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GENERAL CHARACTERISTICS OF THE DISSERTATION

Relevance and degree of elaboration of the topic. The art of
mugham is one of the most valuable examples of heritage within
Azerbaijani musical culture. The scholarly investigation of mugham
music is a complex field that simultaneously demands considerable
responsibility. Research conducted in this field demonstrates that a
thorough study of the structural and functional mechanisms of the art
of mugham requires the musicologist to possess both theoretical
knowledge and practical experience.

Observations and analyses indicate that Azerbaijani mugham
performance possesses a scientific-theoretical foundation. It follows that
ancient master mugham performers strictly adhered to the rules and
principles of its execution due to their profound comprehension of these
scientific-theoretical underpinnings. However, the lack of both written
and oral transmission of these theoretical foundations down to the
present day has created certain gaps in the scholarly study of the art of
mugham. It appears that over the historical course of transmitting
mugham performance orally through master-apprentice relationships,
these scientific-theoretical foundations were gradually forgotten.
Consequently, within the modern educational system, mughams are
taught through the imitation and mechanical repetition of the master's
performance style. While this approach serves to preserve the
authenticity of mugham on one hand, it restricts individual creative
initiative within the performance process on the other. As a result, rote
learning and conventional thinking gain dominance in mugham
execution, poses certain obstacles to the academic development of this
art.

In our view, the future development of the art of mugham
requires a systematic approach based not solely on traditional
performance models but also on scholarly-theoretical methods of
analysis. This may create favourable conditions both for a profound
scholarly explanation of the internal regularities of mugham and for
the renewal of the educational process on the basis of contemporary
pedagogical principles.



Alongside Azerbaijani mughams, we have investigated the
maqgam theory and performance practice of Near Eastern countries —
including Iran, Turkey, and Iraq — as well as medieval musical
treatises; and, owing to the pedagogical experience gained in the
teaching of mugham, a different approach has been applied to
mugham performance and to its modal and melodic structure. The
identification of structural elements that constitute the structure of
mugham but have hitherto not received adequate scholarly appraisal
reveals the limitations of existing scholarly approaches. This, in turn,
necessitates a renewed investigation of mugham analysis on new
scholarly-methodological foundations.

As a result of the research conducted, all performance-related and
modal processes occurring within the internal structure of mugham have
been identified and differentiated, their functions and mechanisms of
development have been explained, and they have been terminologized.
The theoretical foundations of the proposed method of analysis unite the
performance-related and modal foundations of mugham in an
interconnected form. As a result, the principal movements (gedishes)
occurring in the performance of mughams have been identified, and the
general regularities of mugham formation have been established. The
Azerbaijani instrumental mugham dastgah "Zabul-Segah" and the
Iranian instrumental mugham dastgah "Segah" have been analysed
using this new method.

Azerbaijani mugham art has been consistently investigated by
musicologists from various scholarly perspectives, including its
historical development, the structural organization of mugham
dastgahs, terminological and etymological questions, as well as its
modal, melodic, rhythmic, and thematic characteristics. These
studies, conducted across different periods, have played an important
role in the formation and systematization of mugham theory.

The scholarly activity of a number of eminent scholars in this
field deserves particular mention. Uzeyir Hajibeyli's fundamental work
The Foundations of Azerbaijani Folk Music constituted an important
stage in laying the scholarly foundation of national music theory'. The

! Haciboyli, U.0. Azorbaycan xalq musigisinin osaslar1 / U.9.Haciboyli. — Baki:
Sorq-Qorb, — 2019. — 360 s.
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studies of M.Ismayilov, The Genres of Azerbaijani Folk Music’ and
Scholarly-Melodic Essays on the Modal and Mugham Theory of
Azerbaijani Folk Music ° ; the works of Professor R.Zohrabov,
Azerbaijani  Mughams * , Theoretical Problems of Azerbaijani
Mughams’, Theoretical Foundations of the Rast Mugham Dastgah®,
Theoretical Foundations of the Chahargah Mugham Dastgah’, and
Zerbi-Mughams 8 ; E.Babayev's study Theoretical Foundations of
Azerbaijani Mugham®; and the works of R.Mammadova, Mugham at
the Crossroads of Art'’, Problems of Functionality in Azerbaijani
Mugham'!, and Theoretical Problems of Azerbaijani Music'’, constitute
an important stage in the formation and development of the scholarly-
theoretical basis of mugham theory.

Many renowned musicologists have carried out valuable research
into various aspects of Azerbaijani mugham art on a scholarly basis.
Each of them has achieved important scholarly results in the study of
particular directions within mugham scholarship.

2 ismayilov, M.C. Azorbaycan xalq musiqisinin janrlar1 / M.C.Ismayilov. — Baki:
Isiq, — 1984, - 100 s.

3 Ismayilov, M.C. Azorbaycan xalq musiqisinin megam ve mugam nozoriyyasina
dair elmi-metodik ogerklor / M.C.Ismayilov. — Baki: Elm, — 1991. — 120 s.

4 Zohrabov, R.F. Azorbaycan mugamlari / R.F.Zohrabov. — Baki: Tohsil, — 2013, —
336s.

5 30xpaboB, P.®. TeopeTnueckue npobiemMbl azepOaiiukaHcKoro Myrama. / — baky:
Hlyp, — 1992, — 247 c.

6 Zohrabov, R.F. “Rast” mugam dostgahinin nazori ssaslari / R.F.Zohrabov. —
Baki: Mars-Print, — 2002. — 146 s.

7 Zdhrabov, R.F. “Cahargah” mugam dastgahmin nozari ssaslar1 / R.F.Zohrabov. —
Baki: Mars-Print, — 2000. — 130 s.

8 Zohrabov, R.F. Zorbi mugamlar (musiqi-nazeri tadqiqat). / R.F.Zohrabov. — Baka:
Mars-print, — 2004. — 406 s.

° Babayev, E.O. Azorbaycan mugamlarinin nozori osaslart. Dors vosaiti. /
E.Babayev. — Baki: “MTM” Innovation MMC, — 2018. — 368 s.

10 Mommoadova, R.A. Mugam-sonata qovsagi / R.A.Mommadova. — Bak: Isiq, —
1989.-132s.

' Mamenosa P.A. TIpo6iieMbl yHKIMOHAILHOCTH B a3epOaii/PKaHCKOM MyraMe. —
Baxy: Onm, — 1989, — 163c.

12 Mommadova, R.A. Azorbaycan musiqisinin nozeri problemlori /
R.A.Mommodova. — Baki: Avropa, —2020. — 244 s.
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Thus, G.Abdullazade'?, R.Imrani'*, and S.Farhadova'® have, in
their studies, primarily examined the phased historical development of
mugham, while Z.Safarova, G.Shamill'°, and S.Agayeva !’ have
investigated medieval musical treatises pertaining to Azerbaijani and
Eastern musical culture. In the studies of M.Ismayilov, the role of
stable and tonic pitch (pardo) within the modal system, as well as the
mutual kinship relations among modes, has been scholarly
substantiated. Professor R.Zohrabov has analysed the modal structure
and the melodic and rhythmic characteristics of mughams. E.Babayeyv,
through his investigation of rhythm, intonation, and the regularities of
development of the core theme (6zak) in mugham, has established the
principles governing the preservation of thematic unity within the
internal structure of mugham. A.Guliyev !® has investigated the
principle of contrast in the melodic dramaturgy of mugham and its
artistic expressive possibilities, while S.Baghirova has presented
scholarly findings concerning mugham form and its internal logical
structure. M.Guliyev'?, in his studies devoted to problems of mugham
performance, has brought a scholarly-theoretical perspective to bear on
questions of the preservation of performance traditions, principles of
improvisation, and the development of performance styles.

