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The aim of this study is to examine the genre and stylistic features of composer Kamal Ahmadov s
Requiem, focusing on its modal-harmonic structure, melodic-rhythmic development, and individual
compositional style through a theoretical and analytical approach. The work is dedicated to the memory
of the victims of the January 20, 1990 tragedy, and its poetic text is based on bayati, one of the oldest
genres of Azerbaijani folk poetry. The dramaturgical development of the composition is shaped by two
principal thematic sources: a four-voice lament theme derived from Zabul-Segah intonations and a
mugham-based theme constructed from the melodic elements of the Humayun mode.

The analysis demonstrates that the synthesis of vocal and symphonic expression forms the co-
re emotional content of the work, conveying collective national grief and spiritual devotion to the
martyrs. From a textural perspective, free imitative polyphony alternates with homophonic—harmo-
nic writing, while chromatic development plays a significant role in intensifying the dramatic tensi-
on. The research methodology is grounded in music theory and contemporary musicological appro-
aches; the empirical basis of the study includes the notated score, relevant scholarly literature, and
interviews conducted with the composer.

The scientific novelty of the research lies in the first systematic scholarly analysis of Ahma-
dov’s Requiem within Azerbaijani musicology. The practical significance of the study consists in the
applicability of its findings to musicological research, higher music education, and the analytical
study of contemporary vocal-symphonic works.

Keywords: vocal-symphonic composition, mugham intonation, modal-harmonic structure,
polyphonic texture, memorial music.

INTRODUCTION

The requiem originated within the Western musical tradition as an integral component of Ro-
man Catholic liturgical practice. In Christian doctrine, the requiem is defined as a sacred vocal-inst-
rumental composition based on a fixed religious text and intended for performance during funeral
rites or memorial services for the deceased. As a genre, it is traditionally grounded in the Latin litur-
gical text of the Roman Catholic Mass for the Dead. The dramatic and expressive potential inherent
in the requiem has historically encouraged composers to reflect the aesthetic principles of their res-
pective stylistic periods, resulting in works characterized by complex formal organization and richly
developed polyphonic textures [8].

In contrast, Azerbaijani composers have approached the requiem not as a strictly liturgical
form, but rather as a genre capable of conveying memorial, ethical, and philosophical ideas. As em-
phasized in musicological scholarship, the adaptation of Western sacred genres such as the requiem
within Azerbaijani professional music has contributed to the emergence of new compositional mo-
dels grounded in national modal and intonational thinking [7]. From the second half of the twentieth
century onward, Azerbaijani composers increasingly turned to monumental vocal-symphonic
forms, incorporating requiem-like structures enriched with elements of national musical language,
thereby redefining the genre within a distinct cultural and aesthetic context.

Although compositions explicitly titled Requiem are relatively rare in Azerbaijani music, a subs-
tantial body of works with a pronounced memorial orientation can be identified. In the creative practice
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of Azerbaijani composers, requiem-related imagery and expressive features do not perform a liturgical
function; instead, they are primarily directed toward the commemoration of martyrs, war victims, and
national heroes, thereby reinforcing collective historical memory. Within such compositions, individual
grief is transformed into a symbol of shared national sorrow, while music functions both as a medium
for artistic reflection on historical tragedy and as a means of addressing fundamental philosophical con-
cepts such as death and immortality, destruction and eternity. As noted by art historian and musicologist
Leyla Mammadova, contemporary Azerbaijani vocal-symphonic works often incorporate emotional in-
tensity, dramaturgical development, and structural principles characteristic of the requiem genre, even
when not explicitly labeled as such [3]. This tendency reflects a broader compositional approach in
which Western genre models are reinterpreted through national aesthetic values and expressive prioriti-
es, resulting in original memorial forms embedded within the Azerbaijani musical tradition.

