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GENERAL CHARACTERISTICS OF THE DISSERTATION

The relevance and the degree of development of the
research. Javanshir Guliyev is a prominent representative of the
Azerbaijani school of composition. His work, which has continued
with remarkable works since the 1970s, is significant not only in
terms of reflecting the composer's personal fate, but also in terms of
reflecting events taking place on a national scale. A comprehensive
review of the composer's work, which organically combines 20th-
century musical innovations with elements of folk music, clarifies his
position in the national musical landscape.

Observation of neo-folklore trends against the background of
global processes, as well as innovations in Azerbaijani music, creates
the opportunity to identify the position of national music in the
modern musical landscape, which ensures the relevance of the
dissertation topic. J.Guliyev, whose work in Azerbaijani music was
formed in the 70s, is a composer who clearly demonstrates
manifestations of neo-folklorism and the new folklore wave, and also
reflects the specific features of modern professional music.

The worldview and artistic and aesthetic views of J.Guliyev,
formed at the junction of the Western and Eastern worlds, can also be
used to demonstrate the uniqueness of folklore, since they reflect the
aesthetics and general trends of the time. An important characteristic of
J.Guliyev as a composer is his interest in folk music, his ability to study
it professionally, and his desire to preserve all of its unique
characteristics while not tearing it away from its environment, while
adapting it to the demands of modern times. The ideas of the
Motherland, people, freedom, Turkic-Turanism and the ways of
reflection in music are one of the current problems of national
musicology.

The work of J.Guliyev is periodically covered in studies that
reflect the appearance of the era. While still young, J. Guliyev was
already in the spotlight as a promising member of Azerbaijani
composers. In her research essays!, N.Gasimova noted the special
place of J.Guliyev among young composers. Discussing modern

! Kacumoga, H.K. Ha mepunuanax teopuectsa. — baky: ['sumprommk, — 1984, — 128 c.
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trends in Azerbaijani music of the 20th century, F.Aliyeva? drew
attention to the composer’s work. A.Huseynova®, who follows
Azerbaijani music from mugham to opera, devoted a place to the
composer in her research and discussed his neo-folklorist position
from the perspective of modern music. Researcher Z.Dadashzade,
who constantly followed his work as a composer, analyzed the
published works in the preface to J.Guliyev’s two-volume collection
“Divan” 4, and in an interview with the composer, she highlighted
individual aspects of his work. In addition, Z.Dadashzade published
these materials in the multi-volume “History of Azerbaijani Music”®
and periodically covers the composer’s work in his scientific
articles®. J.Makhmudova’, analyzing the song genre in the works of
Azerbaijani composers from the point of view of text and music,
drew attention to the famous songs of J.Guliyev. Composer
Kh.Zeynalova® devoted a section to the analysis of J.Guliyev's

2 Dliyeva, F.S. Azorbaycan musiqisinds iislub axtarislari. — Baki: Elm vo hoyat, —
1996, — 120 s.; Oliyeva, F.S. XX osr Azorbaycan musiqisi. Tarix vo zamanla iiz-
iiza. — Baki: Elm, — 2007. — 314 s.; Oliyeva, F.S. XX asrin II yarisinda Azarbaycan
musiqisinin yeni inkisaf yollar1. Dars vasaiti. — Baki: EIm, — 2012. — 208 s.

3 Huseynova, A.N. Music of Azerbaijan: From mugham to opera. / AN.
Huseynova,— USA: Indiana University Press. — 2016. — 360 p.

4 Quliyev, C.R. Divan I. Osorlor toplusu. [Partitura + CD]: (On s6z Z.Axundova-
Dadaszadonin). — Baki: Renessans-A Nosriyyat evi, — 2018. — 376 s.; Quliyev, C.R.
Divan II. &sorlor toplusu. [Partitura + CD]: (On séz Z.Axundova-Dadaszadonin. —
Baki: Renessans-A Nosriyyat evi, — 2018. — 280 s.

® Dadaszads, Z.A. Cavansir Quliyev /Azarbaycan musiqi tarixi. 5 cildds, V ¢. XVII
fosil. — Baki: Elm, — 2020. —s.447-480

® Dadaszads, Z.A. Bura Vatondi. // Xalqg, 1991, 8 noyabr.; Dadaszads, Z.A. Bu
diinyanin insanlar1 bizi yada salacaq /C.Quliyev haqqinda. // Qobustan, Ne3, —
1998. — 5. 59-64.; Dadaszados, Z.A. Cavansir Quliyevin total musiqi axtariglart //
Musiqi diinyasi, — Baki: — 2001, 1-2(7), — s.87-91.

7 Mahmudova, C.E. Azorbaycan bostokar mahnilarinda poeziya ilo musigi.
(Monogqrafiya) Elmi red. R.Z6hrabov. — Baki: Mars Print NPF, — 2009, — 209 s.;
Mahmudova, C.E. Cavansir Quliyevin mahnilarinda poetik motnlo musiqginin
qarsiligh slagolori / Musiqi diinyasi, — Baki: Ne 3-4 (21) — 2004 — s.81-87.

8 Zeynalova, K. Untersuchungen zur aserbaidschanischen Musikkultur im 20.
Jahrhundert: Die aserbaidschanische Musikkultur im 20. Jahrhundert und ihre
Rezeption westlicher Musik (= Reihe 536. Europdische Hochschulschriften
Musikwissenschaft - Band 272). Frankfurt am Main, Peter Lang Gmbh, — 2013. —
5.284-302
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"Caravan" trio in her dissertation she defended in Germany. In terms
of performance, piano works were analyzed to varying degrees in the
methodological manuals of T.Seyidov®, pianist S.Mirzoyev®, and
violinist L.Huseynova!! analyzed the sonata for saz and violin.
A.Mammadova's 12 dissertation on "Orchestration in Azerbaijani
Symphonic Music of the 60s-80s" analyzed J.Guliyev's Overture for
Zurna and Symphony Orchestra. The composer's early works were
examined in G.Ismayilova's'® diploma thesis. S.Gasimova'* devoted
space to the composer's biography and provided an analysis of
several of his most famous songs in her diploma thesis "Some
stylistic features of Azerbaijani pop songs". However, to this day
there is no monograph that fully covers the composer’s work, even
on the eve of his 75th anniversary.

The object and subject of the research. The object of the
presented research is the work of J.Guliyev. The dissertation
analyzes, schematizes, and systematizes almost all of the composer’s
works in accordance with the author’s intentions.

The subject of the research is the discovery of neofolklore
tendencies in his work. J.Guliyev's work is examined comparatively
with folk music genres using avant-garde music analysis methods,

® Seyidov, T.M. Azorbaycan fortepiano musiqisindo janrlarm inkisafi. — Baki: Sur,
—1992. — 302 s.; Seyidov, T.M. XX oasrin Azorbaycan fortepiano modoniyyati:
pedaqogika, ifagiliq vo bastokarliq yaradiciligi. — Baki: Tohsil, — 2016. — 336 s.;
CenpnoB, T.A. Paspurue xaHpOB a3zepOaipkaHCKOW (HOPTETHAHHOH MY3BIKH. —
Baky: Lyp, — 1992. — 308 s.; CeunoB, T.A. A3sepOaiimkaHckas (popTernnaHHas
KynbTypa XX Beka: TIIearornka, WCIOJHUTEIbCTBO M KOMIO3UTOPCKOE
TBOpuecTBO. — baky: Azepneup, —2006. — 272 c.

10 Mirzoyev, S.O. Azorbaycan musiqisi kontekstinde miiasir fortepiano notasiya
simvollari. — Baki: Qanun, — 2019. — 184 s.

1 Hiiseynova, L.V. Cavansir Quliyevin skripka vo saz {iciin Sonatasi. Ali vo orta
ixtisas musiqi maktoblorinin miisllim va talabalari {i¢iin nazaords tutulmus metodiki
tovsiyalor. — Baki: RSXM, — 2009. — 16 s.

2 Mamenosa, A.P. OpkecTpoBoe NHUCbMO a3epOaiil’KaHCKMX KOMIIO3UTOPOB B
cumdonunueckoir My3ssike 60-80-x romoB / ABTOpedepaT AMCCEpTAMK HA
COMCKaHHWE yYeHOH cTerneHu JokTopa ¢punocopun. — baky: — 2010. — 30 c.

13 fsmayilova, G.R. C.Quliyevin yaradicihigmin bozi iislub xiisusiyyatlori. Diplom
isi. Azarbaycan Ddvlat Konservatoriyasi. — Baki: —1993, — 135 s.

14 Kacymora, C.A. Hekoropsie ocobGeHHOCTH A3epOaiikaHcKoll 3cTpaaHoi
necuu. JunmomHuas padora. BMA um. ¥Y3.I'amku6eiinu. — baky: — 1996. — 82 c.
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serving the purpose of revealing the composer's conceptual sphere
based on the ideas of Turkic.

The goals and objectives of the research. The presentation of
the work of J.Guliyev against a broad historical background and in
the flow of world musical culture, as well as the identification of the
unique stylistic features of the composer based on folklore,
determined the following research objectives:

1. To explore ways of solving the problem of folklore and
composer against the background of dominant trends in music
of the XX-XXI centuries;

2. To analyze the phenomenon of neofolklore, the “new wave of
folklore”, against the background of the general picture of
folklorism;

3. To provide a brief summary of Azerbaijani neofolklore,
including J.Guliyev's artistic pursuits;

4. To reveal the unique aspects of both traditional, professional
and authentic genres of folk music that appear in J.Guliyev's
works;

5. To study the specific aspects of the conceptual sphere of Turkic,
which occupies an important place in the composer's work.
Research methods. The purpose of the study - a parallel study

of folk music and the goal of linking the achievements of modern
music with the development of folk music - determine the need to
analyze the dissertation not on the basis of a single methodology, but
with the use of a different methodological approach to each chapter.
Because the various methods and techniques used in the study of folk
music can reveal remarkable moments both in the work of composers
and in the development of folk music. In this regard, historical
analytical, empirical, syntactic, and semantic analysis methods were
used in the study.

The materials for the dissertation included the composer's
published and unpublished scores, as well as archival materials.
Theoretical scientific works on cultural studies, philosophy and art
history related to the research topic constitute the sources on which
the research is based.

As a methodological basis, the work of a number of scholars
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has been involved in the joint study of Azerbaijani composers and
national music. When studying the work of J.Guliyev from the point
of view of contemporary music, the analytical method of such
scientists as Y.Kholopov *® , V.Kholopova ¢ , A.Sokolov 7 ,
Y .Dubines ® | S.Kohoutek 1° V.Tsenova 2 , M.Vysotskaya # |

15 Xononos, F0.H. CuMMeTpuuHbIe Ja/bl B TEOPETUIECKUX CHCTEMaX SIBOPCKOro u
Meccuana / «My3bIka U COBpeMEHHOCTE». — M.: My3sika, — 1971. — c. 247-293;
Xononos, H0.H. Muxkpo u mnocneactBus // My3bikanbHoe o00pa3oBaHue B
KOHTeKCTe KyJabTypbl. Hayd. Tpynst PAM um. 'Hecunbix. — M: — 2000, — c. 27-38;
Xomomog, FO.H. Bxnan Keiimka B mMy3bikanbHOe MbinuicHHe XX Beka // J[oH
Keiimk. K 90- netuto co aus poxaenus: Matep. Hayd. koH®. Penkomnerus: FO.H.
Xomomos, B.C.llenoBa, M.B.IlepesepzeBa // Hayud. Tp. Mockos. Toc.
Koncepsaropuu um. I1.1.Yaiikosckoro. C6.46. — M.: — 2004. — c. 79-90; Xomnomnos,
IO.H. Jlaper ocrakosrmua. Ctpykrypa u cucremaruka // nen Xomomosa B XXI
Beke. CO. crareil. Pemakrop-cocrasurens T.C. KropersH. — M.: My3usgar, — 2008.
—c. 290-307.

