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The presented article is dedicated to the analysis of mode-intonation features related to mug-
ham in Vasif Adigozalov"'s piano cycle “24 Preludes”. In the introduction, general information is
provided about Vasif Adigozalov"s creative work and the genre of the prelude. The main section
explores the similarities and differences between the tonal plan and musical language of the prelu-
des of this cycle created with reference to the traditions of the composer s teacher, Gara Garayev
and Garayev"'s own preludes. Furthermore, aspects of mugham are examined in the structure, con-
tent, and expressive means of the preludes. The analysis of their mode foundation and intonational
characteristics is supported by musical notation examples. In the conclusion, it is emphasized that
each composer possesses an individual musical style and demonstrates a unique approach to the
use of mugham. It is also noted that the fusion of mode-intonation features closely tied to the com-
posers " creative imagination with the major-minor system opens the way to enriching the musical
language.

Keywords: Vasif Adigozalov, composer, creativity, piano music, prelude, mugham, mode-in-
tonation.

INTRODUCTION

The creative legacy of prominent Azerbaijani composer Vasif Adigozalov, known for his
multifaceted work, began to take shape during the 1950s and 1960s. His compositional output inc-
ludes operas, operettas, symphonies, symphonic poems, cantatas, oratorios, concertos for piano and
symphony orchestra, piano and folk instrument orchestra, violin and orchestra, cello and orchestra,
as well as songs, romances, and music written for films and dramatic productions [1].

Special mention must be made of the composer’s piano music. He is the author of a piano so-
nata, various pieces for children, the cycle “24 Preludes” and other works. The “24 Prelu-
des” cycle stands out as one of the finest examples of his piano compositions.

Interestingly, the prelude genre in Vasif Adigozalov’s work assumes a somewhat different ro-
le compared to its earlier usage. The word prelude (or preludia) originates from Latin and means
—introductionl. In the time of J.S. Bach, the prelude served as an introductory movement to fugues
and suites. It was also composed as an independent piece for organ or harpsichord. F.Chopin was
the first to create a complete cycle in this genre. His “24 Preludes” cover all major keys and their
relative minors, following the circle of fifths. Chopin endowed the genre with deep expression and
rich content, masterfully portraying a range of emotions and imagery in short pieces. The tradition
initiated by Chopin was later continued by many other composers in the realm of music literature.
Notable examples of “24 Preludes” cycles can be found in the works of C. Debussy, S.V. Rachma-
ninoff, A.N. Scriabin, D.D. Shostakovich, D.B. Kabalevsky, and others.

The prelude genre also holds an important place in the piano music of Azerbaijani composers.
Many of them have turned to this genre. Smaller cycles consisting of two, four, six, ten, and other
numbers of preludes are found in the works of Fikret Amirov, Elmira Nazirova, Tofig Guliyev, Arif
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Melikov, Javanshir Guliyev, Sardar Farajov, Aziz Azizli, Aydin Azimov, Azar Dadashov, and ot-
hers [5].

Among these, Gara Garayev’s “24 Preludes” cycle and Vasif Adigozalov’s “24 Prelu-
des” cycle are particularly noteworthy.

MAIN PART

General Characteristics of the Cycle

In the four-book cycle, Vasif Adigozalov draws upon the traditions of his teacher, Gara Gara-
yev [2]. Similar to Garayev’s Preludes, Adigozalov’s pieces alternate based on contrasts in tempo,
character, artistic imagery, and musical language. This principle creates the effect of vivid, ever-
changing musical tableaux unfolding before the listener. However, it is important to note that the to-
nal structure of the cycle differs from that of Garayev’s preludes. As is well known, the tonal prog-
ression in Garayev’s cycle follows a circle of fifths logic, alternating between parallel major and
minor keys. In contrast, the tonal order of Adigozalov’s preludes does not follow any strict system.

The musical language of the Preludes contains many interesting elements. In this cycle, we
have studied features related to mugham, analyzing mode-intonation characteristics.

