas B peesiax onpeaeaeHHoro gaaa. [Ipodbaema ceManTHKH pa3fe-
Ja «MyKamiiaMay. XapaKTepuCcTHKa MyKaMOB KaKk 0CO00T0 jkaHpa TYpPKMEHCKOH Kilaccu4ecKon
HAPOIHOM MY3BIKH: 3TO — MHOTOpA3/IeNIbHbIE BHYTPHU c€0s1 HHCTPYMEHTAJIbHbIE IPOU3BEICHHS C
SIPKO BBIpa)KeHHOﬁ TGHI[CHHHCﬁ MCJIOAUYCCKOI'O pa3BCPThIBAHUA CHU3Y BBEPX — K 3BYKOBLICOT-
HOH KyJIbMHHal1 U BO3BPALICHUEM MEJIOANHN K UCXOAHOMY PETUCTPY, C )IaJIBHefIHII/IM Iepexo-
JIOM K 3aKJTIOYEHHUIO — MyKamiiama.

beiToBaHME B CpelHHME BEKa HAa TEPPUTOPUHU HBIHEHIHETO TypKMEHHMCTaHA MCKYyCCTBA Ma-
kamata. C TeueHneM BpEeMEHU MOCTENEeHHbIN BbIXOJ U3 00MX0/a KIaCCUYECKOro IUKJINYECKO-
r'0 BOKaJIbHO-MHCTPYMEHTAIBHOTO MyKaMa. Vctopudeckast 00yClIOBIEHHOCTb 3TOTO SIBIECHUS.
CoBpeMeHHbIN TYPKMEHCKHI MyKaM KakK OT/I€JIbHasi BETBb MyKaMHOT'O HCKYCCTBA, pa3BUBaBIIIA-
SICSl TapaJuIeNIbHO U B TECHOM CBSI3U € KJIACCUYECKOW Pa3HOBUIHOCTHIO MakamaTa. CoxpaHeHue
aKTyaJIbHOCTH U XyA0)KECTBEHHO! LICHHOCTH MYKAaMOB B HAIlIU JHU.

Zulfiya JUMAKULIYEVA

Senior lecturer Department of Theory of Music, Turkmen National Conservatory named after
Maya Kulyyewa

zulfivaoraz@mail.ru

TURKMEN MUKAMS AS A LOCAL VARIETY OF MAKAMAT

Turkmen mukams are a national implementation of the all-eastern makamat system. In the
“Mukams” cycle, the traditions of makam-mugam shower themselves in a specific form. The
use of the term “mukam” in two basic meanings: mukam is all complex instrumental pieces.
The performance of which is only possible by a professional musician; mukams are just a few
specific of dutar plays (“Ayralyk mukamy”, “Gékdepe mukamy”, etg.). The non-cyclical nature
of the Turkmen mukams, existence only as an instrumental form of creativity.Strict canonization
of mukams. The manifestation of improvisation is only in certain details. Disclosure of one
image. The lyrical-philosophical and lyrical-dramatic nature of the content. Linking the
content of mukam with certain traditions, historical events. With the individuality of the form
of each mukam, the presence in their structure of number of general laws. The conditional
subdivision of their development into four main phases-stages: exhibiting — henbdliimi,
preculminating — dsiisbéliimi; culmination — girwan; conclusion — mukamlama. Dramatic and
intonational unity of the first three stages. The special significance of the fourth stage. The
appearance in it of a new theme and fret kyrklar, in the previous sections unused. Intonation
community of the final sections of all mukams. Deciphering the concept of «mukamlamay as
«improvisation on mukamy. The interpretation of the term «mukamy is like a fret, a canonized
melodic model deployed within a certain fret. The problem of semantics of the «mukamlamay
section. Characterization of mukam as a special genre of Turkmen classic folk music: these are
instrumental works with a distinct tendency to develop melodic deployment from the bottom
up to a high-pitched culmination and return the melody to its original register, with a further
transition to the conclusion — mukamlama.

The existence of the art of makamat in the Middle Ages in the territory of present day
of Turkmenistan. Over time, the gradual withdrawal from use of the classical cyclic vocal-
instrumental mukam. The historical conditionality of this phenomenon. Modern Turkmen
mukam is a separate branch of mukam art, which developed in parallel and in close connection
with the classical variety of makamat. Preservation of relevanse and artistic value of mukam
today.
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KAHOUOAm UCKYCCMBOBEOEHUS, MY3bIKO8eO, IMHOUHCPYMEHNO08e0, NPenooasameib
MY3bIKAbHO-MEeOpemUu4ecKux OUCYUNIUH U pOpmenuano 8 My3wvikaivHol wkone 2. Taniuna
Tannun, Scmonus

Jjussufi@mail.ru

O TEPMUHE MYKOM
B THCTPYMEHTAJIbHOM TPATUIIUA TPUITAMUPBS

Marepuanamu 151 COOOILICHUS TMOCTYKUIM SKCTICAMIIMOHHBIEC 3alMCH aBTOpa Ha TeppH-
topun Tamknkucrana B panons! IIpunamupss B 70-80-e IT. mpouioro croserus. Bropbim
HCTOYHHKOM CTaJM MY3bIKaJIbHO-3THOrpaduueckue MmyOIuKaluy, OCyLIeCTBICHHbIE cOOupa-
TEJISIMU ITPOLLLIOTO.