6 Xononosa, B.H. Bompockl puTMa B TBOPYECTBE KOMIO3UTOPOB MEPBOM
monoBuHBI XX Beka / B.H.Xononosa. — M.: My3sika, — 1971. — 301 c.; Xomnomnos.a,
B.H. ®opMbI My3bIKanbHBIX TPOU3BEICHUN. Y4ueOHOe mocodue. 2-¢ u3l., ucmp. /
B.H.Xononosa. — CII6.: Jlans, — 2001, — 496 c.; Xonomnosa, B.H. Codus
I'y6aiinynuna / B.H.Xononosa. — M.: Komnosutop, — 2008. — 400 c.: wi., HOT.
ISBN 5-85285-472-7.; Xonomosa, B.H. Poccuiickas akagemMudeckas My3bIKa
nocnennei Tpetn XX — Hauyana XXI BexoB (kanps! u ctuin) / B.H.Xoxonosa. —
M: —2015. - 226 c.

17 Coxomos, A.C. BBemeHne B My3BIKaJIbHYIO KOMIIO3HMIHMIO XX BeKa: yde0.
nocobue 1Mo Kypcy «AHaJIM3 My3BIKAIbHBIX IPOM3BEICHUI» JUIS CTYHA. BBICII.
yueb. 3aBemenuit / A.C.CokxonoB. — M.: I'ymanurap. m3n. uentp BJIAJIOC, —
2004. — 231 c. wr.: vHOoTRL. ISBN 5-691-01313-0.; Cokoimo, A.C. My3bIkansHas
xponosorust XX Beka / Teopust COBpeMEHHOW KOMIIO3UINH: ydeOHOE mocodue. —
M.: My3ssika, — 2005. — c. 14-22.

18 Nyounen, E.A. 3uaku 3BykoB. O COBpEMEHHOH My3bIKaJIbHOM HOTanuu /
E.A lyounen. — Kues, I'amaron, — 1999, — 314 c.

19 Koroyrek, 1I. Texuuka komnoszuuuu B My3bike XX Beka / 1. Koroyrek. — M.:
Mys3sika, — 1976, — 358 c.

20 Teopusi COBpEMEHHON KOMMNO3MIHUM. YdebHOoe mocobue. OTBETCBEHHBIH
penakrop Ilenosa B.C. - M.: My3bika, - 2005, - 624 ¢. ISBN: 5-7140-0309-8

21 Bpiconkas, M.C. Mex1y JoruKo# 1 napagokcom: kommnosutop ®apakx Kapaes.
Mownorpadus / M.C. Beicorkas. - M.: Mowmenr, - 2012, - 568 c. ISBN 978-5-
9902821-1-7; Bricoukas, M.C., I'puropsesa I'.B. My3bsika XX Beka: oT aBaHrapza
K TIOCTMO/IepHY: yueOHoe nocobue / M.C. Bricoukas, I".B. I'puropsesa; MI'K um.
I1.H. YatikoBckoro. — M.: MockoBckast koHcepBaTopust, — 2011. — 440 c.
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N.Harnoncourt??, A.Kuzmin?®, R.Reti®*, V.Rudnev?®, E.Denosov?®,
G.Dmitriev?’, 1.Barsova?®, T.Cherednichenko?®, M.Arkadyev 3,
Ch.Peirs®!, F.Garayev>2.

The approach of composers who created the theoretical and
research foundations of modern music, such as T.V.Adorno 3,

22 ApHoukyp, H. My3blka s3bIKOM 3BYKOB. IIyTh K HOBOMY NOHHUMAHHIO MY3bIKH
(Musik als Klangrede: Wege zu einem neuen Musikverstédndnis. Salzburg, 1982);
pyc. mepesox: — Cn6: — 2002. — 99 c.

23 Kysbmun, A.P. Horaus B Myseike XX Beka: yue0.-meroa. [locobue. Yensb. roc.
aKajl. KyJbTypbl U UcKyccTB. - 3. 2. / A.P.Ky3pmun. — Yensiounck, — 2010. — 100 c.
24 Peru, P. ToHanbHOCTh B coBpeMeHHOM My3bike / P.Petn. — JI.: My3bika, — 1968.
— 132 c.; Réti, R. Tonality, atonality, pantonality: A study of some trends in
twentieth century music. — London, — 1958; 2-¢ usnanune moj HasBauuem: Tonality
in modern music. New York, 1962 / ToHaibHOCTh B COBPEMEHHOU My3bIKe. Pyc.
nepeson I'. OpimoBa. / — JI.: My3bika, — 1968. — 132 c.

% Pynues, B.IL., DHUuKIONEAMYECKUH cloBaph KynbTyphl XX Beka. Kmrouesble
nousaTus u Tekctol / B.IT.PynaeB. — M., Arpad, — 2009. — 543 c.

% Jlemmcos, A.B. Myspika XX Beka: A.Kazemma, J[x.Mamunsepo,
JI. Jamnammkkona w ap. (Kommosutopel. Odepkun >KM3HM W TBOpYecTBa) /
A.B.[lenucos. — CII6.: Kommosutop, — 2006, — 112 c.; lenucos, 2.B. YnapHsie

HHCTPYMEHTBI B coBpemeHHOM opkectpe / D.B.JenucoB. — M.: Coerckuit
komrmo3utop, — 1982. — 258 c.; Jlenucos, D.B. CoBpemeHHast My3bIKa U POOIEeMbI
SBOJIIOIMKA KOMIO3UTOpckoi Texuuku / O.B.JlenucoB. — M.: Coerckuit

komrozurop, — 1986. — 207 c.

21 imutpues, I'.T1. Y 1apHble MHCTPYMEHTHI: TPAKTOBKA H COBPEMEHHOE COCTOSIHHUE.
2-e m3x. / I'.I1. Amutpues. — M.: CoBerckuit kommo3urop, — 1991. — 145 c.

28 Bapcoa, U.A. KonTyps! cronetus. M3 uctopuu pycckoil mysbiku XX Bexa /
N.A.Bapcosa. — CII6.: Komnosurop, — 2007. — 240 c., HOT, HII.

2 UYepenuamuenko, T.B. I'eHe3nc wWHTOHAIMu: HOBBIM moaxon (pem. Ha KH.
3D.E.AnekceeBa "PannedonpkinopHoe naTOHHpOoBaHUe")// CoB. My3bika, 3/1987, —
€.96-99; Yepennuuenko, T.B. My3sbikanbnbiii 3anac — 70-e [Ipo6nemsl. [lopTpeTs.
Cayuan / T.B.Yepenuuuenko. — M.: HoBoe nuteparypHoe obo3petnue, — 2002. —
592 c.

30 ApkanbeB, M.A. BpeMeHHbIe CTPYKTYphl HOBOEBpOMNEicKol My3biku. / M.A.
ApkajpeB. — Mocksa: bubioc, — 1993. — 170 c.

3! Mupc, Y.C. Uro Takoe 31ak? // Bectn. Tomckoro roc. yu-ta. Cep. ®unocodus.
Couwnosorus. [Tonutonorus. — 2009. — Ne 3 (7). — c. 88-95.

%2 Mapamx Kapaes. Jleknus 00 HMHCTPyMEHTaILHOM TeaTpe IIPOYMTAHA B
MOCKOBCKOM KOHCEpBaTOpHUU [Electronic resource] /
URL :http://www.karaev.net/t_lection_instrumtheater_r.html

3 Anopno, T.JI. ®unocodus HoBoii My3biku. Ilep. ¢ mem. / Ilepesom b.
Ckyparosa. Ber. cr./ T.JI.Anopno, K. Uyxpykunze. — M.: Jloroc, — 2001. — 352 c.
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http://www.karaev.net/t_lection_instrumtheater_r.html

A.Schoenberg ** , O.Messiaen ¥ | A.Webern 3¢ | J.Cage ¥ ,
A.Honegger®®, P.Hindemith®®, F.Pulenk?”’, B.Bartok*', I.Xenakis %2,
A.Schnittke *, S.Gubaidulina**, V.Ekimovsky®. In studying the
folklore movement, references were made to christomathian
scientific research I.Zemtsovsky*®, G.Golovinsky*’, N.Jossan*®,

3% Illen6epr, A.®.B. Ctunp u Mbicib. CTatbu M MaTepuanbl. CocTaBieHHE,
nepeBon M komMmeHtapun H. Bmacosoit m O. JloceBoit / A.®.B. Illenb6epr, —
Mocksa: Komnozutop, — 2006. — 528 c.

% Meccuan, O. TexHUKa MOETO My3bIKAIBHOTO s3bika / I1ep. ¢ (paHIl. U KOMMEHT.
M. YeOypkunoii. Hayu. pemakius FO. XomomoBa. — MockBa: ['peko-maTHHCKUH
kaobuner 0. A. Hluyanuna, — 1995. — 128 c.

% BebGepn, AK. Jlekuun o mysbike. M306pannbie mucbkma / Ilep. ¢ nem. B.I.
HTuuTke. — MockBa: My3sbika, — 1975. — 143 c.

37 Keitmx Jx. Tummba. Jlexuuu u crateu. / Ilepeson ¢ amri. bubmmoTexa
Mockosckoro Konnenryanmsma ['epmana TutoBa, — Bomorma, — 2012, — 385 c.

% QOmerrep, A. O MmysblkanmbHOM uckyccTse / Ilep. ¢ ¢p., komment. B. H.
Anexcanaposoii, B. 1. brikoa. — JI.: My3bika, 1979. — 264 c.

% MMayns Xunpgemut: ctaThd U Matepuansl / WM. IIpynuuxosa, cocT. — M.:
Coserckuii kommosutop, — 1979, — 422 c.; Hindemith, Paul. 1952. A Composer's
World: Horizons and Limitations. Cambridge: Harvard University Press.

40 MMynenk, ®@. 51 u mou apy3ws / — Mocksa: Myssika, — 1977 r, — 158 c.

4l Baprok, b.B.4l. 3auem u kak coOupaTh HapoaHylo My3biky / Ilep. ¢ Bemrep.,
BCTYIL cTaThst U npumMed. C.1. Baiica / 5.B.SI. Baptok. — Mockea: My3rus, — 1959.
— 48 c.; baptok, b.B.l. O BnusiHUM KpeCTHSIHCKON MY3BIKM Ha MY3BIKY HAIllEro
Bpemenu / bena baprok: ¢6. crareii / Cocr. E.W. YUnrapesa. — Mocka: My3bika, —
1977. — c. 245-249.

42 Kcenakuc, . Becemsr / Homo musicus: AnbeManax MY3bIKaIbHON MCUXOJIOTUH.
—M.:-1994. —c. 137-155.

4 AT. lllautke. Becensr, BEICTYIUICHHS, cTaThl / A. B. Bamkun. CocraBieHue,
Oecenbl, MHTEPBHIO. BCTYNUT, CTaThs, KAaTaJOT COYMHEHWH, CHHCOK CTaTed M
UHTepBbIO, uimocTpanuy, — Mocksa: PUK . Kynetypa. — 1994 r. — 322 c.

% Becena ¢ Codueit I'yGaiinynunoit. O My3bike U o cebe «B 3HAK ApyKObB».
beceny Bema O. byrpoBa // My3bikanpHas akamemusi, — 1994. Ne 3. — c¢. 1-7,;
I'y6atinynmuna, C.A. «/lano» u «3amaHo» // My3. Axkagemust. — 1994, Ne 3. —c. 1-7
4 Exumonckuii, B.A. Jlxapanmmp Kynues / Myssika 8 CCCP, 1985, uronb-
centsa0pp; Exumonckuii B.A. Aromonorpadus / B.A.ExumoBckuii, — Mocksa:,
Mysuzmar, — 2008. — 480 c.; ExumoBckuii B.A. Onusbe Meccuan. XKuszubp u
TBOpuecTBO / B.A. Exumonckuii, — M., CoBerckuii komnosutop, — 1987. — 304 c.