13 Abdullazads, G.A. Qadim vo Orta osrlorin musiqi modoniyyati, tarixi-folsofi
tohlil / G.A.Abdullazads. — Baki: — Qartal, — 1996. — 292 s.

4 Imrani, R.H. Azorbaycan mugam janrimin yaranmasi vo inkisaf tarixi. /
R.H.imrani. — Baki: ADPU motboosi, — 1994. — 251 s.; Imrani, R.H. Mugam
falsofasi / R.H.Imrani. — Baki: Elm, — 2011. — 662 s.; Imrani, R.H. Mugam tarixi /
R.H.Imrani. — Baki: Elm, — 1998. — 280 s.

15 Forhadova, S.M Azorbaycan mugam dastgahiin tarixi kéklori / S.M.Farhadova.
— Baki1: Elmin inkisafi fondu, — 2018. — 198 s.

16 Samilli, G.B. Mirzobay musiqi risalosi / G.B.Samilli. — Baki: Azorbaycan, —
1995. — 88 s.

17 Agayeva, S.X. Ruhperver bir XVII yiizyil miizik teorisi kitab1 / S.X.Agayeva,
R.Uslu. — Ankara: Genel Dagitim Uriin yayinlari, — 2008. — 148 s.

18 Tynues, A.H. TIpuHUMIIBI KOHTPAaCTHOCTH B MY3BIKQILHOW JpamMaTypruu
Aszepbaiimkanckoro myrama / A.H.I'ynues. — baky: Sorq-Qarb, —2009. — 136 c.

19 Quliyev, M.B. Mugam sonotindo ifaciliq masoalolori / M.B.Quliyev. — Baka:
MBM, —-2013. - 140 s.
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In addition, the scholarly works, articles, and studies of such
researchers as S.Baghirova 2, J.Hasanova ?', S.Mahmudova %?,
F.Chalabiyev 2>, A.Najafzade ?*, L.Huseynova?’, R.Musazade?¢,
F.Bakhshaliyev?’, F.Khaligzade®® and 1.Shikhaliyev?’ have likewise
made valuable contributions to the development of various directions
within mugham scholarship.

Thanks to the treatises of medieval Eastern musicologists, it is
possible to obtain detailed information about the theoretical
principles of the modal music of that period. These sources bear not
only historical significance but also serve as a scholarly basis for the
formation of contemporary mugham theory.

In this regard, among the most valuable scholarly works
reflecting ancient maqam theory are: the treatises Kitab al-Adwar*®
and Sharafiyya®! by the thirteenth-century Azerbaijani and Eastern

20 Bagirova, S.Y. Azorbaycan mugami. Mogqalolor, moruzalar, todgiqatlar / S.Y.
Bagirova. — Baki: Elm, — 2007. — 251 s.

2! Hosenova, C.I. Uzeyir Haciboylinin yaradicihiginda milli musiqinin nozori
osaslar1 / C.1.Hasonova. — Baki: Mars-print, — 2009. — 320 s.

22 Maxmymosa, II1.T. Temarusm asepOaiimkanckoro myrama / LIL.T. Maxmymosa. —
Baky: llyp, — 1997, — 132 c.

B Yenebuen ®. V. Mopdonorus gacrraxa: / Jluc. Ha COMCK. YUEHOM CTENEHMH JI-
pa uckyccrBoBeneHus. / — Cankt-IletepOypr: Poccuifckuif MHCTUTYT HCTOPUHU
uckyccts, —2009. — 725 c.

24 Nacofzado, A.I. Mugam / A 1.Nacafzada, V.M.Mammadaliyev. — Baki: Ecoprint,
—2017.-160s.

25 Hiiseynova, L.S. Tirk xalglarinmm musiqisi. / L.S.Hiiseynova. — Bak:
AFPoliqrAF, — 2023. -176 s.

26 Musazado, R.M. Mugamun todrisi metodikasi / R.M.Musazado. — Baki: MBM, —
2012.-192s.

27 Baxsgoliyev, F. Mugam sonoti ilo tosovviif folsofosinin olaqe prinsiplori //
“Mugam alomi” V Beynolxalq festivali ¢or¢ivasinds kegirilon “Azorbaycanda
mugam elmi: realliglar vo perspektivler” elmi simpoziumunun materiallari, — Baki:
2-9 mart, —2018. —s. 124-129.

28 Xaligzada F.X. Uzeyir Haciboayli va folklor. — Baki: Sorg-Qarb, — 2014. — 276 s.
2 Sixaliyev, I.N. Azorbaycan musigisinin lad nezoriyyesi / I.N.Sixoliyev. — Baki:
Zoardabi nagriyyat-poliqrafiya MMC, — 2015. — 168 s.

30 Sofarova, Z.Y. Safiyaddin, Urmovi. Kitabiil-odvar / n sdz vo sorhlorin miiollifi
Z.Y .Soforova. — Bak1: —Sorq-Qoarb, — 2006. — 208 s.

31 Soforova, Z.Y. Azorbaycanin musiqi elmi XIII-XX oasrlor / Z.Y.Safarova. — Baki:
Azarnasr, — 2006. — 544 s.
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music theorist Safi al-Din al-Urmawi; the works Jami’ al-Alhan’?,
Magqasid al-Alhan 3* by the eminent fourteenth—fifteenth-century
scholar Abd al-Qadir al-Maraghi; the treatise Majalla fi'l-Musiga™*
by the fifteenth-century researcher Fathullah Shirvani; the Treatise
on Music®® by the seventeenth-century author Mirza Bey; the work
Vuzuh al-Argam ® by the eminent nineteenth—twentieth-century
Azerbaijani musicologist Mir Mohsun Navvab; as well as Treatise on
Music®” by Abd al-Rahman Jami and Central Asian Treatise on
Music *® by Darvish Ali Changi. The theoretical propositions
recorded in these treatises — the pitch (pardo) system, the principles
of modal construction, the rules of modulation, and rhythmic models
— continue to bear important scholarly significance today for
understanding the theoretical foundation of Azerbaijani mugham art.
The activity of a number of eminent composers and
musicologists in the field of mugham notation deserves particular
mention. In this field, the manuscript notations of the Rast mugham
by Muslim Magomayev (1885-1937), the Shur mugham by Gara
Garayev (1918-1982), and both the Shur and Rast mughams by
Taghizade Niyazi Hajibeyov (1912-1984), as well as the published
notations of the Zabil dastgah by Tofig Guliyev (1917-2000) and the
Dugah mugham by Zakir Baghirov (1916-1996), represented
significant milestones. At the same time, the notation by
N.Mammadov (1927-2015) of the instrumental dastgahs "Segah—

32 Ubeydullah, S. Abdiilkadir Meragai ve Camiu’l-elhan’t: / Doktora tezi. / —
Istanbul: — 2007. — 276 s.

33 Uslu, R. Meragiden II Murada miizigin maksatlari. “Makasidul-Elhan” /-
Ankara: Atatiirk Kiiltiir Merkezi Baskanlig1. —2015. — 240 s.

34 Soforova Z.Y. Fotulla Sirvani. Musiqi haqqinda risalo / oreb dilindon torc. ed.
©.9mirohmodov. Z.Y.Saforova. — Baki: Sorq-Qarb, — 2006. — 216 s.