B uncTpymentanbHo#l KynbType [Ipunamupbs oTCyTCTBYIOT >KaHPbl MPOQPECCUOHATBLHOM
MY3BIKH YCTHOW TPaJULIUU — BOKAJIbHO-UHCTPYMEHTAJIbHBIE HIUKINYECKUE TIPOU3BEICHMSI BOC-
TOYHOM MOHOAMH, TAKUE KaK MaKaM, MyTaM, IIUPOKO OBITYIOLIHE U IO CEi IEHh B OTPOMHOM pe-
ruoHe biamxuero u Cpegnero BocToka u B mpuiieraromux K HuM ctpanax — Muaauu, [lakucrane
u Jip. OniHako npu OerioM B3MIsAAE MPOCMATPUBAIOTCS UHTEPECHbBIE aHAIOTHH.

B cpene HaponHBIX MCIIOTHHUTENEH OBITYIOT TEPMHUHBI, CBSI3aHHBIE C HANMEHOBAHUEM HH-
CTPYMEHTAJIBHBIX KoMno3uiuil. OOIKMMHU Ha3BaHUAMHU Ul HUX SIBISIOTCS: Hago3uwl (Hau-
IPBIL); Hago, oxane (MO, MOTUB); MyKyMu Oepuna (CTApUHHBIN HareB); MyKoM, co3 (Me-
aoaust). B npyrux Ha3BaHUSAX KOHKPETU3UPYIOT HHCTPYMEHT, HA KOTOPOM HUCIIOJIHSAETCS Ta WK
MHasi KOMITO3ULMSL: MyKomu cemop (MENIOANs, UCTIOIHEHHAs: Ha CETOpeE).

[TaMupckue HHCTPYMEHTAIMCThI TAK)KE UCIIONB3YIOT TEPMUH MAKOM WINA MyKoM ISl Ha3Ba-
HUSl UTHCTPYMEHTAJIbHBIX BEPCUN BOKAJIbHBIX KaHPOB. B CO3HAHMM HApOAHBIX HUCIOJHUTENEH
Ta WM UHAas NECHS CBA3aHa C ONPEAEICHHON MEIOJUKO-PUTMUYECKON MOJZIEIIBIO, HA KOTOPYIO
OH OPHUEHTHUPYETCS U KOTOPYHO CTPEMUTCS BOCCO3[aTh. Takue MENOANYECKUE MOJEIN UMEHY-
I0TCA B CpeJle HHCTPYMEHTAIUCTOB TEPMUHOM MyKom. VIMEHHO 3TO 0OCTOSATENBCTBO ABISETCS
OIpPEAEIAIOINUM U 1aeT Ha3BaHUE Haurpelam. Tak, B pernepryape HapOJHBIX HHCTPYMEHTAIN-
CTOB 4aCTO MOXKHO YCIIBIIIATh MyKoMU Oapeunux (HaleB JapTrUuiiKa), MyKomu aiatiuk (Hares
Jananuka) u zip.

B cBs3u ¢ 00cykaaeMbIM TAMUPCKUM TEPMUHOM MYKOM HEOOXOAUMO OOpaTUTh BHUMaHUE
Ha TO, YTO CJIOBO 3TO BXOJUT B HA3BaHUE OIHOTO U3 TAMUPCKUX UHCTPYMEHTOB — OAIAHOMYKOM,
YTO 03HAYAET «CUJIbHO 3BYYaIU».

GuljahonYUSSUFI

Candidate of Science (in Art History), musicologist, ethnoorganologist, lecturer of music
theoretical disciplines and piano at music school in Tallin,

Tallin, Estonia

Jjussufi@mail.ru

MUKOM IN PAMIR’S INSTRUMENTAL TRADITION

The material was collected from Pamir people living in Tajikistan during expeditions of the
author in the 70s and 80s of the last century. Another source was ethnomusicological, historical
and linguistic publications.

The instrumental culture of the Pamir region lacks professional genres of oral tradition.
Vocal-instrumental cycles of the eastern monody like makam and mugam are widespread
even today in large parts of the Middle East and neighboring countries in India, Pakistan, etc.
However, at a glance, interesting analogues can be found.
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Some musicians use the following terms to describe compositions: navozis, navo (melody,
motif); oohang (melody); mykymu nepuna (old melody); mykym, mykom, co3 (melody). Other
names designate the instrument on which the composition is performed: mukomsetor (a melody
played on a setor); mukomibalanzikom (melody played on balanzikom).

Pamir’s musicians also use the term mukom or makom to refer to instrumental versions of
vocal genres. Folk players think that this or that song is associated with a particular melodic-
rhythmic pattern that they focus on and want to recreate. Such melodic models are called
mukom by the instrumentalists. This also gives name to the tune. Thus, in the repertoire of folk
musicians, you can often hear the mukomi dargilik (melody of dargilik), the mukomi lalaik
(melody of lalaik), and so on.

The term mukom is also included in the name of one of the Pamir instruments, balandmukom,
which means “loud sounding”.
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