4 3emuobckuii, WU.VI. DoNbKIOp M KOMIIO3UTOP: TEOPETHYECKUE ITHONBI /
N.N.3emuoBckuii. — JI. — M.: Coserckmii kommosutop, — 1978. — 176 c.;
3emnosckuid, N1.M1. O coBpemennoMm ¢onbkiiope / TpamunnoHHbIH (OIBKIOP B
COBPEMEHHOH XyJI0’KeCTBEHHOH cBsA3U ((osbkinop u Qosbkinopusm): cO. Hayd. Tp. /
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V.Medushevsky*®, V.Propp®®, L.Christiansen®! and others. When
drawing parallels with national music and its various genres, the

works of Azerbaijani musicologists were used as A.Eldarova®?,
T.Mammadov®3, K.Dadaszadeh®*, A.Guliyev®®, I.Imamverdiyev®®,

JITUTMuK; coct. U.M. 3emnosckuii. — JI.: JITUTMUK, — 1984, — c. 4-15,;
3emmoBckmif, M.U. Texct — Kymprypa — UYenmoBek: ONBIT CHHTETHYECKOI
napaaurmel / MyseikanbHas akamemus. — 1992, Ne 4. — ¢.3-6; 3emmosckuit, 1.1.
Tpu kura My3blkH ycTHOW Tpamuuuu // TpaguuuoHHas Kynbrypa. [lomcku.
Wnrepnperanun. Matepuansl. C6. crateld o MarepuanaM KOH(EPEHINH MaMsTH
JLM.Uenesoii. — CII6., — 2006. — c. 6.; 3emrmosckuii, U.1., Kynanbaesa A.b.
Homo Lyricus, wim naupudeckasi mecHs B 3THOMY3BIKOBEIUECKOH cTparturpaduu
«ponpknopHoit kynbType» (Ha moacrymax k moHorpaduu) // Kiaccuyeckumit
(HONBKIIOP CerofHsA: Marepuajbl KOH()EPEHIUH, MOCBAIICHHOW 90-JIeTHIO CO THS
poxnenus bopuca Huxonaesnua [Tytunosa, — Cankr-IletepOypr, 14-17 ceHTAOps
2009 r. / Poc. akax. Hayk, MIH-T pyc. mut.; — 2011. — c. 199-249.

47 Tonosunckuii, I'.JI. KomMnosutop u ¢onskiop: M3 ombita MacTepoB XIX-XX
BekoB. Ouepku. / ['.JL.T onoBuaCKHi. — M.: My3bika, — 1981. — 278 c.
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my3biku 60—80-x rosoB): ABTOped. AucC. ... KaHII. HCKycCTBOBeIeHHs. — MocKBa: —
1998. - 28 c.

49 Menymesckuii, B.B. MnToHauuonHas ¢opma Mysbiku / B.B.MeymeBckuii. —
M., — 1993. — 262 c.; Menymesckuii, B.B HoBoe cakpajibHOE MPOCTPaHCTBO WIIU
BeYHasl IOHOCTh TPaAUIMU? MUHUMAIIM3M B €ro OTHOILIEHUH K Tpaauimu // HoBoe
CaKpaJlbHOE TPOCTPAHCTBO. JlyXOBHBIC TPAJWIMU W COBPEMEHHBIH KYyJIBTYPHBIH
KOHTEKCT: MaTepuansl Hayd. KoH]. CO. 47. — M.: MI'K um. I1. 1. YaiikoBckoro, —
2004. —c. 101-110.

% Mponn, B.S. ®onbknop u aeiicreurensHocts / B.4A.IIponn. M36p.ct. — M.:
Hayxa, — 1976. — 328 c.; [Iponm, B.4. Mcropudeckne KOpHU BONMIEOHOH CKa3Kh /
B.A.Ipormn. — JI.: Uzn-Bo JIT'Y, — 1986. — 364 c.

51 Xpuctuancen, JI.JI. U3 HabmoneHuii HaJ TBOPYECTBOM KOMIIO3HTOPOB «HOBOIL
(donbkiopHoii BosHb // TIpobneMbl My3bikalibHO#M Hayku, Beim. 1. — 1972, — c.
198-218.

52 Dnppaposa, .M. HekoTopble BOIPOCH amIyrckoro Mckycctsa / McKyccTBo
Azepbaiimkana, T 1, — b., 1949. — c. 102-121.; DnppapoBa, 2.M. HckyccTBO
anreiroB Asepoaiimkana / 3.M.Dnpnaposa. — baky: Msir, — 1984. — 117 c.

5% Mamenos, T. A. TpaauiioHHBIe HANEBBl  a3epOai/PKAHCKUX AIBITOB  /
T.A.Mawmenos. — baky: Umsir, — 1988. — 350 c.; Mommodov, T.A. Azarbaycanin
klassik agiq havalar1 / T.A.Mammadov. — Baki: Obilov ve ogullari, — 2009. — 432 s.;
Mammodov, T.A. Azarbaycan agiq yaradiciligi. Ali musiqi moktablori tigiin dorslik /
T.A.Mammadov. — Baki: Apastrof, — 2011, — 648 s. illiistrasiyalarla + 2 CD
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Red.: M.Siileyman; On sdz: B.Qurbanov. — Bak1: Nurlan, — 2006. — 94 s.

5 Forhadova, S.M. Azarbaycan mugam-doastgahinim tarixi koklori / S.M.Forhadova.
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2018. — 200 s. ISBN: 978-9952-516-13-5

% Mommoadova, R.A. Musiqi tiirkologiyasi / R.A.Mammadova. — Baki: Elm, — 2002. —
84 s.; Mommodova, R.A. Musiqi tiirkologiyasinin osaslart // Musiqi diinyasi, — 2022, 1
(90) —s. 22-27.; Mamenoga, P.A. Asep6aitmkanckuii myram / P.A. Mamenosa. — baky:
OmMm, — 2002, — 280 c.; MamenoBa, P.A. O0 3THOMOP(OIOTHIESCKOM aHaJH3e
asepOaii/pKaHCKON HapoaHOW My3bIkH. // Musiqi diinyasi, 1 (58), — 2014. — s. 7056-
7064.

% Baruposa, C.JO. ITpo6nemsl MyramMHoro (Gpopmoobpasosanus. /ABToped. ... aucc.
KaHI. ucKkyccTBoBenenus/ — Tamkent: — 1984. — 19 c.; Barupora, C.IO.
Aszep0aitpkanckuii Myram. CraTey, uccienoBanust, gokiaasl. | Tom / C.HO.baruposa.
— Baky: — 2007. — 289 c.; Bagirova, S.Y. Azarbaycan mugami. Magalslor, maruzslor,
todgiqgatlar. Il cild / S.Y.Bagirova. — Baki: Elm, — 2007, — 152 s.

80 Kogorli I.T. Erkon folklor intonasiya edilmonin tipoloji olamotlori //
“Konservatoriya” jurnali, — 2010-3(9), — s.118-124; Kégerli, 1.T. Ozan-asiq
sonatinds teatr tnsiirlori // Madoniyyat diinyasi: elmi-nazori macmuas, XX
buraxihis. — Bak1: Azorbaycan Dovlet Madoniyyat vo Incasenst Universiteti, —
2010, — 5.133-136; Kogorli I.T. Asiq senati: musigili-poetik janrlar / I.T.Kogorli. —
Bak1: Apostrof, — 2010. — 218 s.; Kogorli I.T. Asiq senati: sinkretizm vo sintez
problemlori / I.T.K&gorli — Baki: Soda, — 2011. — 208 s.

61 Hiiseynova, L.S. Azorbaycan Bostokarlar Ittifaqi: boyiik yolun tarixi (1934-
2009) / L.S.Hiiseynova. — Baki: Nosriyyat va Poligrafiya Sirkoti MMC, — 2010. —
445 s.; Hiiseynova, L.S. Musiqi tiirkologiyasimin todgigat istigamatlori vo
problemlarina dair // "Tirksoylu xalglarin musiqi modaniyyatinin tadqiqi
problemlari” XVI Beynolxalg elmi-praktiki konfransin materiallart. — Baki:
ADMIU, - 2017. — s.26-29.; Hiiseynova, L.S. Mogam-mugam istilahlarmin
tirkdilli xalglarin musiqisinds tozahiir aspektlori // "Mugam alomi” V Beynoalxalq
elmi simpoziumun materiallart, — Baki, AMEA, 7-9 mart 2018. — 5.209-216.
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62 Xaligzadoa, F.X. Uzeyir Hacibayli vo folklor / F.X.Xaliqzada. — Baki, Sorg-Qorb
Nogriyyat Evi, — 2014, — 276 s.; Xaliqzads, F.X. Musiqi tiirkologiyasi: nailiyyatlor,
perspektivlor // Tirksoylu xalglarin musiqi madaniyyatinin todqigi problemlari.
XV Beynslxalg elmi-praktiki konfransin materiallari. — Baki: — 2016. — s. 39-42;
Xaligzads, F.X. Azorbaycan musiqisinin tiirkoloji kontekstds todqiqi haqqinda //
“Turksoylu xalglarin  musiqi modoniyyatinin  todgigi  problemlori”, XVII
Beynolxalq elmi-praktiki konfransin materiallari, — Baki: — 2018. — $.210-213.

63 Babayev, E.O. Sifahi ononoli Azorbaycan musigisinds intonasiya problemlori /
E.O.Babayev. — Baki: Elm, — 1998. — 146 s.; Babayev, E.O. Azorbaycan mugam
dostgahlarinda ritmintonasiya problemlori / E.O. Babayev. — Baki, Ergun, — 1996,
—128s.

64 Abdullayeva, S.A. Azorbaycan xalq caldi alotlori (musigisiinashq-organoloji
todgigat) / S.A. Abdullayeva. — Baki: Adiloglu, — 2002, — 454 s.; Abdullayeva, S.A.
Azarbaycan c¢alg: alotlori diinyam valeh edir / S.A. Abdullayeva. — Baki: Nurlar, —
2016, — 288 s.; AbmymmaeBa, C.A. HaponmHblii My3BIKaJbHBIA WHCTPYMEHTApHI
Asepbaiimkana (My3BIKOBEYECKO-OPTaHOIOTHIECKOS HCCIICIOBAHNUE) /
C.A.AbnymnaeBa. — b.: Dmm, — 2000, — 486 c. ¢ wur.; Aomymnaea, C.A JIpeBHue
asepbaiiKaHCKue My3blKaibHble MHCTpYMeHTHI // IRS, Ne 2 (62), — 2013, — ¢.34-40
8 Korimov, M.T. Azorbaycan musigi alotlori. (Azorbaycan, ingilis vo rus
dillorindo) / M.T.Karimov. — Baki: Yeni nasil, — 2002. — 175 s.; Karimov, M.T.
Azarbaycanin qodim musiqi alstlori // Musiqi diinyasi, — 1999, N1, — 5.37-38

% Nocofzada, A.1. Calg1 alotlorimiz / A.1.Nacofzads. — Baki: Min bir mahnt MMC,
— 2004, — 128 s.; Nocofzads, A.I. Azorbaycan calgi alotlorinin izahli liigati.
(Yenidon islonmis II nesr) / A.I.Nocofzada. — Baki: MBM, — 2004, — 224 s.;
Nocofzads, A.I. Azarbaycan idiofonlu ¢alg: alatlori (Organoloji-tarixi todgigat) /
A.1.Nocafzada. — Baki: MBM, — 2010, — 280 s.; Nacafzade, A.i. Etnoorganologiya.
Musiqi tomayiillii ali moktoblor iigiin darslik / A.I.Nocafzada. — Bak1: Ecoprint, —
2016. — 304 s.; Nocofzade, A.I. “Kitabi-Dado Qorqud” dastaninda ¢alg: alotlori
(todgigat vo liigot) / A.1.Nocofzads. — Baki, Elm vo tohsil, — 2017. — 264 s.;
Nacofzads, A.I. Zurna tiirkge konusan halklarin ortak miizik aletidir / ISME —
2018 Beynalxalg musiqi tshsili comiyyati 33-cii Diinya konfransi Tiirk diinyasi
oturumu, — Baki: 15-20 iyul, — 2018, — s. 336-346.

87 ismay1lov, M.C. Azarbaycan xalq musigisinin janrlar1 / M.C.Ismayilov. — Baki,
Miitorcim, — 2023, — 137 s.; Ismayilov, M.C. Azarbaycan xalg musigisinin magam
Vo mugam nazariyyasine dair elmi-metodik ogerklor / M.C.Ismay1lov. — Bak1: Elm,
—1991, - 120s.