35 Samilli, G.B. Mirzoboy musiqi risalesi / G.B.Samilli. — Baki: Azorbaycan, —
1995.-88's

36 Soforova, Z.Y. Mir Méhsiin Novvab. “Viizuhiil Orgam”. / Z.Y.Soforova — Baka:
Elm, — 1989. — 53 s.

37 Nxamu, A6nypaxman. Tpaktar o Mmysbike. / W31aTeNbCTBO aKajeMHMH HAayK
V36ekckoit CCP. — Tamkent: — 1960, — 111 c.

38 Ceménos, A.A. Cpenneasuarckuil TpaktaT 1o mysbike Jepsuma Amu (XVII Bek).
CoKpallleHHOE H3JIOKEHHWE HEPCUIICKOTO (TaUKUKCKOT0) TEKCTa C BBEACHHEM,
npuMeyaHusIMu U ykaszateneM. / A.A.CeménoB. — Tamkent: tur. Nel, — 1946. — 84 c.
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Zabul and “Rahab", "Chahargah and Humayun", "Bayati—Shiraz and
Shur", "Rast," and "Shahnaz", as well as of the vocal-instrumental
dastgahs "Chahargah" and "Rast" * expanded the possibilities for
comprehensive analysis within Azerbaijani mugham scholarship.

Continuing this tradition, researchers such as F.Azimli (1952—
2008), in his work The Azerbaijani School of Mugham *° ;
A.Asadullayev (1949), in his work Instrumental Mughams*'; and
AMammadli (1944), in his work Azerbaijani Mughams *
(Instrumental), have achieved important scholarly and practical
results in the field of mugham notation.

The vocal dastgah "Zabul-Segah," based on the performance of
the khanende (vocalist) Vahid Abdullayev (1948-2001), has been
notated by the author, but has not been published. In the present study,
only the notated material of the "Zil Zabul" mugham shobe is presented.

In the process of investigating Azerbaijani mugham dastgahs,
the study of Iranian mugham dastgahs, which possess the same
structural principles, and the examination of their notated versions, is
of particular scholarly significance. The radif system, formed within
the Iranian musical tradition, serves as a valuable theoretical basis for
the comparative analysis of the modal-structural organization of
Azerbaijani mughams.

The principal sources investigated in this direction include the
following fundamental studies: F.Fakhraddini, Tajzive va Tahlil va

3 Mommodov, N.H. Azorbaycan mugamlari, Zabul Segah vo Rohab. /
N.H.Mommadov. — Baki: Azarnasr, — 1965. — 58 s.; Mommodov, N.H. Azarbaycan
mugamlar1 Cargah ve Hiimayun / N.H.Mommadov. — Baki: Azorbaycan Dovlot
Musiqi Nosriyyatt, — 1962. — 38 s.; Mommadov, N.H. Azarbaycan mugamlar “Bayati-
Siraz” vo “Sur” / N.H.Mammadov. — Moskva: Dvlot Musiqi Nosriyyatt, — 1962. — 40
s.; Mammodov, N.H. Azaorbaycan mugamlar1 Rast vo Sahnaz / N.H.Mommoadov. —
Baki: Azornosr, — 1963. — 63 s.; Mommadov, N.H. Azorbaycan mugami "Rast"
dostgahi1 / N.H.Mammadov. — Moskva: Sovet Bostokarlari, — 1978. — 110 s.

40 9zimli, F.N. Tar {igiin not vo mugam moktobi / F.N.Ozimli. — Bak:
R.N.Novruz-94, — 2009. — 316 s.

4 9sodullayev, A.M. Instrumental mugamlar vo onlarmn ifagiliq moziyyotlori /
A.M.Osadullayev. — Baki: Adiloglu, —2014. — 284 s.

42 Mammadli, ©.M. Azarbaycan mugamlari / ©.M.Mammadli. — Baki: Azarbaycan, —
2012.-328s.



Sharh-e Radif-e Musiqi-ye Iran®’; H.Farmoz, Dastgah dar Musigi-ye
Iran* ; R.Khaleghi, Nazari be Musiqi ¥ ; AN.Vaziri, Teori-ye
Musigi #0; D.Talai, Radif Analysis*’; ].During, Radif-e Sazi-ye
Musiqi-ye Sunnati-ye Iran*®; N.Fereidooni, Transcription of the
Vocal Radif of Traditional Iranian Music according to the
Performance of Abdollah Davami * ; A.Eslami, Iranian Music
Repertoire (Radif) by Mehdi Solhi (Montazem al-Hokama) and
Transcription by Mehdigholi Hedayat (Mokhber al-Saltaneh);
R.Vohdani, The Traditional Music of Iran’'; L.Mofakham-Payan,
Les Systéemes de la Musique Traditionnelle de I'lran (Radif)*’; and
A.Ghafari, Radif of Master Morteza Neydavood™.

In addition, a number of foreign sources related to the topic
have also been investigated. Among these are the works of
V.Vinogradov ** , V.Belyayev  , 1.H.Ozkan *°, Kiesewetter °’ ,

4 Fakhreddini Farhad. "Taczieye va tahlil va sharhe radife musigiye Iran". —
Tehran: Moin, — 2013. — 480 s.

# Farhat, Hormoz. "Dastgah dar musiqiye iran". — Tehran: Part, —2001. — 273 s.

45 Khalegi Ruhollah. Nazari be musigi. — Tehran: Safialishah, — 2015. — 1-163 s, —
11-275 s.

46 Vaziri Ali Nagi. "Teoriye musigi". — Tehran: Safialishah, — 2008. — 393 s.

47 Talai D. Radif Analysis. — Tehran: Ney, —2016. — 541 s.

3 During, Jean. Radife saziye musigiye sunnatiye fran. — Tehran: Sorush, — 1991, — 352 s.
4 Fereidooni, Nima. Transcription of The Vocal Radif of Traditional Iranian Music
According to the performance of Abdollah davami. — Tehran: Tehran University. —
2004. - 169 s.

50 Eslami, Amirhossein. Iranian Music Repertoire (Radif) by Mehdi Solhi
(Montazem al-Hokama) and Transcription by Mehdigholi Hedayat (Mokhber al-
Saltaneh). — Tehran: — 2013. 738 s.

51 Vohdani Reza. The Traditional Music of iran. — Tehran: — 295 s.

52 Mofaxxam-Payan, L. Les Sistemes de la Musigue Traditionelle de I Iran (Radif).
Compilation dapres les radifs Aga Mirza Abdollah, Aga Hoseynqoli et Darvis-Xan.
Par: Musa Marufi. — Tehran: — 1977. — 180 s.

53 Ghafari, Ashkan. Radif of Master Morteza Neydavood. Hastan Pub. — Tehran: —
1990. - 129 s.

54 Bunorpanos, B.C. Knaccudeckue Tpamuimn Mpanckoii myssiku / B.C.BuHorpaios.
— Mocksa: CoBeTckuit komnosutop, — 1982. — 183 c.

35 Bensies B.M. O My3bIKanbHOM (DOBKIOPE U JPEBHEN MUCEMEHHOCTH. — MOCKBa:
Coserckuii kommnosutop, — 1971. —234 c.

56 Ozkan, I.H. Tiirk miisikisi nazariyati ve iisulleri. / — Istanbul: Otiiken, — 1998. —
686 s.
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d'Erlanger®, and Hamed al-Sa'idi*®. The studies of these authors,
encompassing the general theoretical regularities and directions of
historical development of Near Eastern maqam music, have
contributed to a deeper understanding of the historical-theoretical
aspects of the art of mugham.