In the foreword to the 2001 edition of the cycle, distinguished pianist and professor Farhad
Badalbeyli highlights the uniqueness of the work:

“...The cycle “24 Preludes” stands out in two distinct ways. Vasif Adigozalov is a gifted pia-
nist with an innate musical intuition. His deep familiarity with the subtleties of the piano, stemming
from his experience as a pianist, is vividly reflected in the treatment and technical content of the
preludes. The second aspect is the richness of imagery within the preludes. These works, which ove-
rall express a lyrical-emotional atmosphere, are imbued with a refined variety of expressive ima-
gery and content. The cycle spans a wide emotional range—from profound psychological depth to
vivid genre scenes. The deep lyricism derived from the Azerbaijani mugham tradition, the improvi-
sational development style of mugham, and the inclusion of ashig intonations are all seamlessly fu-
sed with modern rhythmic, textural, and harmonic approaches. The synthesis of national traditions
and modernity is the key to the great success of the ,, 24 Preludes " cycle” [7]. These remarks by the
work’s most prominent performer shed valuable light on the musical language of the cycle.

In Vasif Adigozalov’s 24 preludes, the influence of mugham manifests itself through musical
expression. Professor Imruz Afandiyeva, in her monograph “Vasif Adigozalov,” provides a general
analysis of the cycle, writing:

“In this cycle, special emphasis is placed on the principle of mugham-improvisational deve-
lopment, which is integrated into a strict structural framework. In his attempt to capture the subtle
contours of mugham intonations, the composer employs extraordinary timbral and register techni-
ques to evoke the sound of national instruments” [6].

In several preludes, features rooted in mugham are evident both in the emotional content and
in the means of musical expression. These include a meditative character, lyrical-philosophical
depth, and distinct features of melodic development.

Adigozalov’s preludes are generally structured in ternary (three-part) form. In this form, the
outer sections are similar, while the middle section is marked by extensive development. Such a
structure mirrors the progression of mugham, which rises in stages from the maya (tonic) to a cli-
max, then returns to the maya. Another mugham-related feature is the increasing complexity of the
melodic line as the musical material develops a trait particularly prominent in instrumental mugham
performance.

The connection to mugham is also evident in the exploration of the mode foundation of
the preludes. One important aspect here relates to the musical language of Gara Garayev’s preludes.
In his works, Garayev merges the major-minor system with national mode-intonation elements and
makes use of the twelve-tone system.
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Analysis of the Preludes

Prelude I in D major — is based on D-tonic rast mode-tonality. The melody carries a tasnif
character. However, segah mode-intonations are also present, and we can already observe this from
the very first bars. The fact that the theme begins from the third degree of the D major triad — the
note —Fisl — and ends on the tonic —DI is based on the functional structure of the rast mode, and at
the same time is characteristic of the segah mode. Especially, the reference to the third degree and
the motion of thirds and seconds around this tone brings the segah mode-intonations to the foref-
ront. However, the prominent presence of the harmonic foundation of the melody emphasizes the
leading role of the rast mode.
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Sample 1. Prelude | [7]

The melody possesses a narrow range and is constructed through ascending—descending moti-
on within the interval of a fifth. Beginning from the note —Fisl, the melody initially revolves around
this tone through an upward leap of a third, then descends stepwise toward the note —DI. In the sub-
sequent development of the melody, movement around the supporting tones is revealed in the se-
cond between —El and —DI. This type of motion and the prolonged wandering (extending up to six
measures) derive from the melody’s connection with mugham. In the accompaniment, arpeggio-like
motion is based on the harmonic structure of both the major scale and the Rast mode with the same
tonic. Thus, in the prelude, we observe the fusion of D-major and Rast modal foundations with Se-
gah mode-intonation elements. This aspect is highly characteristic of mugham melodies. Specifi-
cally, Rast-Segah modulations in a major third relationship are commonly seen in mugham and tas-
nif melodies based on the Rast mode.

In the third prelude, we must note the significant role of —Fisl Shur mode intonations alongsi-
de the tonality of h-moll. Here, the minor scale and the Shur mode are juxtaposed within the inter-
val of a fifth — that is, within the dominant tonal framework of h-moll. This is clearly evident in
both the harmonic and melodic structure of the prelude.

The prelude begins with a calm organ-point texture presentation of the chord —h—e—fis—al in
vertical structure.
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Sample 2. Prelude 111 [7]

From the very first sounds, this chord draws attention. It can be interpreted in several ways. On one
hand, it corresponds to the general tuning of the ashiq saz; on the other hand, it aligns with the —Shurl mug-
ham tonic used on the tar instrument.