The requiem spirit can be discerned in works such as Fikrat Amirov’s Martyrs, in certain mo-
numental compositions by Arif Melikov, and in other memorial works by Azerbaijani composers.
One of the most significant examples of this tradition is Kamal Ahmadov’s Requiem, dedicated to
the memory of fallen martyrs. In this composition, structural elements of the Western requiem tradi-
tion are combined with melodic means characteristic of Azerbaijani music, resulting in an original
work with a distinctive sonic identity.

The central research problem of this study concerns the scholarly examination of the genre
and stylistic features of Kamal Ahmadov’s Requiem, with particular emphasis on the characteristic
elements of its musical language. The study aims to analyze the work’s modal-harmonic structure,
melodic development, and rhythmic organization, while simultaneously identifying the composer’s
individual stylistic traits as manifested within the composition.

The relevance of this article primarily derives from its research object. Kamal Ahmadov’s Re-
quiem is examined here for the first time as a subject of scholarly and analytical inquiry within
Azerbaijani musicology, a fact that underscores both the novelty and necessity of the topic. The in-
vestigation of the work’s genre and stylistic characteristics contributes to a clearer understanding of
the position of the requiem genre within national musical culture, while also offering deeper insight
into contemporary developmental trends in Azerbaijani composition.

Furthermore, the study is presented for the first time in the format of an academic article, the-
reby facilitating a systematic theoretical examination of the composer’s creative output. Beyond es-
tablishing a theoretical foundation for future research, the article also serves to promote a more
comprehensive recognition of Azerbaijani compositional practices within both local and internatio-
nal musicological communities.

Research Methods

In order to investigate the musical language of Kamal Ahmadov’s Requiem, methods of mu-
sic theory and analytical analysis were employed, alongside comparative analytical approaches. The
study systematically examines the work’s modal-harmonic structure, melodic and rhythmic charac-
teristics, as well as the composer’s individual stylistic features. In addition, interviews and archival
materials were consulted to obtain supplementary information, thereby enabling a more comprehen-
sive and multidimensional presentation of the musical analysis. This methodological framework
makes it possible to identify the musical structure and creative stylistic principles underlying Ahma-
dov’s Requiem.

MAIN PART

General Overview of the Work

The theme of mourning occupies a distinctive place in Kamal Ahmadov’s compositional out-
put. His Requiem for choir and symphonic orchestra represents one of the most significant works in
which this theme is developed. The composition is dedicated to the cherished memory of the vic-
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tims of the January 1990 tragedy, who sacrificed their lives for their homeland, and its text is based
on bayati, a genre of Azerbaijani folk poetry. The tragic fate of the martyrs, the profound pain and
suffering of the people, and an atmosphere of mourning form the central imagery of the work, im-
parting a deep sense of sorrow and grief throughout the composition.

During the 1990s, while working at the Philharmonic in his native city of Nakhchivan, Ahma-
dov initially composed Requiem for an orchestra of folk instruments. The work was performed at
the Heydar Aliyev Palace, one of Nakhchivan’s principal cultural centers, where it achieved consi-
derable success. During this performance, a reciter was added to the composition, delivering bayati
verses in a recitative manner, which was met with strong audience approval. In the same period, the
work was repeatedly broadcast on Nakhchivan State Television under the title Martyrs Symphony.
Subsequently, Ahmadov invited his close friend, Professor Elbeyi Magsudov—Doctor of Pedagogi-
cal Sciences and a member of the Azerbaijan Writers’ Union—to compose bayati texts specifically
for this work. After the texts were written, the composer added a choral part, later reworking the
Requiem first for chamber orchestra and ultimately for large symphonic orchestra. In its final sym-
phonic version, the work was further enriched through the inclusion of a solo tenor part based on
the bayati texts. The present study examines this final version for soloist, choir, and symphonic orc-
hestra.

One of the defining features of Requiem is that its entire development is structured around
two principal themes. The first, which constitutes the core of the work’s dramaturgy, is a four-note
“lament” theme derived from the intonations of the Zabul-Segah mugham. The second is a mug-
ham-based theme constructed from elements of the Humayun mode. In a previous study on Ahma-
dov’s Cavid Symphony, it was noted that during his student years the composer developed a creati-
ve style that would play a significant role throughout his oeuvre, particularly in fostering polypho-
nic development, and that a four-note intonational cell emerged as a distinctive personal invention
[1]. Ahmadov employs this same intonational cell in Requiem, where it becomes the principal the-
matic material and acquires the expressive character of a lament.