In connection with the research conducted, a number of ancient
musical treatises have also been examined. The treatises composed by
such eminent medieval musicologists as Dimitrie Cantemir (17th
century)®®, Khidr ibn Abdullah (15th century)®!, Yusuf ibn Nizam al-
Din ibn Yusuf al-Rumi (15th century)®?, Seydi (15th century)®, Darvish
al-Sayyid Muhammad Amin®, Kadizade Muhammad al-Tirevi (17th
century)®, Ladikli Muhammad Chelebi (15th century)®®, Salah al-Din
al-Safadi (13th century)®’, Qutb al-Din al-Shirazi ®®, Ahmad-oglu
Shukrullah (15th century)®, Badr al-Din Dilshad”, and Alishah Haji

57 Kiesewetter. R.G. Musik der Araber. — Leipzig, — 1842, — 125 p.

38 Derlanger B.R. La Musique Arabe. / B.R Derlanger. — Paris: — 1949, — 334 p.

59 Mr.Hamed al Saadi. The Iraqi Magam Performance. / — London.: — 2003, — 87 s.
% Tura Y. Kantemiroglu, D. “Kitabu ilmil-Musiki ala vechil-Hurufat”. / — Istanbul:
Yapi kredi yayinlart, — 2001, — 695 s.

01 Oz¢imi, S. M. Hizir bin Abdullah ve Kitabiil-Edvar. / — Istanbul: T.C. Yiiksek
ogretim kurulu dokumantasyon merkezi, — 1989. — 221 s.

2 Kamiloglu, R. Sehri Kirsehri el-mevlevi Yusuf ibn Nizameddin ibn Yusuf
Ruminin Risalei musikinin transkribe ve degerlendirilmesi. / — Malatya: T.C.
Yiiksekodgretim kurulu dokumantasyon merkezi, — 1998, — 121 s.

63 Arisoy, M. Seydinin El-Matla adli eseri iizerine bir ¢aligma. / — Istanbul. — 1988,
—232s.

64 Bardakgi M. Dervis es-Seyyid Mehmed Eminin Tanbur perdeleri risalesi.
M.Bardakg1. / — Istanbul: Musikisinas No 4. — 2000. — 39 s.

%5 Nuri Uygun M. Kadizade Tirevi ve Musiki Risalesi. / — Istanbul: — 1990.— 97 s.
% Tekin, H. Ladikli Mehmet Celebi ve er Risaletiil Fethiyyesi. / — Nigde:
Yiiksekogretim Kurulu Dokiimantasiyon Merkezi, — 1999. — 261 s.

67 Tekin, E. Safedinin miizik teorisinin incelenmesi. / — Istanbul: Anabilim Dal::
Miizikoloji, — 2007. — 132 s.

% Sema Ding. Kutbiiddin Sirdzi’nin Diirretii’t-tAic’indaki misiki béliimiiniin
incelenmesi. Doktora Tezi. / — Samsun: —2021. — 425 s.

% Kamiloglu, R. Ahmed oglu Siikrullah (1388-1489) ve “Edvar1 musiki” adli eseri.
/ — Ankara: — 2007, — 177 s.

7 Ceyhan Adem. “Bedri Dilsadin Murad-namesi” Marmara Universitesi Sosyal
Bilimler Estitiisii. (Doktora tezi). / — Istanbul: — 1994. — 394 s.
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Buki (15th century)’! are regarded as important scholarly sources for
understanding the formation of Eastern magam music theory.

In the course of the research, in the analytical investigation of
Iranian mugham music, use was made of the translations, scholarly
works, and theoretical commentaries of Gultakin Baycan gizi
Shamilli’?>. The studies carried out by this scholar have made a
significant scholarly contribution to the comparative study of the
structural principles of the Iranian radif system in relation to
Azerbaijani mugham dastgahs.

A number of scholarly studies on the comparative analysis of
Azerbaijani and Iranian mugham dastgahs have been carried out to
date, with two dissertations defended in this direction. One of these
studies is the dissertation prepared by S.Hasanpur-Karimova’,
entitled The Azerbaijani and Iranian "Chahargah"” Mughams. The
other is the dissertation submitted by N.Garalova, entitled A4
Comparative Analysis of the Azerbaijani and Iranian "Shur"™
Dastgahs. In these scholarly works, primary attention has been
directed toward determining the structural characteristics, modal-
melodic organization, and intonational differences between the
Azerbaijani and Iranian mugham systems, operating more within the
framework of classical analytical methodology.

The present study, by contrast, differs from the investigations
of the aforementioned scholars in that it is based on a new scholarly-
analytical approach and an original method of analysis. Here,
proceeding from both music-theoretical and music-practical
perspectives, the structural and melodic characteristics of mughams
are analysed on multiple levels. It must be noted that, to date, no
separate scholarly investigation devoted to the comparative analysis
of the Azerbaijani and Iranian "Segah" mugham dastgahs has been

" Cakir A.“Alisah B. Hac1 Biikenin Mukaddimetiil Usul adli eseri”. A.Cakir. / —
Istanbul: Yiiksek Ogretim Kurulu Dokumentasyon Merkezi, — 1999. — 335 s.

72 Mamumma I'. Knaccudeckas mysbika Mpana. [IpaBuna nMo3HaHMS U IPAKTHKH. —
Mocksa: Uznatensckuit nom Kommnosutop, — 2007. — 447 c.

73 Korimova, S.S. Azorbaycan vo Iran Cahargah mugaminin miiqayisali tohlili.
Dissertasiya. / S.S.Korimova. — Baki: — 1996, — 168 s.

74 Qaralova, N.Z. Azorbaycan vo Iran “Sur” dostgahlarinin miiqayisoli tohlili.
Dissertasiya. / N.Z.Qaralova.— Baki: —2013. — 158 s.
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undertaken within Azerbaijani musicology.

Object and subject of the research. The object of the
research comprises the structural and theoretical components of the
functional-syntactic analysis method. Within the framework of this
object, the mugham's modal and melodic organization is examined
from a new analytical perspective.

The subject of the research encompasses the performance
characteristics, modal structure, and melodic development principles
of the Azerbaijani "Zabul-Segah" and Iranian "Segah" instrumental
mugham destgahs, as determined through the application of the
functional-syntactic analysis method. The study is directed towards
the scientifically grounded identification of both the common and
distinguishing features in the compositional and syntactic
organization of these two mugham destgahs.

Aim and objectives of the research. The purpose of the
research is to determine the melodic, syntactic, and modal (magam)
interaction processes occurring within the internal structure of
mugham, using the Azerbaijani "Zabul-Segah" and Iranian "Segah"
instrumental mughams as case studies, and to systematize them on a
terminological basis. Additionally, the study aims to implement the
theoretical foundations of the functional-syntactic analysis method in
both mugham theory and mugham education.

To achieve specific scientific results in the aforementioned
field, the resolution of the following objectives is envisioned:

- The comprehensive scientific study and preservation of
Azerbaijani mugham performance traditions, the refinement of
performance art in accordance with contemporary standards, and the
contribution to the scientific-theoretical advancement of Azerbaijani
mugham studies (mughamology);

- The determination of the position occupied by Azerbaijani
modes (maqams) within the Near Eastern maqam music system, and
the expansion of the development perspectives of Azerbaijani
mugham studies and composition school based on the theoretical
views formed in this context;

- The systematic investigation of historical and contemporary
research sources on the art of mugham, their introduction into
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scientific discourse, and their application as a methodological
framework for comparative analysis;

- The scientific and systematic mastery of mugham theory
rooted in the principles of ancient Eastern music science, along with
the clarification of its terminological and theoretical frameworks.