88 Z5hrabov, R.F. Bostokarlarmuzin portreti / R.F.Zohrabov. — Baki: Sur, — 1999, — 124 s,
8 Hasonova, C.1. Azarbaycan musigisinin mogamlar1 / C.1.Hosonova. — Baki: EIm
va Tohsil, — 2012. — 323 s.
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work, the methodology of E.Alekseev’® and V.Martynov'! was used;
in explaining the phenomenon of memory, the noospheric theory of
V.Vernadsky’? was used; in drawing parallels with folk songs and
dances, the Method of Form Analysis of L.Mazel and
M.Zuckerman’® was used; and in analyzing intonation, the theory of
intonation of B.Asafiev’* and G.Konson" was applied.

When studying the influence of poetic meters on music,
simplified aruz by Sh.Adilli’® were used, and when studying Turkic
intonation, the method of applying the three-stage ancient Turkic

0 Anexcees, D.E. Ilpo6nembl (opmupoBanus naga (Ha MaTepuale SKyTCKOM
HaponHo mecHH) / O.E.AnekceeB. — M.: My3snbika, — 1976. — 288 c.; Amekcees,
D.E. PanHeONBKIOPHOE  WHTOHHPOBAaHWE. 3BYKOBBICOTHBIM  acmekT  /
O.E.AnekceeB. — M.: Coserckuii komno3utop, — 1986, — 240 c.; Anekcees, J.E.
@onbKIOp B KOHTEKCTE COBPEMEHHOM KYyJBTYpBI: pacCyKOEHHA O Cyapdax
HapomHoit mecHu / D.E.AmekceeB. — M.: CoB. xommosutop, — 1988. — 237 c,;
AnexceeB, D.E. donpkiopuctiyeckas HOTAIMs: OSTalbl pa3BUTHS, COCTOSHHE,
nepcrektuBbl  //  My3bikanbHass  (QOJBKIOPUCTUKA: TPOOJIEMBI HUCTOPHU M
Merononorun / Pen.-coct. D.E. Anexcees, JL.U. Jlesun. — M.: —1990. m ¢. 147-161.
"I Mapteinos, B.U. Konen Bpemenn komnosutopos / Iocneci. T.YepeanuueHko.
— M.: Pycckuii myTh, — 2002. — 296 c. ISBN:5-85887-143-7

72 Bepnayckuii, B.W. HayuHas MbIcib Kak ruiaHeTHoe siBjienue / B.W.Bepnaackuii.
— M.: Hayka, — 1991. — 240 c.; Bepnanckuii, B.1. bruocdepa n HOOC(hepa /
B.U.Bepranckwmii. — M.: Hayka, — 1989. — 261 c.

8 Masens, JLA., Ilykkepman, B.A. AHamu3 My3bIKAIbHBIX [POM3BEICHUM
9MIEMEHTHl MY3bIKM M MeTOAMKa aHamm3a Manslx ¢opm / JL.A.Mazens,
B.A.Ilykkepman, — Mocka, My3bika, — 1967, — 752 c.

™ Acadnes, B.B. MysbikanbHas (opma Kak mpouecc: Knura ropas. Uaronanus /
Bb.B. Acadnes. U36pannsie Tpyasl. T. V. — M.: Axagemus nayk CCCP, — 1971. —
c.163-276.

> Koncon, I''P. llenocTHelii aHanu3 B KOHTEKCTE HAyYHOH MeTomojoruu //
MyssikanbHas akagemust, — 2010. Ne 2. — ¢.140-150.; Koncon, I'.P. IlemocTHbIi
aHaJIM3 KaKk yHUBEPCAJIbHBIM METOJ Hay4yHOTO TO3HAHUS MY3bIKaJbHBIX
npousBeneHuii (k mocrtaHoBke mpoOiemsl) [Electronic resource] // «Harmony»
JNMEKTPOHHBIA  KypHan Bemyck  Nel0/2011  URL:http://harmony.musigi-
dunya.az/RUS/reader.asp?s=1&txtid=468

6 9dilli, S.K. Oruz vazninin sadolosdirilmis goliblori / S.K. Odilli. — Bak,
Adiloglu, — 2011. — 50 s.; 9dilli, S.K. Azarbaycan seirindo forma moasalalori / S.K.
odilli. — Baki: Elm vo Toahsil, — 2014. — 144 s.
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model of the world to music was used, the works of
S.S.Ayazbekova’’, S.A.Ayazbek, S.I.Utegalieva’® and others.

In addition, in her study, the author examines the method of
cognitive analysis applied by A.Amrahova "® to Azerbaijani
composers. In the study, some modern scientific achievements were
used as alternative ways of obtaining information, the theory of
possible worlds (D.Lewis and G.Leibniz), the theory of prototypes
(E.Rosch), the phenomenon of collective memory (E.Durkheim®,
M.Halbwachs®), the theory of community — topic and others.

Main clauses defended. The results obtained during the study
are summarized and the following provisions are submitted for
defense:

1. Within the framework of the stylistic freedom provided by
contemporary music, J.Guliyev's choice of technical means
always coincides with the methods existing in folk music. The
real prototype of modernity living in folklore is the composer's

" As36exoBa, C.II. Kaptuna mmpa sTHOca: KopkyT-ata U QuIOCO(HsS My3HIKHA
kazaxoB: MoHorpadus / C.11.Asz6ekoBa. — 13n. 2-oe. — Acrana: — 2011. — 284 c.;
AszoexoBa, C.II., As3z6ex C.A. Troopkckas uuBuiM3anus: TeopeTHUEeCKHid u
ucropuyeckuii acnekrt // Tropkckuii anmbmanax, — Actana, — 2014, — ¢.172-195;
As3bexoBa, C.II. Tropko-MOHTOJIbCKas My3bIKaJbHasi OOITHOCTh B KOHTEKCTE
HOMajuueckoil u teHrpuanckoit nuBuiamzauuii / MONGOLICA — XX C6opHuk
Hay4YHBIX CTaTel MO MOHrojoBeleHHI0 mocBsuieH 200 -IeTHio co JHS OCHOBaHMS
Asmnarckoro my3ses / Uucturyra BocTouHbix pykonmceit PAH — St.Petersburg —
2018. — c.42-52.

8 Yreranuena, C.J. 3BykoBOil MUP My3bIKM TIOPKCKUX HApOJOB (Ha Marepuase
HHCTPYMEHTANBHEIX Tpagumnmid LlenTpansroit A3un) / luccepTanus Ha COUCKaHHE
YUYEHOMH CTeNeHu JI0KTopa UcKyccTBoBeaeHus / — Mocksa: — 2016. — 528 c.

™ AmpaxoBa, A.A. KOTHUTHBHbIE aCHEKThl HHTEPIPETALME COBPEMEHHOM My3bIKH
(Ha mpumepe TBOpYeCTBa azepOailPKaHCKUX KOMITO3UTOPOB) / JUCCEpTAIMsl Ha
COHMCKaHue yUEHO CTeTeHn TOKTOpa eKycerBoBeaenus / — M.: — 2005. — 325 c.

8 TMopxreiim, J1.9. IMeparoruka u couumonorus / diopkreiim D. Comuonorus. Ee
npenMet, metoj, npeanasHadenue / Ilep. ¢ ¢p. A.b.T'opmana. — M.: Kanon. —
1995. — c.244-264; wopkreiim, J.3., Mocc M. O HeEKOTOpbIX IEPBOOBITHBIX
¢dopmax xmaccudukamuu. K ucciaeoBaHMIO KOJUICKTHBHBIX IIPEJCTaBICHUN /
Mocc M. O6mmectBa. O6meH. JImuHOCTB: TPyY/IBI IO COIMATBHON aHTPOIIOJIOTHH. —
M.: Bocrounas nurepatypa. —1996. — €.6-73.

81 Xann6Bakc, M. KosekrtueHas u ucropudeckas namsts / M.XanbOsakc //
HenpukocHoBenHslit 3amac. — 2005. Ne2-3. —c. 8 - 27.
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main area of interest. Not a single modern technical technique
or style is used by J.Guliyev if it does not have an analogue in
folk music.

. The folk polystylistics created by J.Guliyev, that is, the
juxtaposition of the stylistics of folk music genres within the
framework of one work, is one of the main stylistic indicators.

. The intention of the composer, whose creative vector is
directed from the complex to the simple, to idealize folk
musical forms, semantic content, methods of development, the
specifics of poetic rhythms, national timbres, dance genres, the
desire to achieve folk simplicity - these are the main goals of
his neo-folklore-oriented creativity.

. The erasure of existing boundaries between the musical forms
of ashugs and the identification of genre features becomes a
method capable of acquiring an international character and the
opportunity to enrich European music with completely new
qualities. The general variability of ashug music, consisting of
fourth and second, its ability to avoid major-minor scale, the
ability of dissonances to enrich the harmonic vertical, the
unique sounds of ashug harmony, as well as the metro-
rhythmic uniqueness of ashug music also seem to be solutions
to some of the problems that modern music faces.

. The composer can make a certain transformation of the
intonational foundations of folk music and, breaking them down
into as small parts as possible, reduces them to the level of an
aphorism. These intonations are taken from different sources and
are processed in a completely new way, that is, they are
recontextualized in accordance with the composer’s intention.

. J.Guliyev's position on national musical instruments, based on
national timbre dramaturgy, was expanded by including a
group of national instruments in the symphony orchestra as a
continuation of U.Hajibeyli's concept. Here are various
solutions to the problems of sound tempering.

. The idealization of the structure of folk songs and their use as a
means of artistic expression to counteract the destructive
tendencies arising under the influence of the era is one of the
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important elements that make up the character of J.Guliyev as a
composer.

8. The composer’s desire to revive archaic sounds and return
forgotten timbres from the historical past, relying on his
personal memory, serves the idea of the Turkic revival. This
system, while retaining its early quantitative-rhythmic, modal
structure and not yet having lost its archaic intonation, is
realized according to the three-level model of the ancient
Turkic world.

9. The concept of Unified Mugham, proposed by J.Guliyev,
promises to open up interesting paths that welcome the
application of completely new, unused avant-garde methods for
both national performance and composition. This professional
path seems to be the expected way out on the path of
rapprochement between the West and the East.

Scientific Novelty of the Research. The scientific novelty of
the research lies in the comprehensive study of J.Guliyev's work
within the framework of theoretical systems of modern music and
folk art. The part of the dissertation devoted to contemporary music
was also classified by world composers, and national schools were
reflected in the tables. For the first time, all of J.Guliyev’s works
written in academic genres were included in the dissertation research.
A large part of the composer's archive has been used, and his
scientific and journalistic articles, interviews, videos, television
programs, and notes have been collected and systematized. The
Stories of writing and performing his works are collected and
systematized in the form of a table. All aspects of the composer's
creative personality are covered in sufficient detail, his work is
analyzed, starting from student works and early works to the late
period, which made it possible to identify the main idea of his work.

The possibilities provided by modern research methods are one
of the main factors ensuring the comprehensiveness of the study. The
use of ethnographic analysis methods, the method of studying
archaic folklore, the method of analyzing avant-garde trends such as
dodecaphony, sonorics, minimalism, aleatorics, instrumental theater,
the use of a terminological base, as well as alternative methods of
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obtaining information that form the basis of the theory of the
noosphere, explaining the origin of the Turkic ideas, are subordinated
to the discovery of the main goal of the composer's work.

For the first time in the composer's work, the fact of
transformation of poetic forms into musical form is noted. In the
dissertation, special attention is paid to the notographic methods of
J.Guliyev, the types of cadences found in ashug music are
highlighted, as well as the process of rethinking the performance
techniques used in both vocal and instrumental mugham.

The application of the method of analysis of the three-level
model of the ancient Turkic world to composers’ creativity in the
dissertation opens up promising paths in the formation of musical
Turkology®? in Azerbaijani musicology.