Within the orchestral palette, the lament theme is primarily carried by the string section, while
the mugham theme is predominantly assigned to the woodwind instruments. The lament theme is
presented mainly in half-note values, whereas the second theme appears in eighth notes and, at ti-
mes, in quintuplet figures articulated through sixteenth-note durations. As both themes undergo
transposition across different pitch levels, the composer frequently employs the principle of reso-
nance, which contributes to a sense of unity and structural coherence within the composition.

Requiem constitutes a work of unified emotional content, in which the people’s anguish over
the martyrs and the expression of these emotions as well as the generalized image of martyrdom are
conveyed through the synthesis of vocal performance and symphonic musical language. Rather than
adhering to a classical formal structure, the composer employs a free imitative form. Throughout
the work, polyphonic and homophonic-harmonic textures are integrated in close interaction.
Among the various types of polyphonic writing, the composer most frequently utilizes imitative
techniques during thematic transitions, thereby generating heightened dramatic development.

As in many of Ahmadov’s works, the use of key signhatures in Requiem is largely conventio-
nal. Drawing upon the freedoms of modern musical language, the composer intensifies chromatic
development to such an extent that tonal ambiguity and departure from a fixed tonal center become
characteristic features of the work. The modal foundation of the entire composition is dominated by
the Humayun mugham. Among Azerbaijani mugham modes, Humayun is recognized as the mode
that most profoundly conveys feelings of sorrow and grief. As the eminent composer Uzeyir Haji-
beyli observes in The Fundamentals of Azerbaijani Folk Music, “Humayun, in terms of its artistic
and spiritual impact, evokes a relatively deeper sense of sadness in the listener” [2]. For this reason,
the composer deliberately chose this mode as the primary modal basis of the work.
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The transitions between thematic materials are presented in the form of waves or phases. Fol-
lowing an initial wave that depicts a mournful and hopeless atmosphere, the composer applies a sty-
listic approach characteristic of his creative language: within each phase, dynamics are continuously
intensified, the orchestral palette is gradually enriched through the inclusion of additional instru-
mental timbres, the dramatic character is heightened, and the texture is progressively expanded to-
ward the climax. Despite these transformations, the overall atmosphere of mourning remains intact
throughout the composition. Between these waves, very brief symphonic transitions—often consis-
ting of only two measures are inserted. Although limited in duration, these transitions play a signifi-
cant role in enhancing the overall dynamic momentum of the work.

Ahmadov consistently places strong emphasis on the harmonic background of the orchestra,
presenting it with particular richness. In Requiem, special attention should be drawn to the ostinato
accompaniment provided by the piano and harp. The piano performs harmonically functional
chords in a steady rhythmic pattern, continuing throughout the composition and forming an ostinato
foundation. The harp supports this texture through continuous arpeggiated chords, another type of
ostinato. Together, these rhythmic patterns evoke the heavy, measured footsteps of the people ac-
companying the martyrs on their final journey.

The choral part, which occupies a central role in the composition, is presented through several
compositional techniques. These include the gradual entrance and withdrawal of voices, the doub-
ling of soprano and alto as well as tenor and baritone parts, the assignment of the mugham theme to
female voices and the lament theme to male voices in the form of vocalises, among others. The fre-
quent recurrence of the word “martyrs” in the bayati texts sung by the choir serves to emphasize the
work’s central narrative. The solo tenor part is narrative in character and is based on a recitative
style of singing; the bayati texts are performed primarily through declamation, resembling the tradi-
tional lament (ag1) vocal manner.