Research method. The primary research method employed in
the dissertation is the functional-syntactic analysis method,
developed by the author. As auxiliary methods, analytical,
comparative, systematizing, and structural-semantic methods have
been applied. In addition, the historical-comparative method has
been utilized in juxtaposing medieval theoretical sources with
contemporary theory, while the empirical observation method has
been applied in the transcription and analysis of classical mugham
performance recordings.

The functional-syntactic analysis method employed in the
present study differs from existing mughamology methods in two
fundamental respects. First, it integrates the performance activity of
mugham melody with its theoretical structure in a unified synthetic
form — whereas hitherto these two aspects have been studied in
isolation from one another. Second, it analyzes mugham melody not
merely through the traditional segmentation of sentence, phrase, and
motif, but primarily through the system of melodic progressions.
This, in turn, allows for the first time a systematic elucidation of the
internal movement mechanism of mugham melody — that is, not
simply what occurs, but rather how it occurs.

The novel methodological approach advanced in the present
study also ensures the integration of the theoretical-scholarly and
performance-based aspects of mugham, thereby creating the
conditions for the formation of a comprehensive structural model of
mugham and for the broadening of its applicability within the
educational process.

Main propositions submitted for defence. The main
scholarly propositions submitted for defence in the dissertation are as
follows:

- the determination of the theoretical foundations of the
functional-syntactic analysis method and the systematization of the
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structural, modal, and melodic principles of mugham within the
framework of this method;

- the scientifically grounded identification of the internal
organization of the Azerbaijani "Zabul-Segah" and Iranian "Segah"
instrumental mugham destgahs on the basis of the functional-
syntactic analysis method;

- the clarification, as a result of the analysis conducted, of the
modal, melodic, and performance characteristics of mugham;

- the determination of the similar and distinctive features of the
Azerbaijani instrumental mugham "Zabul-Segah" and the Iranian
instrumental mugham "Segah."

Scientific novelty of the research.

For the first time, the general regularities of the theoretical
structure of mughams and of mugham performance have been
determined;

For the first time, as a result of a different approach to the
modal foundation and pitch functions of mughams, a number of
significant new also clarified functional terms have been proposed,
namely "governing pitches" ("root pitch," "shah pitch"), "gedish"
(principal movements), "modal house" (mogam evi), "modal circle"
(mogam dairasi), "modally transformed mughams," "modal strata"
(magam tabagolori), "the first and second stages of intramodal
development," "peak pitch" (zirvo pordo), "naxish" (ornamental
melodic-rhythmic formulas), and a number of other important terms;

For the first time, all the internal formations of mugham have
been identified from a different perspective, differentiated from one
another, and their regularities of development, functions, theoretical
structure, and performance characteristics have been explained and
terminologized;

On the basis of the functional-syntactic analysis method, the
Azerbaijani "Zabul-Segah" and Iranian "Segah" instrumental
mughams have been analyzed in a novel manner from both
theoretical and performance-based perspectives.

Theoretical and practical significance of the research. The
results obtained in the dissertation are of significant practical and
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theoretical ~value for mugham  performers, musicologists,
ethnomusicologists, mugham researchers, and composers.

The practical significance of the research manifests itself in the
following domains:

The advancement of mugham instruction and performance at
secondary and tertiary levels of music education, including music
schools, music colleges, and such institutions as the National
Conservatory, the Baku Music Academy, and the Azerbaijan State
University of Culture and Arts;

Its application as a scholarly resource and instructional material in
the teaching of disciplines such as "Fundamentals of Azerbaijani Folk
Music";

The implementation of a theoretically grounded approach in
mugham performance practice and compositional activity;

The development of a "Solfeggio" textbook reflecting the
structural principles of mugham, based upon the conceptual framework
presented in the dissertation.

Approbation and application. The research has been reflected
in  Azerbajjani and foreign periodical scholarly publications,
recommended by the Higher Attestation Commission under the
President of the Republic of Azerbaijan and included in abstracting and
indexing systems. In connection with the topic, the author's articles have
been published in local and international journals, and reports have been
delivered at international conferences and symposiums.

Name of the organization where the dissertation was
carried out. The dissertation was carried out at the Department of
Ethnomusicology of the Azerbaijan National Conservatory.

The total volume of the dissertation indicated in characters.
The dissertation comprises an introduction, three chapters subdivided into
nine sections, a conclusion, a bibliography, and appendices. The volume
of the structural sections of the dissertation, indicated separately, is as
follows: Introduction — 13 pages, 23,192 characters; Chapter I — 85 pages,
112,633 characters; Chapter I — 106 pages, 95,857 characters; Chapter II1
— 37 pages, 34,899 characters; Conclusion — 7 pages, 11,610 characters.
In total, excluding the bibliography and appendices, the dissertation
comprises 247 pages and 278,240 characters.
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MAIN CONTENT OF THE DISSERTATION

In the Introduction to the dissertation, the relevance and
degree of elaboration of the topic are substantiated; the aim,
objectives, and methods of the research, as well as the main
propositions submitted for defence, are determined; and, at the same
time, information is presented concerning the scientific novelty of
the research, its theoretical and practical significance, the
approbation and application of the research, the name of the
organization where the dissertation was carried out, and the volume
of the structural sections of the dissertation, indicated both separately
and as a total character count.

The first chapter of the dissertation is entitled '"Theoretical
foundations of functional-syntactic analysis." The questions
investigated in this chapter are covered in five sections. The first
section consists of two subsections, ""The 17-Degree Sound System"
and ""Porda Yeri" (Pitch Position). This section investigates the
internal structure of the sound system of mugham music.

We outline the fret disposition reflecting Safi al-Din al-
Urmawi's 17-tone sound system. The presented pitch series are based
on the f* modal system (f* denoting the note F of the small octave).
The interval of baqiyya (90 cents, 4 commas, 1 limma) is designated
by the letter B, whereas the interval of fazla (24 cents, 1 comma) is
denoted by the letter F.

Example 1.

N
fe de q' be de fe ]
90 90 24 90 90 24 90

PO O
(Y

|

90 20 24 90 90 24 20 920 20 24

In contemporary Iranian mugham music, the pitch series of the
modes — including the pitch series of the modes constituting the
Iranian "Segah" mugham dastgah — are based on the quarter-tone 17-
degree sound system compiled by Ali Naqi Vaziri’”.

5 Vaziri A. N. Teoriye musigi. — Tehran.: Safialishah, — 2008. — 393 s.
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Example 2.

e,
50 100 50 50 100 S0 50 100

In the first section, the necessity of studying the 17-degree
sound system is substantiated, in that the regularities of the modal
and melodic structure of mugham rest precisely upon this sound
system. The mutual relationships among pitches within mugham
melody, and the determination of modal houses (mogam evi) and
modal circles (maqam dairasi), are explained on the basis of the
aforementioned sound systems. As a result of the research conducted,
it has been established that the tonal and modal relationships of the
sections comprising the "Zabul-Segah" and the Iranian "Segah"
mugham dastgah fully correspond to the Near Eastern (Turkish,
Iranian, Iraqi) modal-pitch system.

We indicate the interval changes occurring in the overall pitch
series of the "Zabul-Segah" dastgah as a result of the transposition of
its modal pitch series into the equal-tempered sound system.

Example 3.

Segah Zabul Manendi-Mukhalif
v v v
c
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4 180s ii 114s 9 eos T 11as P s

Segah Muye Manendi-Mukhalif

"Parda yeri" (pitch position) is a term denoting the interval
characteristics of the tonic pitch of modes within the 17-degree
modal-pitch system. Within the modal-pitch system, three groups of
pitch positions, situated at fixed distances from one another, are
distinguished from each other according to the chromatic intervals
surrounding them. Through the study of the term parda yeri, the
following are determined: 1) the principal tonalities and transposition
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tonalities of the modes situated within the modal system; 2) modal
strata (magam tabaqgalari); 3) modally transformed modes.