T. Mammadov, who explains the tunings of the saz instrument, writes the following about the general
tuning: “The first tuning is referred to by ashiqs as the “Garachi koku” (also known as “Sah parda koku” or
“umumi kok” ), and it consists of fifth and fourth intervals” [4].
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Sample 3. General tuning of the saz [4]

As can be seen, this tuning of the saz forms a chord consisting of fourth and fifth intervals.
From this perspective, the four-note chord that forms the harmonic foundation of the prelude is in-
terpreted as a combination of the intervals —h—el and —h—fis.| The upper voice —al also participates
in the chord structure, encompassing the functional degrees of the mode. The “Shur” mugham to-
nic consists of the same harmonies.

We observe that the superimposed sounds —h—e—fisl remain stable throughout the prelude as
an ostinato sonority, while the upper voice —al is mobile.

The melodic theme of the prelude is based on movement revolving around the support degre-
es —fisl and —al (the tonic and upper third of the Shur mode).
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Sample 4. Prelude 111 [7]
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The melody gradually develops and becomes enriched with undertones. All of this evokes an
imitative expressive style characteristic of mugham performance.

The modal basis of the fifth prelude is C major and the functional foundation of the Rast mo-
de with tonic —c,| formed through their interrelation. In this piece, the octave passages in the bass
that create the accompaniment background rely on the support tones —cl — —gl and other degrees of
the mode. Against this background, the thematic material is presented in a chordal manner. The
Rast modal basis is prominently manifested in chords mostly constructed as quart-sixth chords. A
key feature of this is the use of the note —b.|

Here, the C major scale and the —cl tonic Rast mode largely overlap, but the note —b,I which
appears in the scale of the Rast mode, stands out as a distinctive element [3]. The composer expli-
citly emphasized the reference to the Rast mode by incorporating this distinctive tone into the chor-
dal texture.
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Sample 5. Prelude V [7]

In the process of developing the musical theme of the piece, we observe changes in the
chordal structure and the inclusion of chromatic tones, which enrich the sound with colorful
nuances.
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Sample 6. Prelude V [7]

As can be seen, the composer, by employing both the shared and contrasting aspects of the
functional structure and scale of the major and rast modes as the modal basis of the piece, achieves
a fuller expression of the musical language.

The seventh prelude draws attention with its complex texture. Here, the composer uses the
contrast between registers to bring out a striking sonic opposition. For this reason, the musical ma-
terial is written across four staves, which indicates that each melodic line plays a significant role in
revealing the musical content of the piece.

The melodic lines within the texture, both individually and in their interwoven form, reflect
numerous aspects related to mugham expression. From this perspective, several features that mani-
fest themselves from the very first bars should be noted.

B-dur stands out as the primary mode-tonality of the prelude. However, this tonality undergo-
es a number of modal shifts. Specifically, in the second and third staves of the texture, the main the-
me of the piece is heard. Yet, as a point of tonal support for the theme, the tonic sixth chord (T6) of
B-dur features the tones —fl and —dI. Through a triplet-like motion between these tones (—c—d-cl),
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emphasis is placed on the tone —d, I which indicates a modulation towards a new mode — specifi-
cally, a movement toward “d” Segah.
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Sample 7. Prelude VII [7]

Overall, the expressive manner of the theme evokes the performance characteristics of mug-
ham on the tar. In tar playing, the Segah mode is typically introduced through a sixth-chord structu-
re, followed by melodic motion around the tonic.

In the development of the prelude’s musical material, we should note the increasing comple-
xity of the modal foundation as chromatic tones are gradually introduced. Alongside melodic and
harmonic features, this process also reveals changes in rhythmic structure. These shifts become par-
ticularly evident during the climax in the middle section of the piece.
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Sample 8. Prelude VII [7]

As can be seen, this stage is not only unstable in terms of modal foundation, but also reveals
changes in both texture and rhythmic structure. However, in the third section of the piece, the initial
expressive style returns.

In the ninth prelude, mugham like features are once again evident. This can be explained
from several angles: the structure of the theme itself, its development through melodic and rhythmic
variation, as well as the ostinato nature of the accompaniment all highlight a strong connection to
mugham.