Analytical Analysis of the Work by Sections

Requiem opens in an Adagio tempo with an extremely somber atmosphere, featuring unison
passages in the cello and double bass (at the octave), a heavy rhythmic ostinato in the piano, and ar-
peggiated chords in the harp. This sonic texture immediately evokes a sense of despair in the liste-
ner and establishes the leading expressive image of the work from its very first measures.
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Sample 1. Introductory section-Adajio [9]

In this passage, the composer employs the principle of gradual textural and timbral intensifi-
cation, introducing different orchestral timbres in a sequential manner. While the accompanying
background continues, the principal thematic material—the lament theme—is introduced after two
measures in the viola section. In the final measure of the theme, an imitative response a perfect fo-
urth higher is presented in the second violins. In the concluding measure of this imitation, the theme
is transferred to the viola and cello. At the same point, the choir makes its first entrance into the
composition: the soprano and alto voices perform the theme as a vocalise, set at the interval of a
perfect fourth.
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Sample 2. Lament theme [9]

Beginning from measure 15, noticeable changes in the musical texture emerge. The choral
part comes to a halt, and a mugham-based theme constructed on Humayun intonations (Theme I1) is
introduced in the English horn and first clarinet in the form of a quintuplet figure. Accompanied by
this material, the solo tenor enters for the first time with its thematic line.

m
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Sample 3. Theme of solo tenor [9]

The tenor’s theme represents an entirely new melodic idea and is not derived from the intona-
tional material of any previously stated theme in the composition. Two measures later, the quintup-
let motif is slightly expanded and transferred to the bass clarinet. Subsequently, the same quintuplet
figure reappears in the original instruments following the same principle. This method of presentati-
on creates the impression of a thematic relay, in which the material is passed successively from one
instrumental voice to another.

When the intonation is introduced in the bass clarinet, the same thematic material is simulta-
neously presented in its entirety in the first violins at the same pitch level. The cello and double bass
perform the lament theme in unison octaves. To conclude the first wave, a two-measure orchestral
transition is introduced. Within this brief passage, the composer achieves a rich developmental ef-
fect through the principle of resonance: while the mugham theme is articulated by the bass clarinet,
contrabassoon, first trumpet, tuba, and first violins, chordal accompaniment is provided by the vio-
la, second trumpet, and trombone. This is followed by a polyphonic transformation of the mugham
theme in the English horn and first clarinet. As a result, the leitmotif evoking the memory of the fal-
len martyrs briefly intensifies and then subsides.

The second wave begins with the thematic material of the solo tenor. In the accompaniment,
the primary role is assumed by the first violins, which present the mugham theme, and by the flutes
sounding an octave higher, followed by the oboe and second clarinet. The quintuplet figure reappe-
ars, progressing chromatically within the intervallic framework of a perfect fourth at its original
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pitch level. At the conclusion of this section, another two-measure orchestral transition is introdu-
ced.

From measure 30 onward, the initial elements of intensified dramatic development become
perceptible. The third wave opens with the lament theme in the cello and double bass, performed in
unison. The solo tenor presents its theme once again, this time beginning on the pitch A, accompa-
nied by the mugham theme in the English horn and first clarinet.

From rehearsal number 7 onward, the lament theme in the string section continues through
stepwise chromatic ascent by semitone, articulated in parallel chords (four—six chords).

This gradual ascent is also observed in the thematic material of the solo tenor. The musical
content of this theme is recitative in character, as if the soloist were delivering a lament (ag1) against
the orchestral background. Following the unison presentation of the mugham theme in the oboe and
second clarinet, a chromatic quintuplet figure is articulated in two consecutive measures.

The chords presented in A minor in the first and second violins undergo modulation to F mi-
nor beginning in measure 39. Three measures later, the dynamic tension intensifies. Both principal
themes are distributed across different instrumental and vocal parts, generating an increasingly den-
se polyphonic texture. At this point, the choir enters: the soprano and alto voices are doubled at the
interval of a third and derive their material from the mugham theme, while the tenor and baritone
voices are likewise doubled at the interval of a fifth, deriving their material from the lament theme.
The soprano and alto function in a recitative, narrative role, whereas the tenor and baritone serve a
background function through vocalise. The bassoons replicate the choir’s recitative material in uni-
son, further reinforcing the thematic texture.