The tonalities of the Segah, Muya, and Hisar mugham sections
belonging to the "Zabul-Segah" and the Iranian "Segah" mugham
dastgahs refer to the Segah pitch positions.

In the second section, entitled "Governing Pitches" (1daroedici
pardalar), the "root" (kok) and "shah" pitches are discussed. It is
established, as a regularity, that in the construction of all mughams
the tonic pitch is brought forward on the basis of the governing
pitches.

Let us consider the notated example reflecting the processes
occurring at the beginning of the mughams "Shur" (g), "Segah" (a),
and "Bayati-Gajar" (b¥) — all belonging to the Rast modal family and
situated within the b*-Rast modal circle. It can be clearly traced that
the tonic pitch (istinad pardo) of these mughams orient themselves
toward the shared lower root pitch (alt kok pards) f* and the shared
shah pitch (sah parde) c'. Through reliance upon the root and shah
pitches, and by means of the gedishes (melodic movements) arising
between them, the pitch series is traversed and thereby finds its
confirmation.

Example 4.
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Thus, we witness the governing role of the shared root and
shah pitches in the formation of the modal cells situated within the
same modal circle. The fact that these modes share a parallel pitch
series and common governing pitches doubly strengthens their
kinship relationship and creates convenient possibilities for transition
between them by means of the shared governing pitches.

The third section of the first chapter consists of two
subsections, ""Modal House" (Magam evi) and "Modal Circle"”
(Magam dairasi).

The modal house is a medieval concept determining modal
affiliation. The modal house is the modal affiliation of a given pitch
of a mode's pitch series, determined on the basis of the interval
relationship between that pitch and its neighbouring pitches and the
governing pitches. The functions of the modal house are as follows:

1. Through the determination of the modal house, a forecast is
provided of the range of processes possible within the framework of
a given pitch series and tonic pitch, and an understanding is gained of
the modal cell forming around the tonic pitch.

2. The simple modal cell, constructed on the basis of the
requirements of the modal house, groups together the modes based
upon this cell.

3. Through the determination of the modal house, the
relationship of a given modal cell to other modes is forecast.

4. Where the portion of a mode below and the portion above
its tonic pitch belong to different modal houses, a compound modal
house arises; in this case, two incomplete modal houses are united in
a single tonic pitch.

The Segah, Muya, and Manandi-Hisar (called simply Hisar in
Iran) modes within the analysed mugham dastgahs belong to the
Segah modal house both above and below. The Manandi-Mukhalif
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and Zabul modes, by contrast, belong to different modal houses
above and below their tonic pitch. The lower portion of the Manandi-
Mukhalif mode, from its tonic pitch, belongs to the second type of
Segah modal house, while its upper portion belongs to the Yekgah
modal house. The lower portion of the Zabul mode, from its tonic
pitch, belongs to the Dugah modal house, while its upper portion
belongs to the second type of Segah modal house.

Diagrams are presented showing the modal houses of the
mugham sections comprising the "Zabul-Segah" dastgah, together
with their approach from the root pitches to their respective tonic
pitch. The relationships between the root pitches and the tonic pitch
are indicated by arrows.

Example 5.
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In medieval musicology, the formation of a circle by parallel
modes is illustrated, using the group of Rast, Shur, and Segah modes
(called in medieval sources Rast, Huseyni, and Iraq), within both the
irregular and the equal-tempered pitch system, as follows.

Example 6.

rast
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The "modal circle" (mogam dairasi) is that portion of kindred
modes framed by identical governing pitches. The modal circle is
bounded below by the root pitch and above by the shah pitch. The
Shur, Segah, and Rast modes, situated within the b*-Rast modal
circle (written, for the sake of clarity, one octave higher), are
presented as tonic pitch by way of example. As can be seen, these
modes share a common lower and upper root pitch, as well as a
common shah pitch.

Example 7.
Shur Segah Rast
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The modal circles to which the sections of the "Zabul-Segah"
dastgah belong, together with the positions of the modes' tonic pitch,
are indicated.

Example 8.
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The fourth section of the first chapter consists of the
subsections "Orientation” (Somtlosmo), "Gedishes” (Melodic
Movements), "Peak Pitch” (Zirvo pords), '"Resolving Pitch"
(Qapayici pordo), and "Cadential Closure" (Ayaq etmo).

In the first stage of development of the mugham structure,
during the performance process, an "orientation" (somtlosmo) of the
tonic pitch occurs toward the governing degrees of the modal circle
to which it belongs. At this stage, the melodic currents of motion
arising both among the governing pitches themselves and in their
mutual relationship with the mode's tonic pitch are evaluated as
"gedishes" (melodic progression). Four types of melodic
progressions have been identified: the supporting gedish (dayaqlama
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gedisi), the transient receding gedish (¢okilmo gedisi), the returning
gedish (qaytarma gedisi), and the descending gedish (enmo gedisi).

Example 9.
Segah
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At the outset of descending ¢akilma (transient receding), enma
(descending), and, in particular, xarici emmoa (outer/terminal
descending) gedishes, a pitch situated, as a rule, above the
movement's initial supporting pitch is emphasized. Following this,
without interruption, a downward-directed motion carries the melody
to its target pitch. This emphasized pitch, situated above, is termed
the "peak pitch" (zirva parda). An example concerning the emphasis
of the peak pitch within the "ayag etma" (cadential closure) section
of the Zabul mugham is presented.

Example 11.

] peak pitch
{rs— JLiJi‘JiJJJ"'r T m—— f |

The "resolving pitch" (qapayici pords) is a theoretical term
denoting pitch functions within the structure of a mode's pitch series.

1. When a pitch situated a semitone (or an augmented
semitone) below the root pitch is joined to the root pitch as an
auxiliary component in melodic motion, that pitch acquires a closing
function.

2. When a pitch situated a semitone (or an augmented
semitone) below the tonic pitch of a given mode is attached to the
tonic pitch as an auxiliary element in the cadential process, that pitch
functions as the closing degree of the tonic pitch.

Mughams are classified, according to their hierarchical position
within the modal system and the breadth of the musical idea they
express, into "root" (kok) and "branch" (budaq) modal groups (asil-farr,
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i.e., principal and derivative). It has been established that, in examples
belonging to the root mugham category, the final cadential process, at
minimum, occurs following the emphasis of the special shah pitch, in
the process of terminal cadence (ayagetmo). This structural function is
termed the "great cadence" (bdyiikk ayaq). In mugham sections
belonging to the branch mugham category, by contrast, the cadence is
realized through the emphasis of a pitch situated below the special shah
pitch. This concluding section is termed the "small cadence" (kigik
ayaq), or simply the "cadence" (ayaq). Thus, the structure of the
cadential section of root mughams differs from that of branch mughams
precisely in the height of the peak pitch.

The fifth section of the first chapter consists of the subsections
"The Testing of Gedishes in the Process of Mugham
Performance,” '"Stages of Intramodal Development,” and
"Naxishes' (Ornamental Motifs).

For the purpose of tracing intramodal gedishes, the first stage
of development of the "Orta Segah" mugham section, transcribed
from an audio recording of the khanende Shakili Alasgar (1866—
1929) accompanied by the tar, is examined.