The theme of the prelude is constructed in the lower voice, centered around the tone —dl. This
reference degree is surrounded by both lower and upper leading tones, foregrounding the structure
of the Segah mode. The descending motion toward the tonic reinforces and accentuates its presence.
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In the upper voice, descending quartal progressions are given across the degrees of the mode: —c—g—
dl, —b—f—c.| Interestingly, these progressions remain unchanged throughout the entire piece.
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Sample 9. Prelude IX [7]

Gradually, the range of motion around the reference degree is expanded. New reference degrees —
first —b,l and later the tone —esl — come to the forefront.
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Sample 10. Prelude IX [7]

Alongside melodic expansion, rhythmic changes also become evident. This corresponds to the
melodic-rhythmic variation of a theme within a mugham section.
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Sample 11. Prelude IX [7]

Such variation of the musical material is accompanied by the emergence of a more complex texture.
The structure of the piece also reveals the enrichment of the melodic line with chromatic tones.
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Sample 12. Prelude IX [7]

One of the notable features in the musical content of the prelude is the presentation of an unstable
harmonic chord —e—h—gisl between the sections of the form and at the end.
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Sample 13. Prelude IX [7]

The composer’s inclusion of this chord within the context of the Segah mode imparts a sense
of contrast to the sound.

The eleventh prelude, due to its musical structure, evokes the tasnif genre. Among mugham-
related genres, tasnif is characterized as a vocal-instrumental form where vocal and instrumental
accompaniment interact closely, with rhythmically based accompaniment playing a significant role.
From this perspective, the feature is distinctly manifested in the prelude under consideration. This is
clearly observed in the texture of the piece. In its multilayered texture, one can perceive the
characteristic sound of a mugham ensemble — the performance traits of percussion instruments, tar,
and kamancha are followed. At the same time, the melody is performed in a high register
reminiscent of mugham singing.
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Sample 14. Prelude X1 [7]
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The modal foundation of the piece possesses interesting characteristics. Throughout the
prelude, several modal shifts occur. As seen from the example, at the beginning, the vertical
harmonic structure —es—a—b—dl over the support tones —g—dl reflects the tonic degrees of the Shur
mode. These degrees carry tonal significance within the musical material, which leads to modal
changes during the development process. This can be noted during the transition to the main theme
after the introductory bars. Here, in the bass, the harmonic structure of Es-dur based on —es—g—b—cl
with support on the tone —esl serves as the harmonic background, while modal variability is
manifested through melodic motion revolving around the tone —al in a mugham style. This small-
range melodic movement concludes with a descending motion to the tone —fis,| which results in a
change of the mode-intonation and harmonic foundation. In the structure based on the support
degree —d,| the harmonic core of D-dur emerges. On the basis of such modal-tonal variability, the
musical material develops through several stages and eventually returns to the initial state.

One of the main features that attracts attention in the fifteenth prelude is the methods of
thematic development, which can be characterized as stemming from mugham performance
techniques. The first presentation of the theme relies on a mugham-like melody in the lower voice
against a background of leaping passages held in the upper voice. The primary support tones of the
melody are —hl and —f.I Chromatic descending passages around these degrees introduce instability
into the modal basis. Nevertheless, the overall structure of the melody, with its improvisatory
character, remains close to the melodic traits of mugham.
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Sample 15. Prelude XV [7]

In the subsequent development of the theme, wave-like passages reminiscent of virtuosic tar
playing emerge, particularly emphasizing motion around the support degrees with descending
melodic figures that notably reference the tone —hl.
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Sample 16. Prelude XV [7]

Another method derived from mugham performance in the prelude is related to the rhythmic
variation of melodic motifs. In the texture, chords are initially expressed in dotted rhythms, later
appearing as triplets, eighth notes, and sixteenth notes. This type of rhythmic variation can also be
characterized as a feature originating from mugham.

CONCLUSION

The analysis of Vasif Adigozalov’s preludes demonstrates that the composer had a deep un-
derstanding of the modal-intonational, melodic, rhythmic, and performative characteristics of mug-
ham. He successfully reflected all of these elements within the framework of a small-scale instru-
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mental genre. A number of mugham-related features are evident in the preludes: mode-intonation
traits, methods of thematic development, melodic and rhythmic variation, among others.

Thus, the works examined contribute to clarifying various aspects of the incorporation of
mugham into the context of piano music within the composer’s oeuvre. Of course, just as each com-
poser’s musical style is unique, the approach to using mugham also reveals individual interpretati-
on. Nevertheless, the study of mugham’s mode-intonation usage in these compositions reveals cer-
tain regularities. The modal basis becomes a significant expressive means in the musical language
of the piece and is closely linked to the deeper layers of the composer’s musical thinking. In this re-
gard, the composer’s relationship with mugham and the way he draws inspiration from it directly
influences the selection of expressive tools in the musical work. At the same time, the fusion of mo-
de-intonation features with the major—minor system is connected to the creative imagination of the
composer and opens the way toward enriching the musical language.
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VASIF ADIGOZOLOVUN “24 PRELUD” SILSiLOSINDD MOQAM-INTONASIYA
XUSUSIYYOTLORININ TOZAHURU