= p
5 L L]  — I

Bay - ra - gui-ma gamn wver-din

1 " 1 L
L | 1 1 | 1 1
[ e Lo e e

Bay - ra -gu-ma gan wver-din

3

SRaL]
B

div
Sample 4. The choir part [9]

From rehearsal number 11 onward, the dramatic tension intensifies further and the score be-
gins to increase in complexity. In the choral texture, the soprano voices and violas perform the mug-
ham theme at the interval of a sixth, while the tenor and baritone voices present the lament theme at
the interval of a fifth. The viola, divided (divisi), doubles the tenor and baritone theme at the same
pitch level. The first and second violins, also divided, repeat the same chordal thematic material to-
gether with the French horn. In the woodwind section, the mugham theme is treated imitatively.

From rehearsal number 12 onward, the development moves increasingly toward the climax.
The cello and double bass join the viola in presenting the lament theme. Overall, the first and se-
cond thematic materials are continuously articulated across a variety of timbres. This sonic texture
rises and subsides in a manner reminiscent of ocean waves.

In order to create the dissolution of the melodic flow, the composer employs the principle of
gradual diminuendo, reducing the number of timbres, lowering the dynamic level to piano, and sig-
nificantly simplifying the score. The choral texture is replaced by the solo tenor’s recitative passa-
ges, while the mugham-derived figures that had previously expanded into melodic material are once
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again presented as brief phrases. Accompanied by an organ-point texture in the first flute and first
clarinet, the lament theme appears for the final time in the second violin and cello. In the closing
measures of the work, the sound gradually fades through diminuendo until it becomes almost im-
perceptible. The complete exhaustion of melodic energy evokes a symbolic farewell to the martyrs.

CONCLUSION

The conducted research demonstrates that Kamal Ahmadov’s Requiem has been examined for
the first time as an object of scholarly analysis within Azerbaijani musicology, thereby enabling an
in-depth investigation of the work’s genre, stylistic, modal-harmonic, and melodic—rhythmic cha-
racteristics.
1. The analysis reveals that the developmental trajectory of the composition is constructed around
two principal thematic sources: a four-voice “lament” theme based on the intonations of the Zabul-
Segah mode, and a mugham-based theme grounded in the elements of the Humayun mode.
2. These themes convey the emotional content of the work, expressing the people’s spiritual attach-
ment to the martyrs and their collective grief through the synthesis of vocal and symphonic means
of expression.
3. Textural analysis indicates that the composition predominantly employs a free imitative form, in
which polyphonic and homophonic—harmonic writing are applied alternately or in parallel, while
chromatic development serves to intensify musical tension.
4. The thematic materials are developed according to a “wave—phase” principle, culminating in a
climax through the gradual enrichment of orchestral timbres. Within the orchestral texture, the pia-
no’s chordal ostinato and the harp’s arpeggiated ostinato provide rhythmic support. The choral part
is structured through the gradual entrance and withdrawal of voices and is unified by the recurring
leitmotif of the word “martyrs.”
5. Kamal Ahmadov’s Requiem integrates Western requiem structures with national intonational
and modal traditions, functioning as a memorial vocal-symphonic work that transforms the idea of
martyrdom into an artistic symbol.
6. The composition not only reflects the composer’s individual stylistic identity but also serves as
an important medium for presenting the richness and diversity of Azerbaijani musical culture at the
international level.
In conclusion, Kamal Ahmadov’s Requiem constitutes a significant theoretical contribution to
Azerbaijani musicology while simultaneously providing a practical foundation for future research.
The analysis systematically reveals the work’s artistic and emotional value and clarifies the position
of the requiem genre within national musical culture.