Example 12.
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The sequence of gedishes in the instrumental part is as follows:
measure I, c!—e! supporting gedish; measure II, e'—c! transient
recession gedish; measure III, ¢! —e' supporting gedish; measure 1V,
e!—c! transient receding gedish; measure V, fl—c' transient
receding gedish; measure VI, f'—c! transient receding gedish;
measure VII, c'—g' returning gedish (qaytarma gedisi); measure
VIII, g'—e! (g'—>fl+fl—e!) descending gedish, concluding with a
cadence.

The sequence of gedishes in the vocal part is as follows:
measure I, c'—e! supporting gedish; measure II, e'—c! transient
recession gedish; measure III, c!—e! supporting gedish; measure IV,
e!—c! transient recession gedish; measure V, e'—c! transient
recession gedish; measure VI, ¢! —g! returning gedish; measure VII,
gl—e! (g!—fl+flse') descending gedish, concluding with a
cadence. In this analysis, only the gedishes are indicated.

Two stages of development are discernible in the process of
modal formation. The first stage of development occurs within the
modal circle — that is, between the governing pitches situated below
and above the tonic pitch. The beginning of the second stage of
development is built upon the relationship between the tonic pitch
and the governing pitch situated above it. Following this, the process
of melodic saturation of that zone is realized by means of traversing
the modal area above the tonic pitch up to a certain limit.

In the first stage of development (I inkisaf morholosi), the
lower root pitch is active while the upper root pitch is passive; in this
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instance, the upper root pitch fulfils a mediating function in relation
to the lower root pitch. In the second stage of development, the
situation is reversed: the upper root pitch becomes active, while the
lower root pitch becomes passive, assuming the mediating role in
relation to the upper root pitch.

In the second stage of development (II inkisaf morholosi), of
root mughams, their modal domain is extended, at minimum, up to
the special shah pitch. In branch mughams, by contrast, this process
does not extend as far as the special shah pitch, and the melodic
movement develops within a more limited compass.

Diagrams of the gedishes of the first and second stages of
development for modes belonging to the Dugah and Segah modal
houses are presented.

Example 13.
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In mugham melody there exist various-sized meloritmik
(melodic-rhythmic) formulas whose rhythmic structure and interval
relationships remain constant, while their modal basis may change.
Such formulas, which are transposable across different modes, are
termed "naxish" (ornamental formulas). These naxish formulas have
been indicated according to a special notational system devised by
the author.

Below is presented a naxish with the formula //122/12//,
performed in the "Zil Zabul" section of the "Segah-Zabul" dastgah as
notated by Nariman Mammadov’.

Example 14.

76 Mommoadov N.H. Azorbaycan mugamlari, Zabul Segah vo Rohab. — Baku.:
Azarnasr, — 1965. — 58 s.
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Chapter II of the dissertation is entitled Functional-Syntactic
Analysis of the Azerbaijani '""Zabul-Segah" and Iranian 'Segah"
Instrumental Mughams. The first section of Chapter I is titled. ""The
'"Zabul-Segah' Instrumental Mugham', and the second section is titled
"Iranian 'Segah’' Instrumental Mugham'. In the course of the
analytical process, the functionality of the mutually interchangeable
structural elements within the internal architecture of the mughams is
examined, and their significance within mugham composition is
elucidated.

The comparative analysis of the “Azerbaijani Zabul-Segah
and the Iranian Segah instrumental mughams” is presented in the
third chapter of the dissertation.

This chapter consists of two sections entitled "Naxishes, Scale
Degrees of Modes, Reference and Resolution Pitches" and "Pitch
Functions of Modal Scales, Developmental Stages I — Il and
Principal movements (Gedish)"

As a result of the comparisons made, the similarities and
differences of these mughams, as well as their melodic and
performance characteristics, are elucidated.

In the example below, the diagrams of the gedishes occurring in
the first stage of development of the el Segah and ekrl Segah modes —
comprising the "Zabul-Segah"’” and the Iranian "Segah’® instrumental
mugham dastgahs, — are indicated within the same tonality.

Example 15.
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"7 Osadullayev A. Sur, Segah-Zabul, Siistor. — Baki.: Adiloglu, — 2006. — 64s.
78 Hooshang Z. Elementary Radif for Tar end Setar. Tehran.: Mahoor Institute of
Culture and Art, 2007. 149 s.
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Example 16.
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The pitch series of the ex.' Segah mode is constructed on the
basis of the Iranian 17-degree sound system, whereas the pitch series
of the ¢! Segah mode is constructed on the basis of the equal-
tempered sound system. The difference between these pitch series is
connected with the pitches giving rise to microtonal intervals.
Notwithstanding this, the pitches of the ei' Segah and e' Segah
modes carry identical functions. The principal functional pitches are
indicated below.

Example 17.

E' Segah mode Eir' Segah mode

¢! — lower root pitch ¢! — lower root pitch

e! — tonic pitch ek — tonic pitch

f1 — upper root pitch f1 — upper root pitch

g! — shah pitch g! — shah pitch

b! — second upper root pitch, the | b' —second upper root pitch, the
special peak pitch special peak pitch

Within the pitch series of the e! Segah mode, the pitch d!,
which carries no significant weight, is a variable, mutable pitch. In
melodic activity, it appears more frequently in its raised form (dis').

In the first stage of development of the ex,' Segah and e' Segah
modes, an orientation of their tonic pitch occurs toward the
governing pitches situated within the f!-Rast modal circle. There
exists a quarter-tone difference in the height of the tonic pitch of
these two modes.

Example 18.
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It may be observed that the sequence and formulas of the
gedishes arising from this orientation do not differ significantly.

In the ew! Segah mode: the ¢! —ei ! supporting gedish; in the e'
Segah mode: the c'—e' supporting gedish. In the ex! Segah mode:
the ex!—c! transient receding gedish; in the e' Segah mode: the
e'—c! transient receding gedish. In the ex' Segah mode: the ¢! —g!
returning gedish; in the e' Segah mode: the c'—g! returning gedish.
In the ex,' Segah mode: the g! —f'+(f!)g! —ew! descending gedish; in
the e' Segah mode: the g'—e! descending gedish.

Certain parallel and distinctive features are revealed in the
performance characteristics of the "Segah" mugham variants of the
two countries. In the Iranian "Segah" mugham, the supporting gedish
is performed rarely, and even then only in passing. In the Azerbaijani
"Segah" mugham, by contrast, the supporting gedish is used
extensively. Likewise, there are more variants in which the
supporting gedish begins with a one-part or two-part gedish
preparation. The repetition of the supporting gedish in various
manners is also characteristic. As a result, the supporting gedish is
used more extensively, and performed in a broader manner, within
the Azerbaijani mugham dastgah tradition of "Segah."

In the Iranian "Segah" mugham, transient receding and returning
gedishes are rarely encountered in instrumental interpretation, and are
likewise used sparingly in vocal interpretation. In the Azerbaijani
"Segah" mugham, by contrast, there exist both conjunct and separate
performance variants of the transient receding and returning gedishes.
Furthermore, there are numerous variants in which these gedishes are
divided into half-gedishes and performed extensively.

Since the descending (enmo) gedish is completed with a cadence,
in both the Azerbaijani and Iranian variants it is performed extensively,
divided into half-gedishes. In Azerbaijani performance, a greater degree
of repetition of the half-gedishes is traced, together with the use of
differing expressive means and naxishes within these repetitions.

In the performance of the Iranian "Segah" mugham, the second
stage of development is predominantly active, while the lower modal
area often remains passive. In the performance of the Azerbaijani
"Segah" mugham, by contrast, activity is traced in both the upper and
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lower modal zones relative to the tonic pitch.