Elements of the composer’s personal musical vocabulary,
obtained by the method of intonation analysis, allow us to draw certain
conclusions in the direction of revealing proto-Turkic intonation. The
author’s attempt in the dissertation to create a personal intonation
dictionary of the composer poses new challenges for domestic
musicology. Because before a particular composer's individual
intonation dictionary is created, separate intonation dictionaries of
national music genres, mugham, ashug music, folk songs and dances,
and archaic folklore® must be created so that scientific research can
refer to these sources.

In conclusion, it should be noted that the discovery through
observation of the composer’s monogram, which is transformed in

8 Mammoadova, R.A. Musiqi tiirkologiyast / R.A.Mammadova. — Baki: Elm, — 2002. —
84 s.; Mommodova, R.A. Musiqi tiirkologiyasinin asaslar1 // Musiqi diinyasi, — 2022, 1
(90) — s. 22-27.; Hiiseynova, L.S. Musiqi tiirkologiyasinin tadgigat istigamatlori vo
problemlarine dair // "Tiirksoylu xalglarin musiqi madaniyystinin todgigi problemlori*
XVI Beynolxalg elmi-praktiki konfransin materiallari. — Baki: ADMIU, — 2017. — s.
26-29.; Xaligzado, F.X. Musiqi tiirkologiyast: nailiyystlor, perspektivlor // Tirksoylu
xalglarin musiqi madaniyyatinin todqigi problemlari. XV Beynalxalg elmi-praktiki
konfransin materiallari. — Baki: — 2016. —s. 39-42;

8 Manafova, G.R. Arxaik folklorun bastokar yaradiciliginda tozahiir aspektlari:
Cavangir Quliyevin osarlori niimunasinds // Konservatoriya, — Baki: — 2020, 4. —
5.17-40.
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all of his works, contributes to the most complete disclosure of the
cognitive content of J.Guliyev’s work.

Theoretical and practical significance of research. The
patterns we observe in folklore develop according to the same
principle in the composer's work®. Despite modern compositional
techniques and other ways of thinking, these patterns are easier to
trace and reveal in the work of a specific composer. If it is possible to
characterize the discovered regularities, principles of development,
intonation and rhythmic features, this would also open up wider
opportunities for the study of folk music and the development of
ethnomusicology. This statement, put forward as a hypothesis, that
is, an attempt to study the patterns of national folklore genres
through the composer’s work, seems to be a very interesting and
promising direction. For this type of research, it is also appropriate to
choose the work of Javanshir Guliyev, in whose work neo-folklore
aspects are more clearly traced. Because in the work of this
composer, all genres of Azerbaijani music — folklore, traditional,
professional — continue their unique life.

Since the study is the first major scientific study to fully cover
the work of J.Guliyev, it also has bibliographical significance,
presenting the composer's articles, books, notography, discography,
and an extensive list of literature.

In this study, analyzed from the point of view of folklore and
the composer, special attention is paid to the methods of notation of
the object of study, leading to the problem of notation of national
musical genres. Considering that the modern notation methods used
by J.Guliyev are closer in sound to the original, that is, folk music,
they can be used as an example when compiling notations for
ethnographic material®.

8 Manafova, G.R. Folklor modellorinin bastokar yaradiciliginda ideal prototip
gisminds tathigine dair (Cavangir Quliyevin oSarlorinin niimunasinds) / Tirksoylu
xalglarin musiqi madoaniyystinin tadqiqi problemlori. XXI Beynalxalqg elmi — praktiki
konfransin materiallart. — Baki: ADMIU-nun matbaosi, — 2022, — 5.149-166

8 Managosa, I'.P. KoMI0o31TOpCKOE TBOPUECTBO KaK JIOTIOJHHUTEBHBIA MaTepua
IpU H3YyYEHWH STHOrpaUYecKHX OCOOCHHOCTEH HalMOHanbHOH My3biku. (Ha
npuMepe Npou3BeieHnH azepOaiipkaHckoro komnosuropa Jxasanmmpa Kyuesa)
/I CoopHuk MaTepranoB MexIyHapOJHOW HAyYHO-MIPAKTHYECKOH KOH(PEPECHIIMH K
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Since folklore and composers' studies are also an expected
topic in Azerbaijani musicology, dissertations of this type are of
some interest. However, the study of the mechanisms of composer's
influence on folklore remains a relevant topic.

The materials of the dissertation can be useful as a textbook in
teaching the subjects of "Modern Music", "History of Azerbaijani
Music", "Analysis of Musical Works", "Ethnomusicology",
"Research Methodology", "Music of the Turkic Peoples".

Approval and application. The main provisions of the
dissertation were approved by being published in local and foreign
scientific journals included in international summarization and
indexing systems, as well as during speeches at the republican level
and international conferences organized by Azerbaijan, Russia,
Tatarstan, Kazakhstan, Uzbekistan, and Turkey. The main provisions
of the research work were reflected in 22 articles published in
scientific publications included in local and foreign summarization and
indexing systems.

The name of the institution where the dissertation work
was performed. The dissertation was completed and submitted for
discussion at the "History and Theory of Music" department of the
Azerbaijan National Conservatory.

The volume of structural sections of the dissertation and
the total volume of the work in marks. The dissertation consists of
an introduction, 3 chapters, 12 paragraphs, a conclusion, a list of
references, and appendices containing notes, examples, and tables.
The Introduction consists of 9 pages, 16 421 symbols, Chapter I
consists of 24 pages, 47 255symbols, Chapter Il consists of 76
pages, 151 002symbols, Chapter 111 consists of 48 966 symbols, and
the Conclusion consists of 6 pages, 12 366 symbols. The total
volume of the dissertation is 140 pages (excluding the list of used
literature and the Appendices section), consisting 276 011 symbols.

150-netnro  Anexcanzapa 3araeBuya «JIM4HOCTb, TpaguMuus, KyJIbTypa B
My3bIKaJIbHOW 3THOTpaduu». 6-7 utonst 2019, — Anmarsr: — ¢.309-319.
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MAIN CONTENT OF THE DISSERTATION

Chapter 1 of the dissertation “The emergence and
development of the composer’s neo-folklorism in his works” is
devoted to the phenomenon of folklorism, formed by the general
background, throughout the XX century, the phenomenon and
development of the process, sometimes called neo-folklorism,
sometimes called the “new folklore wave”. Chapter I examines ways
of solving the problem of “Folklore and the composer” against the
backdrop of the folklore landscape, as well as the factors stimulating
interest in folklore in world music. The trends that dominated at the
end of the century, including neofolklorism, were already like the
second wave of the avant-garde in the vein of postmodernism, a kind
of protest against the sterile style and elitism of the avant-garde. But
in professional Azerbaijani music, somewhat isolated from the world
avant-garde, composers have never encountered an “intonation
crisis”. Because this could not be attributed to Azerbaijani folklore,
which still continues its life as a living organism. For this reason, it is
important to distinguish living folklore from the folkloristic and neo-
folkloristic tendencies observed in the music of composers. The main
distinguishing feature of neofolklorism is the application of new
technical means and the successful use of the entire arsenal of the
updated musical language. In neo-folklorists, who offer their own
composer's version of folklore material, folklore intonations can
enter into dialogue with the author's style, enriching it and giving it
new life. This unique creative experience, formed by the
convergence of two artistic systems, is currently being observed in
the works of neo-folklore-oriented representatives of the Azerbaijani
composition school, with interesting, and in many cases even
unexpected, results. A number of authors whose activities occurred
in the 1970s (the works of A.Alizade, F.Garayev, F.Alizade,
R.Gasanova are covered to varying degrees, and the work of
J.Guliyev is covered in detail) were able to bring a completely new
intonation to Azerbaijani professional music.
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As a contemporary composer, J.Guliyev® uses some of the
styles and tools of avant-garde music, moving forward along the
innovative paths opened by G.Garayev in Azerbaijani professional
music.

The performance-notational method discovered by J.Guliyev,
which was awarded the epithet "How beautiful..." by G.Garayev (in
string instruments (sul tasto, sul ponticello — when the sound is
lengthened, the bow moves from the hand of the bow (sul tasto)
towards the bridge (sul pont) and back) there are specific sound
waves that strengthen and weaken as they move, as if increasing and
decreasing in a spherical form), as well as the fourth flageolet (often
with glissando) - these discoveries, inspired by folk sounds, were
interpreted as a way out of the crisis in world music®’.

Since the creative goal of J.Guliyev was the synthesis of
national musical genres and modernity, aleatoricism turned out to be
the most suitable means for achieving the mugham freedom of
performance in his works and subordinating improvisation to the set
goals. Aleatoricism in the works of J.Guliyev can be attributed to the
zonal type of notation of limited aleatoricism.

The concept of minimalism, sometimes called the “spoiled child
of postmodernism,” can be easily traced in the work of contemporary
composers, including our subject of study, J.Guliyev®. The composer,
who adheres to the principle of economy in composition, relies on the

8 Cavangir Quliyevin Classik Online resursunda fordi sohifasi. Osorlarin
soslonmolori. URL:http://classic-online.ru/ru/composer/Guliyev/13205

87 Ekimovsky, V. Javanshir Kuliyev //Music in the USSR, — 1985, july-september,
— p.95; Bperanuuckas A.Jl. dopym MononexHsli — npobiseMsl obmme. //
Coserckas my3bika, — 1987, Ne 8, — c. 31-39.; IlanTteips, H.I'. OtTOTO, 4TO B

Ky3HHUIIE HE OBLIIO TBO3I. // IOnocrts, - 1988, Ne 9.
URL:http://soveticusS.narod.ru/zhurn/kuzn.htm; TIpenkep, M. CCCP-CHIA:
HOBBIA JHAJIOT MY3bIKaHTOB // My3blkanbHas >ku3Hb, — 1987, Ne22, — c.17,;

Ab6naymnaes, K.J[x. My3bika ciyxut mupy. // baky. — 1987. — 26 okTsa0pb.; Dmmnai
A. 3agauu COBETCKOW MY3BIKM Ha COBPEMEHHOM 3Talle X TBOPYECTBO MOJIOJBIX
KoMmro3uTopoB. // CoBerckas My3bika, — 1984, Ne3, — c¢.24-30.; Honmuckas, E.
Otuer m mpa3muuk. // CoBerckas My3bika, — 1986, Ne3, — ¢.32-34; [yman
Muxanexk. // baky, 24 anpens — 1981 r.

8 Manafova, G.R. “Yeni diinya modeli” — minimalizm prinsiplori Cavansir
Quliyevin asarlorinds // Musiqi diinyasi, — 2022 3/92, — 5.67-70.
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repetitiveness of playing the tar and saz, and in the technique of
composing patterns — on mugham minimalism, which creates original
patterns through short repetitions of motifs.

The principle of additive circular motion (additive process),
which we observe in the music of J.Guliyev, also gives reason to talk
about ashug minimalism, since it is nourished by dance movements.

The attitude of J.Guliyev to percussion instruments is located
between [.Stravinsky, who emphasizes rhythm and dynamics, and
B.Bartok, who emphasizes color, and is essentially closely connected
with the attitude of the above-mentioned composers to folklore. The
choice of instruments, to which J.Guliyev remains faithful in most of
his works, is very similar to the percussion group used by B.Bartok®.

According to the American musicologist Theodore Levin, the
work of J.Guliyev is an excellent example of the mutual influence of
Eastern and Western music. The musicologist expressed the opinion
that he noticed some creative similarities between J.Guliyev and
John Cage®.

Chapter 1II is entitled '"Manifestation of national musical
paradigms in the work of J.Guliyev" and is dedicated to the
principles of using ashug music, mugham, folklore genres (songs and
dances), and folk instruments in the composer's work.

Section 2.1 examines '"Ashuq music as one of the main
stylistic principles of the work of J.Guliyev", which serves the
revival of ancient Turkic epic traditions in the modern sense®’. The
music for the film "Ashig Garib®*" (1988) is one of the composer's
landmark works in the formation of methods for using ashug music.
The film's music combines mugham, ashug melodies, composer's
music, examples of classical music and sound effects.