Recommendations
1. The present study, based on a systematic analysis of the Requiem, provides a theoretical and em-
pirical foundation for future research in the fields of musicology and composition. The findings en-
able comparative analyses between this work and other national and international requiem composi-
tions.
2. The results of the research may be utilized to promote the work at the international level and to
enhance the visibility of Azerbaijani compositional art within global musical culture. To this end, it
is recommended that the work be disseminated through performances, concert programs, and scho-
larly publications.
3. The music-theoretical and analytical methods, as well as contemporary musicological approac-
hes applied in the analysis of the Requiem, may contribute to the development of more complex and
innovative analytical frameworks in future studies.
4. A detailed examination of the orchestral and choral scores of the Requiem is of significant im-
portance for music education and the enrichment of performers’ repertoires. Such study supports
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both the preservation of national musical traditions and the development of students’ musical exp-
ression and technical skills.

5. The scholarly analysis of Kamal Ahmadov’s Requiem may serve as an important teaching reso-
urce for students pursuing education in the field of music.

6. This research creates opportunities for more comprehensive future analyses of the composer’s
works across various musical genres.

7. The knowledge obtained through this study constitutes a valuable resource for future researchers
and practitioners, who may draw upon its findings in academic articles, diploma theses, and docto-
ral dissertations.
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BOSTOKAR KAMAL OHMODOVUN “REKVIYEM” 9SORININ JANR
VO USLUB XUSUSIYYOTLORI

R.Y. Mammadova

Todgigatin magsadi bastokar Kamal ©hmadovun “Rekviyem” asarinin janr va iislub xiisusiy-
yatlorini, lad—harmonik qurulusunu, melodik—ritmik inkisaf prinsiplorini vo miollifin fordi yaradici-
l1iq tislubunu nazari-analitik baximdan aragdirmaqdir. 9sor 1990-c1 il 20 Yanvar facissi qurbanlari-
nin xatirasina hasr olunmusdur va poetik motn Azarbaycan xalq poeziyasinin an godim janrlarindan
biri olan bayatiya asaslanir. Kompozisiyanin dramaturji inkisafi iki aparici tematik monba tizorinds
qurulur: Zabul-Segah intonasiyalarindan yaranan dérd sasl “ag1” temasi vo Humayun ladinin melo-
dik elementlarina sdykoanan mugam tipli tema.

Tohlil gostorir ki, vokal vo simfonik ifadonin sintezi osorin asas emosional mozmununu imum-
milli hiiznii va sohidlors monovi baglhiligi formalagdirir. Faktura baximmindan sarbast imitasiyal: polifoni-
ya homofon-harmonik yazi ilo novbalasir, xromatik inkisaf iso dramatik gorginliyi giiclondirir. Todgigat
musigi nozariyyasi Vo miiasir musigisiinasliq metodlarina asaslanir; empirik baza kimi partitura materia-
11, elmi adobiyyat va bastokarla aparilmis miisahibalardan istifads olunmusdur.

Tadgigatin elmi yeniliyi Kamal ©hmodovun “Rekviyem”inin Azarbaycan musigisiinasliginda
ilk dofa sistemli sokildo elmi obyekt kimi tohlil edilmasidir. Isin totbigi shomiyyati naticolorin musi-
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gistinashq todgigatlarinda, ali musiqi tahsilinds vo miiasir vokal-simfonik asarlorin analitik yranil-
mosinds istifads oluna bilmasindan ibaratdir.

Agar sozlar: vokal-simfonik yaradiciliq, mugam intonasiyasi, lad-harmonik qurulus, polifonik
faktura, memorial musiqi.