N.N. Abasova

Taqdim olunan moagals Vasif Adigézalovun fortepiano tigiin —24 prelidl silsilosinds mugamla bagh
mogam-intonasiya xiisusiyyatlarinin tohliline hosr olunmusdur. Once giris bsliimiinds Vasif Adigdzalovun
yaradiciligi vo prelid janri haggqinda imumi molumat verilmigdir. Daha sonra asas hissada bastokarin
muallimi Qara Qarayevin ananalaring istinad edarok yaratdigi bu silsiloda preltdlorin tonal plant vo musiqi
dilinda Q.Qarayevin preliidlori ilo oxsar va forgli cohotlori iizo ¢ixarilmisdir. Homginin preladlorin forma,
mozmun, ifads vasitalorinds mugamdan gslon coshatlor arasdirilmis, onlarin magam osasi, intonasiya
xisusiyyatlarinin tohlilin not niimunsloari asasinda aparilmisdir. Noatics boliimiinds iss har bir bastokarin fordi
musiqi dslubuna malik olub, mugamdan istifade baximindan fordi yanasmasimin maévcudlugu geyd
olunmusdur. Eyni zamanda bastokarlarin yaradicihig toxoyyiilii ilo bagh olan mogam-intonasiya
xisusiyyatlori ilo major-minor sisteminin govusmasinin musiqi dilinin zanginlasdirilmasine yol agdig:
vurgulanmisdir.

Acar sozlar: Vasif Adigozolov, bastakar, yarad:cil:q, fortepiano musiqisi, prelidd, mugam, magam-
intonasiya.
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MMPOSABJIEHUE JAJO-UHTOHAIMOHHBIX YEPTOB B ITUKJIE «24 ITPEJIIO NN
BACUDA AIMT'E3AJIOBA

H.H. AdacoBa

[IpencraBneHHass CTaThs MOCBSINEHA aHATU3Y J1aJI0-MHTOHAIIMOHHBIX OCOOCHHOCTEH, CBS3aHHBIX C
MyramoMm B mmkie «24 mpemogun» mist ¢oprenunano Bacuda Anpirezanora. CHadama BO BCTYMUTEIEHOM
paszmene matorcsi oOmme cBeleHUsi O TBopuecTBe Bacuda AxpireszanoBa u sxanpe mnpemonuu. Jlanee, B
OCHOBHOM YacCTH, BBISIBIISIIOTCSI CXOJICTBA U PA3IUUMs MEKIY TOHAIBHBIM IUTAHOM U MY3BIKAJIBHBIM SI3BIKOM
HPENIOANM 3TOT0 UK, CO3JAHHBIX KOMIIO3UTOPOM C OIOPOIl Ha Tpaauluu cBoero yuutens ['apa ["apaesa,
u npemoausamu I'. TapaeBa. Taxke paccMOTPEHBI acIIEKTHI TIPEIIOANH 110 opMe, COEePIKaHuI0 M CPEICTBaM
BBIPDOKEHUSI, KOTOPHIE HCXOASAT OT Myrama, a TakKe HNPOaHAIM3UPOBAHBI HUX JaJ0-MHTOHALIMOHHBIC
O0COOCHHOCTH Ha OCHOBE HOTHBIX 00pa3ioB. B 3akimiouMTensbHOM pasfelie OTMEYEHO, YTO Y KaKIOoro
KOMITO3UTOPA WHINBUIYATHHBINA MY3BIKAIBHBIA CTHIIb U WHIUBUIYAIBHBIN ITOAX0]] B TUTAHE HCITOIB30BAHUS
Myrama. HpI/I O9TOM HNOAYCPKUBAJIIOCH, YTO COUCTAHUEC JTaJO-WHTOHALIMOHHBIX OCO6CHHOCT€I7[, CBsA3aHHBIX C
TBOPYECKUM BOOOpPaKEHUEM KOMIIO3UTOPOB, M MaXOPHO-MHHOPHOH CHCTEMBI MPOJIOKHIO TYTh
000TaIIeHHI0 MY3BIKAIIEHOTO S3BIKA.

KaioueBbie ciioBa: Bacug Aowvice3anos, KomMnosumop, meopyecmeo, (HOpmenuanHas My3vlKd,
npemooust, My2am, 1a00UHMOHAYUSL.
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