The construction of the film from content blocks of an epic
nature (“The Sadness of the Ashug”, “The Oath in the Blue

8 Jlenmcos, D. YnapHble HHCTPYMEHTHI B COBPEMEHHOM OpKecTpe. — MockBa:
CoBerckuii koMmo3uTop, — 1982. — ¢.59.

% Apmymnaes, K.JIx. Mysbika ciysxut mupy // Baky. — 1987. — 26 okTs0p5b.

1 Manafova, G.R. Asiq musiqisi bastokar yaradiciliginda. // Konservatoriya, —
2017, 1(35), — s. 83-95 URL :http://konservatoriya.az/?p=2299

92 “Ag1q Qorib” filmi (Giirciistanfilm, 1988. Rejissorlar: Sergey Paracanov, Dodo
Abasidze, bastokar Cavansir Quliyev)
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Mosque”, “Ashugs lament”, “Kindness”, etc.) becomes a symbol of
the art of ozanism. The images observed in the film, camels, caravan
routes, the rhythmic symbol of the road, the ashug who does not sing
in a golden cage and avoids wars, etc. later appear in different forms
of transformation in the works of J.Guliyev. One of the main ideas
conveyed by the composer, the image of the exile itself is an idea
borrowed from ozanism. In the film, the composer so skillfully
weaves genuine ashug melodies, improvisations on the saz and
episodes of mugham into the general noisy background that it seems
impossible to trace which of them was composed, or impossible to
determine the real prototype of the melody being performed. The
image of an ashug who renounces worldly life and material well-
being and becomes a wanderer in the epic “Ashig Garib” will appear
more vividly in the works of J.Guliyev (4th symphony “Dastan” and
the ballet “Oguzname”) relatively later.

The hero who does not return to the people at the end of the
story is one of the main features that distinguishes the dastans "told"
by J.Guliyev from the folk version. The category of the PATH,
symbolizing the path of human perfection, is almost universally
accompanied by the timbre of the saz in the works of J.Guliyev.
However, the composer does not use ashug music as a donor text.

Another feature of the musical language of J.Guliyev is the
differentiation of the Shur mode, which is the makam basis in ashug
music, distinguished by the richness of melisms and the diversity of
modes in the melodic design, and the elevation of the makam to the
level of leittonation and leitmakam. In his work, all the positive
heroes, events associated with living human life, and all the emotions
that the composer considered special sound in the Shur mode.

Instrumental ashug performance techniques and imitation of
saz are the main distinguishing features of all works by J.Guliyev®.
Here the composer manages to achieve a sound that meets the
requirements of avant-garde music, while preserving traditional

% Manadora, T'.P. Crenpl ambirckoil My3blKM B COHATE JUIS CKPHIIKM M Casa
xaBanmmpa KynmeBa // TpamuuuoHHas KyJbTypa TIOPKCKHX HapoJlOB B
M3MEHsIoIEMesT Mupe: Marepuanisl | MexayHaponHOH Hay4yHOH KOH(epeHINH
(12-15 anpens 2017 r.). — Kazaub: Ak Bype, — 2017. — c. 301-304.

23



performance techniques, the sound of saz and specific genres of
ashug music. The special stress and use of a different application,
that is, the alternation of lower and upper mizrabs (plectrum),
represents a unique style of performance of Azerbaijani ashugs. At
this time, the rhythmic formulas created by the performer's finger
strikes on the body of the saz sound extremely modern, especially
within the framework of aleatoric freedom. According to the author,
composing in the spirit of ashug music was one of the most difficult
tasks in the implementation. In general, the influence of the ashug
mood in the music of J.Guliyev is more clearly felt in the warlike
marching music® associated with the homeland, the land, the people.

2.2. The influence of the metro-rhythmic characteristics of
poetic meters on music has always been one of the important factors
influencing traditional oral and professional folk creativity. In the
work of J. Guliyev, a contemporary composer who strives for the
renaissance of syncretic arts, it is possible to trace the various
manifestations of the three main forms of ashug poetry - bayati,
garayli, and goshma. In accordance with these three poetic forms,
involuntarily selected by the people's memory, three works from the
works of J.Guliyev we included in the study: the a cappella choir
"Denubdur" % (1977-82), written to the words of Ashyg Alesker,
Sonata for saz and violin (1980) and "Bayat1" (2004) *®. The metro-
rhythmic features of "goshma" in the chorus of " Denubdur",
"gerayli" in the Sonata and "bayati" in the poem "Bayati" were
realized through analog modeling. Admiring folk poetry, especially
bayati, in most of J. Guliyev's works the melodic lines are built on
the classical question-answer principle and have an aaba structure, as

% March of Mustafa Kemal Pasha (2001), National Anthem of the Turkic Republic
Yerevan (2021), Military March "Zirve" (2021), Turanian March (2022), etc.

% Manafova, G.R. C.Quliyevin “Déniibdii” a cappella xorunda musigi dilinin
ozalliklori // Doktorantlarin vo gonc toadgigatg¢ilarin XXI Respublika Elmi
Konfransmmin materiallari, 1T cild 24-25 oktyabr 2017-ci il. — Baki: Baki
Universiteti Nogriyyati, — 2018, — s. 257-260.

% Manafova, G.R. Seir voznlori vo formalarinin bastokar yaradicihiginda totbigina
dair // “Tirksoylu xalqlarin musiqi modeniyyatinin todqiqi problemlari” XVI
Beynolxalq elmi-praktiki konfransin materiallari. — Baki: ADMIiU-nun matboosi, —
2017, —s. 152-159.
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in bayati. In addition, observations also prove that musical sentences
"rhyme" with specific cadences. If we follow the evolution of poetic
forms used by J.Guliyev, as a great connoisseur of rhythmic-metric
patterns left in the people's memory - first goshma (1977), then
gerayli (1980), and finally bayati (2004), we will clearly feel that the
evolution in the composer's work goes from complex to simple®’.
Since for the composer bayati is a symbol of perfection both in form
and content. This path can be perceived as an artistic symbol of
returning to simplicity and clarity, to its origins.

2.3. Mugham - as a principle of thinking and composition is
one of the most important qualities that distinguish Azerbaijani
composers. Since Javanshir Guliyev is a composer writing in the
vernacular, the features of mugham® in its already formed style can
be classified in the following order:

= New forms of existence of mugham dastgah;

» The roots of free metrics of music are connected precisely with
mugham;

= Attempts to achieve new mechanisms of artistic and aesthetic

impact by comparing mugham with other forms of folk art as a

cultural layer;

* Creation of various new elements of mugham using traditional
melismas, ornaments and zengule;

= Revision of the features of performing skills;

= Use of modes in accordance with their emotional coloring and
sphere of influence;

% Managosa, I'.P. My3bikanbHO-(GOpPMOOOpa3yIOIME BO3MOKHOCTH HAPOHOTO
CTHUXOCIIOXEHHS Ha IpuMepe npousBeaernit xapanmmpa Kymiesa // « ckyccTBo
Kak  (EHOMEH KyIbTyphl: TPaIMIMd W  MEPCICKTUBBI».  MarepHasl
MexayHaponHoi HaydHOM KoH(pepeHImH AxagemMuu uMm. Maiimonnma (12-15
anpens 2017 r.). — Mocksa: — ¢.173-181; Manafova, G.R. Seir voznlori vo
formalarinin bastokar yaradicihiginda totbigine dair / “Tiirksoylu xalglarin musiqi
moadoniyyatinin todgiqi problemlori” XVI Beynolxalq elmi-praktiki konfransin
materiallari. — Baki: ADMIU-nun matboasi, — 2017, — s. 152-159.

% Manafova, G.R. Cavansir Quliyevin doast-xattinde mugam ramzlori // “Tiirksoylu
xalglarin musiqi madaniyyastinin tadqgigi problemlori” XVII Beynolxalg elmi-
praktiki konfransin materiallari. 12-13 may 2018-ci il, — Baki: ADMIU-nun
motbaasi, — s. 96-102
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= Use of mugham cadences as symbols;

= Unexpected use of the ways of modal deviations and

modulation in the national magam system;

= New presentation of national modes using modern writing

methods;

= Attempts to create a Unified Mugham that could unite all

mughams.

All the provisions we have listed give an idea of the stages of the
formation of the idea of the Unified Mugham, the composer worked
on the embodiment of this idea throughout his entire life. Collecting
these most important cores, called the genoformulas® of national
music, the composer acts as a collector of rare pearls. He also gives
the thematic cores of folk tunes freedom of mugham improvisation.

In the works of J.Guliyev we observe the embodiment of
makams not only through their emotional coloring, but also through
the system of tonal relationships'® that exist in folk performance but
have not yet been fully studied theoretically. Melodic development
with a sliding supporting tone is more often observed in archaic
folklore, and this phenomenon is called intertwining modes, or
modes flowing from each other as part of a single basic scale.

Despite the fact that the music of J.Guliyev survived the era of
sound liberation together with his contemporaries, it is completely
tonal music. J.Guliyev himself attributes mugham to an atonal
musical structure. For this reason, the composer's idea of the Unified
mugham as a product of modern thinking can lead to the creation of a
sound environment that is above the makam spheres and belongs to
the entire Eastern world.

The composer's attempts to generalize mugham, to reduce its
essence to small motives and cadences are based on trust in the
sound memory of a person who already knows mugham in its

% Mamenoa, P.A. O6 3THOMOpQONOTMUECKOM aHanu3e asepbaiijKaHCKoN
HapoaHOW My3bIku // Musiqi diinyas, 1 (58), —2014. —s. 7056-7064.

10 Manafova, G.R. Azorbaycan mogam sisteminds yazilmis 12 xromatik tonlu
musigiys ilk niimuns // Qloballagan diinyada musiqi anenalari | Beynolxalg elmi-
praktik konfransin materiallar1. — Baki: Ecoprint, 26-27 oktyabr, — 2017, —s. 341-347.
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entirety. These small aphorisms of mugham contain information
from which one can recreate a whole dastgah.

In section 2.4. "Study of the origins of folk music genres" a
structural analysis of the works of J.Guliyev written in different
periods is carried out. Comparison of the obtained models of form, in
the course of the structural analysis of the works, allows us to draw
interesting parallels with the forms of folk music. The presence in the
composer’s musical language of mugham sentences that implement
the form of dastgah, alterations characteristic of the main sections,
and special cadence movements are phenomena that we most often
encounter in his early work and are easily explained by the skills he
acquired in musical education as a tar performer. The fractal nature
of mugham, its ability to create a broad musical proposition from a
melodic core, its wanderings around the tone, its repeated returns and
statements that essentially create spiral figures, force the listener to
connect with the completely natural energies of the forces of nature.
Mugham, with its internal symmetry and ability to create a
distinctive structure, offers the composer a great deal of freedom to
create his own structure within the framework of internal canons.
Mugham 1%* | with its internal symmetry and ability to create a
distinctive structure, offers the composer a great deal of freedom to
create his own structure within the framework of internal canons.

The asymmetrical structural elements that emerged as a
negation of the square structure — the increase in the number of beats
in sentences, the return to the supporting tone of the first two
sentences and the third impulse, which has doubled in size — will
become one of the factors leading to the creation of a spiral structure,
which in principle will be used in subsequent works. The 3-
prepositional spiral structure (a-al-b) of J. Guliyev, which we
observe in his mature years, gradually turning into an artistic
principle of development begins to acquire the significance of
stylistic features. Observing the gradually increasing spiral structure,
in most cases these types of melodic structures arising on the theme

101 AGacosa, D., Mamemo, H. Myram u asepGaiijkanckuii cumdonusm. //

MaxkoMsbl, Myramsl 1 COBPEMEHHOE KOMIIO3UTOPCKOE TBOPYECTBO. — TaIlIKEHT. —
1978, — ¢.208-216.
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of the Motherland give reason to say that such melodic structures
arise in connection with themes that the composer loves and
appreciates.

As symmetry and squareness begin to have an ideal structural
function, we observe in J.Guliyev's examples, completely
subordinate to the square structure (choir “My homeland in the
motherland”, scene “Letter to mother” from the oratorio “Nejip
Fazyl”, “Morning dance” from the Cypriot Suite, etc.) which are
indicators of late period creativity. As if the composer had never
written music overloaded with atonal, complex, aleatoric blocks. The
oratorio "Mushfig's lament", written at the peak of his creative path,
is a suitable work for drawing general conclusions about the
evolution of the stylistic features of J.Guliyev's work. Here we
observe a clash of melody with rigid aleatoricism, simple folk
structures with destructive elements of form, expressive intonation
cells with declamation and musical elements devoid of individuality.