The fact that Azerbaijan and Iran formed part of a unified state
during certain periods of history created favourable conditions for the
musical cultures of these peoples — including the art of mugham — to
develop on the basis of shared traditions and to undergo an analogous
process of evolution. From this it may be concluded that the
existence, in both countries, of mugham dastgahs and mughams
bearing the same names does not bear a coincidental character.

The theoretical foundations of the functional-syntactic analysis
method, along with the mugham analysis conducted on the basis of this
methodology, have yielded a number of significant scientific results:

It is demonstrated, with scholarly evidence, that Azerbaijani
mugham music, within Near Eastern musicology (referring to the
Azerbaijani, Turkish, Iranian, and Iraqi traditions), rests upon the 17-
degree sound system accepted as the tonic sound system of the
traditional mugham (makam, maqgam) system. In this context, the
traditional system of pitch nomenclature is presented. The interval
structure of this sound system was first systematized and scholarly
interpreted in the theoretical works of Safi al-Din al-Urmawi.

For the first time, the following scholarly propositions are
advanced: first, that the 17-degree pitch system, and the modal
system based upon it, refers, within Azerbaijani mugham music, to
the pitch f (sounding as e*-flat on the piano) with the status of
"universal principal pitch"; second, that on the neck of the tar
(accepted as the instrument that most directly reflects the sound
system of Azerbaijani mugham music), the division of the 17-degree
pitch system among the principal playing strings into quarter-
segments possessing identical interval structure begins from the
"dugah" pitch position”’.

For the first time, the grouping of pitches within the 17-degree
sound system, on the basis of their interval relationships, is
determined, and this grouping is introduced into scholarly circulation

"1t should be noted that the principle of distributing the 17-fret system across the
strings is also reflected on the neck of the *ud* in both medieval Middle Eastern music
treatises and modern *maqam* theories. On the neck of the *ud*, the strings are tuned
at intervals of a perfect fourth, and each open string begins at the *diigah* fret position.
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under the term "pordo yeri" (pitch position). It is shown that
Azerbaijani mugham tonalities refer to their corresponding pitch
positions, and the functional significance of pitch positions in the
transposition of these tonalities is substantiated.

In addition, it is established, within Azerbaijani mugham
theory, that mugham tonalities bear a systematic character and are
situated in accordance with the f modal system. In particular, the
position of the tonalities comprising the "Zabul-Segah" mugham
dastgah within the f* modal-pitch system is indicated.

As a result of determining the modal houses of the modes
comprising the Azerbaijani "Zabul-Segah" and the Iranian "Segah"
mugham dastgahs, their modal-house groups are established, and the
melodic gedishes that may arise on this basis are scholarly forecast.
Thus, it is revealed that the Segah, Muya, and Hisar modal cells belong
to the Segah modal house. This result scholarly substantiates the fact
that the indicated modes share a common modal cell, as well as the
reason for the occurrence of gedishes at identical interval distances
between their tonic pitch and governing pitches. In addition, it is
established that the Zabul modal cell, which belongs to a compound
modal house, is affiliated below with the Dugah modal house and above
with the second type of Segah modal house; likewise, it is revealed that
the Manandi-Mukhalif modal cell is affiliated above with the Yekgah
modal house and below with the second type of Segah modal house. In
the course of the analysis, the correspondence of the gedishes occurring
in the mughams comprising the "Zabul-Segah" and the Iranian "Segah"
mugham dastgahs to their respective modal houses (upper and lower
modal houses) is determined.

On the basis of the term "modal circle," groups of kindred
modal houses possessing identical governing pitches are determined.
On this basis, the reason for the differing intervallic positioning of
adjacent modal tonic pitch relative to the shared root and shah
pitches is scholarly substantiated. In addition, the pathways of
transition between modes, occurring by means of the shared root and
shah pitches, are determined. On the basis of the term "modal
circles," groups of modes possessing shared governing pitches yet
belonging to different modal circles are likewise revealed.
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For example, in the pitch series of e! Segah, g! Zabul, and as'
Muya, all belonging to the "Zabul-Segah" dastgah, f' functions as the
shared root pitch. Likewise, in the pitch series of ew' Segah, g'
Zabul, and ax,! Muya, belonging to the Iranian "Segah" dastgah, f'
plays the role of the shared root pitch. In the same manner, in the
pitch series of g' Zabul and ¢' Manandi-Mukhalif, as' functions as
the shared root pitch. The shared root pitch thus becomes a means of
transition among the aforementioned modes.

As the tonalities of the sections situated within a mugham
dastgah rise, certain general changes, growing progressively more
pronounced, occur in their structure. In particular, the acceleration of
tempo, the omission of certain gedishes, the increased specificity of
the expressive means allotted to the gedishes, the increasingly rapid
execution of gedishes, their conjunct performance, the decrease in
the number of repetitions of gedishes, and, finally, the complete
absence of repetition of gedishes, all emerge as characteristic
features. The possibility of omitting certain gedishes reveals that
their functional significance is relatively weaker compared with other
gedishes. The variability of gedishes is traced, in the course of
analysis, to be connected with the type of movement employed. Only
the terminal descending (xarici enmo) gedish is, in all instances,
performed with a delaying technique.

It is confirmed, in the course of analysis, that the principal
movements occurring in mugham melody consist of four gedishes
(supporting, transient receding, returning, and descending gedishes). It
is established that these gedishes, occurring between the mode's tonic
pitch and its governing pitches, are, in the analysis of both dastgahs,
performed in accordance with their respective functional roles. It is
observed, throughout all mugham sections, that modes belonging to
identical modal houses exhibit gedishes at identical interval distances.

It is revealed for the first time, and confirmed through the
analyses conducted, that the internal development of mughams (with
the exception of glishes) consists predominantly of two levels. It is
observed that, as the tonalities of the sections rise, the second stage
of development gradually shortens in their structure, and, in certain
instances, is entirely omitted.
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The functional roles of the root and shah pitches, regarded as
governing pitches, are traced as a regularity in both mugham dastgahs.
In particular, within the shared mugham sections of both dastgahs, the
tonic pitch and the governing pitches are situated at identical interval
distances, and the functionality of the governing pitches is observed in
all gedishes. The functionality of the root pitch manifests itself most
prominently in the supporting gedish, while that of the shah pitch
manifests itself most prominently in the descending gedish.

As a result of the comparative analysis conducted, it is proven
that the mugham music of the Azerbaijani and Iranian peoples shares
the same theoretical foundations

As a general conclusion, we believe that the method of analysis
based on a different perspective toward mugham structure, together
with the functionality of such significant terms as modal house,
modal circle, and gedish, has proven its validity through the analysis
carried out. We believe that the functionality of these newly
proposed terms will contribute to the refinement of mugham theory
and to the enrichment of mugham terminology.

In our view, the analysis of mugham solely by means of
syntactic units (motif, phrase, period) is not fully satisfactory. This is
because there exist within mugham a number of components whose
points of division do not coincide with the units of syntactic thought
— phrase, motif, and period. Foremost among these are the gedishes.

Gedishes are principal units of thought pertaining to the
structure of mugham melody; unlike syntactic units, they reflect not
the division of melodic material but, rather, the division of the
activity occurring within the performance (toronis) of mugham itself.
The analysis of mugham structure on the basis of gedishes makes it
possible to distinguish the individual processes occurring in mugham
performance from one another and to evaluate each of them from a
functional standpoint.

We hope that the presented new method of analysis of mugham
structure, and its theoretical foundations, will prove beneficial to the
science of mugham studies and to the development of mugham

pedagogy.
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