KAHPOBO-CTHJIEBBIE OCOBEHHOCTHU «PEKBUEMA» KOMIIO3UTOPA
KAMAJIA AXMEJTOBA

P.5s1. MamenoBa

L{enpr0 HACTOSIILIETO UCCIENOBAHMS SIBIIAETCS TEOPETUKO-AHATUTUYECKOE U3YUYEHUE )KAHPOBO-
CTHJINCTUYECKUX OCOOCHHOCTEH Pexguema kommosutopa Kamana AxmenoBa ¢ akIEHTOM Ha €ro
Ja70-TAPMOHUYECKYIO CTPYKTYPY, MEIOAUKO-PUTMHUECKOE Pa3BUTUE U HHAUBUAYAIbHBIE YEPTHI
aBTOpcKoro cruiisl. IIpon3BeneHue MocBALIEHO NaMTH XEPTB Tparudeckux coObiTuil 20 sHBaps
1990 rona, a ero MO3THYECKHI TEKCT OCHOBAH Ha Oasimbl OJTHOM M3 JIPEBHEUIIINX XKaHPOB azepOai-
JDKaHCKOW HapOJHOM Mmo33uu. [Ipamarypriudeckoe pa3BUTHE KOMIO3HIUU (POPMUPYETCS HA OCHOBE
JIBYX BEQYIIUX TEMATHUYECKUX HUCTOYHUKOB: YETHIPEXTOJIOCHON «IJIaY€BON» TEMBbI, BOCXOIALIEH K
uHTOHAMAM 3a0min—Cersix, 1 MyraMHOW TE€MBI, TIOCTPOSHHON Ha MENOJUYECKUX 3JIEeMEHTaX Jasia
XyMaroH.

AHaIIM3 TIOKa3bIBAET, YTO CHHTE3 BOKAIBHOTO U CUM(OHUYECKOTO HAaYall ONpEIesieT OCHOB-
HOE 3MOLIMOHAJILHO-CMBICIIOBOE COJIepKaHUE IPOU3BEICHUS, INepefaBas KOJUICKTUBHYHO HalUO-
HaJIbHYIO0 CKOpOb U JYXOBHYIO NMPEAAHHOCTh NaMsTH maxujoB. C GpakTypHOW TOUKU 3pEHUS B CO-
YUHEHUH YepeayrTcs CBOOOJHAs HMHUTAIMOHHAs MOJMU(OHUS U TOMO(POHHO-TAPMOHUYECKOE
IUCbMO, TOTJa KaK XpOMaTU4YECKOE Pa3BUTUE UTPAET CYIIECTBEHHYIO POJIb B YCUJICHUH JApaMaTHye-
CKOTO HampsbkeHus. Meromonorudeckas OCHOBA MCCIENOBAaHUS ONMPAECTCS HA MY3BIKaJIbHO-
TEOPETUYECKHE MOJIOKEHUS U COBPEMEHHBIE MY3bIKOBETUECKHE MOJX0/Ibl; IMIIUPUUECKYIO 0a3y co-
CTaBJISIFOT HOTHBIA TEKCT MPOU3BEACHUS, TpoduIbHasl HaydyHas JIMTEpaTypa U UHTEPBBIO C KOMIIO-
3UTOPOM.

Hayunas HOBH3HA UCCIIEIOBAHMS 3aKIFOYAETCS B TOM, 4TO Pexsuem Kamana Axmenosa Brep-
BbI€ PACCMaTPUBAETCS KaK OOBEKT CHCTEMHOI'O HAayyHOI'O aHalu3a B a3epOailKaHCKOM MY3bIKO-
3HaHuU. [IpakTudeckast 3Ha4MMOCTh PAa0OTHI COCTOUT B BO3MOKHOCTH HCIIOJIb30BaHUs €€ pe3ynbTa-
TOB B MY3bIKOBEJUECKUX MCCIIEJOBAHUAX, CUCTEME BBICIIETO MY3bIKaJIbHOIO 00pa30BaHUs U aHAJIU-
TUYECKOM M3YYEHHH COBPEMEHHBIX BOKaJIbHO-CUM(OHUYECKUX POU3BEICHUI.

KiioueBble €lI0Ba: 8OKANbHO-CUM@OHUYECKOE MBOPUECNEO, MY2AMHASL UHMOHAYUS, 11a00-
2apMOHUYECKAs. CMPYKmMYpa, NOIUDOHUYECKAs haKkmypa, MeMOPUATbHASA MY3bIKA.
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