The use of a regular rhythm as a symbol of eternity or death,
giving negative characters exclusively rhythmic characteristics, and
thus distinguishing them from the accented system that exists in folk
music, is successfully used as an artistic device in many of the
author's works.

The rhythmic formula 192 , which we can
unmistakably consider a symbol of folk music, popularly known as
the verbal code “Three almonds, one walnut”, has undergone a
certain evolutionary process 1%, rising to the level of figurative
representation in the works of J.Guliyev.

Thanks to the evolution of this rhythmic formula (the piano
collection "7 Pieces in Modes", the Final Part of the III Symphony,
the poem "Bayati", the trio "Karvan", the symphony "Dastan", etc.),

102 While studying Uzeyir Hajibeyli's opera "Koroglu", I. Abezgauz calls this
rhythmic formula a "pentasyllabic rhythmic formula". A6esrays3, 1.B. Omnepa
«Kepornb» Y3eupa ['amxudexoBa. O XyJ0KECTBEHHBIX OTKPBITHIX KOMIIO3UTOPA.
— M.: Cos. kommozutop, — 1987, — 230 s.

103 Manafova, G.R. C.Quliyevin yaradiciliginda xalq raqs janrlarmin tokamiil
prosesi. //“Qloballagan diinyada musiqi ananalori” II Beynolxalq elmi-praktiki
konfransin materiallari, — Baki: 14-16 noyabr — 2022. —s. 289-297.
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the functional load of dance rhythms became the main essence of the
symphony "Dastan". This formula undergoes a process of
transformation in the main theme of the symphony. In this work, the
rhythmic formula, the symbol of a national celebration, is changed
beyond recognition, destroying musical standards, -criteria of
intonation, form and rhythm, collected over centuries, realistically
depicting a modern society that has lost its humanity. In the course of
observations, one can conclude that the rhythmic formula, which was
completely destroyed in the symphony “Dastan”, was a symbol of
the most beautiful, noble intentions of the people, and therefore was
no longer revived in the works of J.Guliyev in its former naivety and
touchingness.

Despite the critical changes in the rhythmic formula, which
became a symbol of banality, gradually disappearing from the
composer's works, in its place there arose, perhaps, a whole dance
gallery consisting of yalli and jangi. In the ballet "Oguzname" we
observe various types of yalli and jangi. Since most of the dances are
based on the model of folk-dance music, they could also serve as
additional research material for ethnomusicologists to study national
dances. The rhythmic uniqueness of the ballet "Oguzname", the
amazing rhythmic organization and construction of the dances, the
characterization of some images exclusively by rhythm give grounds
to draw certain parallels with the ballet "The Rite of Spring" by
[.Stravinsky, which revolutionized the field of rhythm in 20th
century music, creating a completely new rhythmic intonation based
on archaic folklore. Throughout the ballet we observe a certain
transformation of the yalli rhythm, and the emergence of grotesque
yalli can be attributed to the process of development of folk rhythm.
The exaltation of heroism as one of the highest human qualities, as a
symbol of the idea of freedom, fully corresponds to folk logic, as
well as to the worldview of J.Guliyev.

The beginning of the folk festival with the solo of zurna, the
scene of the group dance yalli, the alternation of various
characteristic dances, the rhythms of the jangi at the highest point of
this scene and the solo of the zurna in the finale are the pinnacle of
the development of this principle, which is based on the ideas of
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Freedom, which arises in a number of works such as the Overture for
zurna and symphony orchestra, Symphony No. 3, the Poem "Bayati",
the symphony "Dastan", the ballets "Oguzname", "Kizilirmak", as
well as the Turkic idea "Boyuk Dogu" in the oratorio "Nejip Fazyl”
the march of freedom in the oratorio "Mushfig's lament" etc. serve to
reveal the creative essence of J.Guliyev as a composer.

2.5. The principles of using folk instruments in J.Guliyev's
work can also be considered a large-scale application of folk timbre
dramaturgy. The methods of using national instruments, which are a
priority for the composer as a neo-folklorist, are also a paradigm that
forms the stylistic features of J.Guliyev’s work and gives it national
content.

Sound invention, inclusion of a national instrument in a
symphony orchestra (Overture for zurna and symphony orchestra), a
duet of instruments that could not be performed together (Sonata for
saz and violin), principles of using instruments of different nations in
one orchestra (poem "Bayati", trio "Karvan"), participation of a
group of folk instruments in a symphony orchestra (oratorio "Nejip
Fazyl"), inclusion of a saz (baglama) group in a symphony orchestra
(ballet "Oguzname"), imitation of national instruments by European
instruments - these are the directions of the implementation of
J.Guliyev's concept regarding national musical instruments.

In the works we find the embodiment of all the musical
possibilities of national instruments. Pauses, ending a sentence by
quickly repeating the same sound (this effect is very common when
playing the tar), playing on bowed instruments in a smooth style
(very close to the style sometimes called "Gabil's bow"), organizing
musical thought through dynamics, etc. We observe these techniques
not only in national instruments, but also in performance on
instruments of other nations.

Chapter III, titled '"Manifestation Aspects of the Turkic
Concept Sphere," focuses on the reflection of the musical
embodiment of Turkic ideas from the perspective of the influence of
archaic layers. Analyzing 3.1. “Turkic as the main feature of
J.Guliyev's intonation language” can also shed light on the archaic
layers of our music. This is such a layer of intonation that it seems
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impossible to distinguish an Ottoman Turk from a Kyrgyz, a Kazakh
from a Uyghur. In his interviews, J.Guliyev always emphasizes that
he is a Turk in terms of his way of thinking, worldview, and genetic
code. He is convinced that fragments of a single Turkish music
scattered throughout the world still live their own life in the culture
of the Turkic peoples. In the composer's works one can observe a
wide spectrum of Turkic, from tender, even intimate confessions in
songs such as "This is the Motherland!" and "A Leaf is Also the
Motherland", "Soldier's March"%*, which makes children march, to
the majestic monuments of the culture of the Turkic world
"Oguzname" and "Dede Gorgud"®. In creating the Turkic concept
J.Guliyev uses mugham, ashug music, folklore, etc., that is, the
totality of all images and methods stored in the people's memory.
According to the theory of possible worlds 1%, the unreal
worlds created by the activity of human consciousness are as real as
life itself. That is, the gallery of images created by J.Guliyev,
including Dede Gorgud, Oghuz, Erlik, the goddess Humay, etc., are
as important as real people who once lived, and if they are liked and
listened to, they can rise to the level of standard images and become
a part of the people's memory. A person is born with information
about his personality. Therefore, there is no need to look beyond the
reasons that appear in the works of an artist who feels himself a Turk
in the form of the emergence of Turkic symbols, geometric figures,
graphic images of energy forms and figures!?’ that underlie nature,

104 Manafova, G.R. Cavansir Quliyevin “Osgor mars1” tiirk osgori musigisi
ananoalarinin davami gisminds // Konservatoriya, — Baki: — 2022-2, —s. 41-61.

105 Manafova, G.R. Tiirkgiilitk romzlari Cavansir Quliyevin tofsirindos // “Tiirksoylu
xalglarin musiqi madaniyyatinin tadqgiqi problemlori” XV Beynoalxalq elmi-praktiki
konfransin materiallari. — Baki: ADMIU-nun matboasi, — 2016. — 5.143-147

106 The theory of possible worlds was proposed by David Kellogg Lewis (1941
2001), who is considered the founder of modal realism.

07 Uteqaliyeva S.1. tiirk musiqisindo askar etdiyi spiralvari vo konusvari s. hondoasi
fiqurlar barado daha genis [Yreramuesa, C.J. 3BykoBoil MUp My3BIKH TIOPKCKHX
HapoIoB (Ha MaTepualne HHCTPYMEHTAIbHBIX Tpaguuuid LleHTpambHOW A3um).
Jduccepraiiiss Ha COHUCKaHHE YYCHOW CTEMEHHM IOKTOpA HCKYCCTBOBEIACHHS. —
Mockga: — 2016. — c. 300-312].
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such as the law of the golden section, working models of the laws of
physics.

Folk memory, collective memory, elevated to a nationwide
level, is the main factor shaping identity and society. In the process
of national self-awareness in society, an artist who expresses the
ideas of the people in his work becomes a leader and an exponent of
passionarity’®. At present, the artist's interaction with the bank of
public memory — the noosphere!®® — is a welcome process. Beginning
in the 1970s, when the Turkic ideas began to emerge everywhere, the
work of J. Guliyev was also in line with the processes that shaped the
image of the century.

The wide distribution of the Turkic peoples makes it almost
impossible to search for traces of proto-Turkic intonation in XXI
century music. “Turkic civilization” % which the musicologist of
Kazakh origin Ayazbekova boldly uses in her research, is really very
large, only a single Turkic language is capable of uniting this ethnic
space. The simplicity of the rhythmic formulas of poetry and speech
in Turkish, the technique of melodeclomania, the formulaic
repetition of rhythms give rise to a special rhythm and, since it is
clearly observed both in folklore and in professional art, this gives us
a certain basis to speak about the influence of the Turkish language
on music. The lame rhythm!!! (sometimes called Bulgar), which is a
Turkic symbol among various Turkic-speaking peoples, is a
configuration that occupies one of the most important places in the
rhythms of J. Guliyev and is found in various forms.

Among the dances with individual rhythmic features, the dance
"Teke Zortlatmasy" from the ballet "Kizilirmak" stands out. Turkic

108 Tymunés, JI.H. DtHorenes u 6uochepa 3emmu. — CI16.: Kpuctamt, — 2001. — 640 c.
109 Bepuanckuii, B. W. Buocdepa u Hoocdepa. — Mocksa: Hayka, — 1989. — 261 c.;
Kapumos, A.B., [Tuennukosa, T.U. Bepuanckuii, B.1M1. O Hoocdepe kak dakrope
spoJirorinu ¢cBo6oasl. // Bectauk TT'Y. —2013. - T. 18, Boim. 3. — ¢. 1059-1061.

110 Ag36exosa, C. 1II., Aasbex C. A. Tropkckas nuBummsamus: Teopernueckuii u
ucropuyeckuit acnekr // Tropkckuit anbmanax, — Acrana: — 2014. — ¢.172-195.

1 Xanbik-3aze, ©.X. V3ydeHre XpoMbIX PasMEPOB aKCak M MEPCTIEKTUBBI MY3bIKATLHON
TIOpKOJIOTHH. // Marepransl  MeXyHapoIHOTO KOHTpecca JesiTeneil KyJabTypsl 1
uckycctBa  «TIOpKcKast KyibTypa: oOLDIME WCTOKM M OCOOGHHOCTH — PasBUTHSD),
nocesitieHHoro 125-neruto Temup6Oexa XKyprenosa. 30-31 mast 2023 roga. — ¢.243-245.
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folk dance, widely performed in Turkey, appears in the ballet at a
dramatic moment. Its rhythm in 9 semiquavers, fast tempo and
grouping according to the principle of 4+5 ensure the realization of
the original character of the folk dance. We meet another example of
a similar dance in the oratorio "Anzac Koyu".

To achieve his artistic goal, J.Guliyev applies a special rule of
accentuation, emphasizing the timbre potential of percussion
instruments and obtaining complex formulas by superimposing
simple rhythmic formulas. These are composed rhythms for specific
scenes; we will not find folk rhythms in scenes of orgies, love, hate
or passion. Simple in presentation, the rhythm becomes more
complex in the process of development and acquires the necessary
scope through variable meter, polymetrics, rhythmic variation; this
method brings J.Guliyev's methods of rhythmic development closer
to the works of avant-garde composers.

The section entitled 3.2. “Reflection of the Three-Level
Ancient Turkic Model of the World in Music” traces the process
of the embodiment of the ancient worldview in the avant-garde
musical environment of a modern composer, who restores the basic
elements of the Turkic model of the world (time, space, objects,
people and society, sign and ritual) at his own discretion. When
involving the three-stage Turkic world model in the study, the
embryonic forms discovered in the fundamental research of
E.Alekseyev 112 (register-contrasting o-melody, tone-violating
acoustic-physiological zone sound B-melody, step-like movement y-
melody) become "sound bricks" for the modern composer!'®. Of
course, the composer is completely free in the sequence of using
these "bricks," which are similar to each other and alternate rapidly
like frames in a film.

When looking at the issue through the prism of the three-level
world model, the unique characteristics of the three-level world
model revealed in J.Guliyev's musical language become clear:

112 Anekcees, D.E. PanHe(oNbKIOpHOE HHTOHUPOBAHUE. 3BYKOBBICOTHBIN aCIEKT.
— Mocksa: Coserckuil komnosurop, — 1986. — 240 c.

113 Manafova, G.R. Etnomusiqisiinaslq tehlil iisullarinin bestekar yaradiciligina
tetbiqine dair // Rast Miizikoloji Dergisi, — 2019, — 7(1), — 5.1993-2008.
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- The upper level is intended for higher emotions, higher
beings, and the appeal to the higher worlds is carried out in the form
of ascending intervals and register modulation.

- The average level is determined by symbols denoting human
life - most often these are intervals of seconds and quarters, as well
as folk rhythms, the national modal system.

- Since the lower level is a symbol of death, emotions
unworthy of man and inanimate beings, it is devoid of intonation and
appears only as a rhythmic characteristic.

During the intonation!!* analysis, some generalizations were
made and a classification was compiled®®:

1. Parallel fourths and fifths are used as symbols of parallel
worlds

2. Descending and ascending seconds: the dilemma of “to be or
not to be”

3. Descending and ascending glissandos and sound hills at
large intervals — between heaven and earth.

The work on the revival of sacred symbols and totems, the
process of personalization of ancient images and historical heroes,
endowing them with unique intonations is closely connected with the
work of music for theater and cinema. Thanks to the long-term
cooperation of J.Guliyev with the Yug Theatre, his intonation work
on images together with Vagif Ibrahimoglu, as well as the
cooperation of these two artists, the intonation language of the ballet
Oguzname is especially clearly revealed as a result of the interaction
of speech and musical intonation!!®. The ability to create complex
patterns using simple structures, as in Turkic symbolism, is perhaps
one of the most special qualities of a composer.

114 Acadnes, 5.B. MysbikanbHas GopMa kak npouecc: Knura sropas. MnTonamus /
AcadreB b.B. U36pannsie Tpyasl. T. V. — M.: Akanemust nayk CCCP, — 1971
—c.163-276.

115 Manafova, G.R. C.Quliyevin “Oguznams” baletinds intonasiya dramaturgiyasi
// Konservatoriya, — 2018-2(40), —s. 70-90

116 Manafova, G.R. Oski tiirk dastanlarimin yeni balet toCassiimii: “Oguznams”
baleti. // ISME-2018 33rd World Conference of the International Society for Music
Education, Turkic Session, — Baku: — 15-20 July, — 2018. — 5.286-293
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J.Guliyev: “For me, the musical texture created by the intervals
of the fourth and major second — both horizontally and vertically — is
one of the symbols of ancient Turkic music” **". Turkic symbolism is
reflected in 3.3. “The author’s style of J.Guliyev in music” 8.

It is noteworthy that in the Overture for Zurna and Orchestra
we encounter the author's already polished monogram in its perfect
form. The theme, which arose suddenly and was noticeably different
from the previous works, appears in different forms and somewhat
different interpretations in later works.

Example 3.3.1. Overture for Example 3.3.2. "Mushfig's
Zurna and Orchestra (1979) lament"
oratorio (2020)

In the 2nd quartet, in the opening theme of the 3rd symphony,
in the tenor part in the choir "Denubdu", in the 3rd part of the quartet
for wind instruments, as well as in the battle scene from the ballet
"Oguzname", we find a similarity in the interval composition of the
quart + second in the monogram with the mood of "Divani"*® for
saz. If we try to trace the sequence of the author's monogram's
appearance in the works, it should be noted that after the ballet
"Oguzname" it began to appear less frequently. This can be
explained by both the change in J.Guliyev's environment and the
peculiarities of the thematic gallery he created in recent years.

In the ballet "Kizilirmak" only at the beginning of the ballet, in
the scene "Meadow", as if in reminder of the Motherland, a deformed
version of the author's monogram appears, devoid of fighting spirit.
The author's monograms that appear in the oratorio "Mushfig's
Lament" are also associated with the personal fate of J.Guliyev, are

117 Quotations found without references in the study are based on personal
conversations and electronic correspondence with the composer.

118 Manafova, G.R. Cavansir Quliyevin musiqide miisllif monoqrami //
“Madoaniyyat diinyas1” jurnali, — Baki: — 2023  Ne2, — s.71-81. DOI:
10.52094/1524122.44.2023.10

119 Saz moktobi. [Electronic resource] URL:http://saz.musigi-dunya.az/6.html
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also subject to deformation methods in interval and direction of the
jump.

If we compare musical anagrams, which were often created in
the history of music in an attempt to perpetuate their own names and
surnames (for example, Bach, Schumann, Shostakovich, Bartok,
Schoenberg, etc.), with J.Guliyev, who took as his author's
monogram a formula with the movement of a second and a fourth,
with a lame rhythm and in accordance with the Ashug mood of
"Divani", beloved by the people, then it is not difficult to determine
the scale of the composer's nationalism.

CONCLUSION: The reasons for the emergence of a new
writing technique — similar processes are observed in both world and
Azerbaijani music — were primarily related to the emergence of a
new aesthetic. This kind of freedom, the ability to organize musical
material at any time and according to any principle, was not achieved
by any composer in the music of the previous era. Although Western
composers, who managed to show the whole world the ways of
moving away from rules and norms in music, gradually passed these
stages, domestic composers who followed the paths of the Soviet
composer school, including J.Guliyev, were more fortunate, they had
to master all the methods in general. Therefore, we intend to reflect
on the choice made by the composer among the abundance of
existing methods, instruments, styles, systems, notation methods, as
well as new ways of thinking and philosophy.

If we were to look for the techniques used by J.Guliyev, whom
we certainly consider a composer of the new era, in the
contemporary musical landscape, we would be convinced that the
composer used only a few selected methods, mainly the 12-tone
modal series, a little sonorism and a lot of aleatoricism. Although the
phenomena of instrumental theatre that we observe in the work of
J.Guliyev are in some ways similar to the phenomenon of “Action
music” in contemporary music, they are somewhat far from
happenings, multimedia acts and event-musical phenomena that
could be called sound phenomena in the true sense of the word.
Because here there is a traditional score and notation, and the
sounding and interpretation of the work is not more important for the
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author than its score. In fact, there are no fundamental differences
between the improvisation of Azerbaijani folklore music with oral
tradition, the freedom of mugham, and the limited aleatorics of
J.Guliyev. It was simply the freedom given to the composer by
modern times and the opportunity for creativity available to
everyone.

The return of simplicity, diatonic background, triads and
boundless repetitions, which the avant-garde so feared during the
period of formation of modern music, especially minimalism, was in
fact an illusion. Because the world will never be the same, neither
classical form, nor tonic triad, nor musical proposition will return.
Even for J.Guliyev, who thought within the framework of national
Azerbaijani modes'?’, the “new simplicity” was not a restoration of
either medieval mugham or archaic folklore, since it was based on a
completely different aesthetic ! . J.Guliyev fully embraced the
aesthetics of minimalism, that is, a completely understandable
philosophy of constructing a work from simple structural elements,
getting rid of excesses and conventions, without fear of existing within
the framework of established Time, the ability to boldly, but with
absolute economy, use all existing elements, from classical music to
folk art.

In none of J.Guliyev's works can we find a single sign of the
principles of collage and montage so favored by the avant-garde. He
never thought of becoming famous by mounting a composition based
on incidental music and shocking his listeners. He does not accept
the philosophy of mobile notation and open forms, does not accept
the principle of entrusting the fate of a work to a performer or
conductor. He is somewhat skeptical about the aesthetics of G.Cage's
"chance music" and does not want to abandon the criteria of eternal
art. Although he is well versed in computer technology (the

120 Manafova G.R. “Mi” mayali yeddi moagam // Konservatoriya, — Baki: — 2016 2
(32) —s. 76-86.

121 Managosa, [.P. MyramHoe MBINUIEHHE KaK TPOSBIEHHE YCTONYUBBIX
KOTHUTUBHBIX Mojenei. Ha mpumepe npomssenenunit [>xaBanmmupa Kynuesa //
COopHUK MarepuasioB MexXIyHapOJHOW Hay4YHO-TIPaKTHYECKOH KoHpepeHImn

“My3ssikasibHOE HcKyccTBo XXI Beka: mpoGuiemsl u pentenust” 5 Hos0pst 2018 rona
— Tawmkent: — c. 60-63. ISBN 978-9943-5301-2-6
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composer worked as a sound director for many years and handles the
technical side of theater and film music, as well as sound editing
himself), he did not join the electronic music movement, creating his
own sounds from the sounds of the surrounding world. J.Guliyev did
not fall prey to the arrogance that Messiaen, Shostakovich,
Prokofiev, Hindemith had their own modus*?? and, while creating his
own style, he conducted all his modern experiments within the
framework of the national modal system. Not only did he consider it
inappropriate to quote another composer's music, but he did not even
quote folk art. He disregarded the principle of polystylistics, which
the avant-garde loved so much. But he managed to create a folk
polystylistics, contrasting the stylistics of folk music genres within
one work. Considering the examples we have studied from the point
of view of modern music, we can conclude that in the music of
J.Guliyev it is impossible to find elements that are not found in folk
art. He is a symbol of modernity - dodecaphony, decided within the
framework of national modes, founded a sound concept based on the
timbres of folk instruments, was inspired by the free aleatoric of folk
music, realized the minimalism of mugham and ashug, tried to revive
ancient rituals, archaic folklore, as well as proto-Turkic intonation, in
a word, he connected the East and the West. The artistic concept and
goal of J.Guliyev, who managed to bring them together so closely,
clearly depict the image of a bright representative of the neo-folklore
movement!Z,

Giving more importance to simplicity, beauty of melody,
tonality, uniqueness of timbre is also the embodiment of the
conclusion of J.Guliyev as a person: everything positive belongs to
the people, and the remaining negative is a symbol of modernity,

122 Xononos, 0.H. CuMMeTpuyHbIe J1afbl B TEOPETHYECKHX CHCTEMAX SIBOPCKOTO
n Meccnana / My3sika 1 cOBpeMeHHOCTh, — MockBa: My3sika, — 1971. — c. 247-
293.; Xomnonog, IO.H. Jlager lllocrakosmua. CTpykTypa u cucrtemaruka // Wnen
XomonoBa B XXI Beke. CO. crareir. — MockBa: My3uzaar, — 2008. — c. 290-307.;
Koroyrek, LI. Texnuka xoMmnosunuu B My3sike XX Beka. — MockBa: My3bika, —
1976. — ¢.57-60.

123 Manafova, G.R. “Bayat1” multikulturalizmin romzi kimi / “Ulu énder Heydor
Oliyev irsinde multikultural vo tolerant dayarlor” beynslxalq elmi konfransin
materiallari. — Baki: 3-5 may, — 2016-c1 il. II hissa. —.159-162
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which can be called society. To confirm this idea, it is enough to pay
attention to the intonation cores of the oratorio "Mushfig's Lament".
Here Mushfig, his mother, his beloved Dilbar and natural phenomena
are represented by melody and intonation, while the music
representing traitors, scoundrels, incompetents and murderers is
composed using modern writing methods and consists of clusters,
glissando, superimposed sound spots and macrotones. "Folklore is
me," says J.Guliyev. The conceptual sphere of which is based on the
Turkic ideas, freedom and Turanism, and his individual model of the
world is built from simple symbols that can convey folk memory in a
special way. But they sound in an extremely modern and
international language.
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