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ON THE CLASSIFICATION OF THE ASHIQ SONGS
AND SOLVING ITS VARIANT PROBLEM

Abstract. In ashiq art, classification issues have become the main subject
of many scientific studies as a very broad and important research object.
As a syncretic art field, the study of ashiq art, which includes both poetic
and musical genres, was carried out by scholars of such fields as philology,
folklore, theater, and history. In these studies, the classification problem was
solved according to different criteria depending on the field of science to
which the research belongs and the object being studied.

The solution to the classification issue in ashiq art was mainly carried
out by philologists and musicologists. In Azerbaijani musicology, the
problem of the classification of ashiq songs has always been solved based
on the criteria contained in the composer and musicologist, U. Hajibeyli’s
scientific articles. A wide and comprehensive study of this topic was
conducted also in A. Eldarova and T. Mammadov’s research articles, and
already consolidated genre division and characterization emerged. As it is
known, the classification of ashiq songs requires an approach based on the
basic principles of ethnomusicology, in addition to genre characteristics. In
the A. Eldarova’s researches, this approach is observed in the connection
of songs with poetic content, in the context of the creativity of individual
ashigs, and in the grouping of genres based on regional characteristics.

Key words: Ashiq art, folk music, variation in love songs, poetic text,
instrumental performance.

Introduction. The basic principle of ethnomusicology requires an
approach to the musical phenomenon within its context. This approach is of
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great importance in the classification of ashiq songs and especially in solving
the problem of variability. The creation of ashiq songs has ancient roots like
the art itself and is closely related to the history of the people. However, it is
impossible to determine the exact date of creation of these songs, considering
that the chance of the music art to be engraved is only related to the near
future.In this matter, of course, historical facts and poetic materials can help.
The creation of them, and especially by whom, is another side of the story,
and again based on inaccurate information. As a result, it can be said that it
is impossible to determine when and by whom (with the exception of the
XIX-XX centuries) the creation of ashiq songs. Although every piece of
information given in the poetic content of the song, especially the name of
the ashiq on the seals, is important information for musicologist research, it is
also possible for another ashiq to create music for that poetic text. As a result,
it is difficult to say whether the song performed was created by the ashiq
mentioned in the text or not.

The interpretation of the main material. Classification of ashiq songs
by regional criteria contains more accurate information. Thus, one of the main
goals is to determine the repertoire of songs| specific to that environment in the
researches studying ashiq environments, and as a result, it allows to determine
the diversity of the genre as well. In these studies, it is also necessary to mention
the manifestation of inter-environmental relations in the songs’ repertoire. So,
Divani, Garayli, Tacnis, etc., which are considered classic ashiq songswhile it is
typical for all environments, songs such as Saritel, Jalili, Sharili are considered
common repertoire for geographically neighboring places (Borchali, Gazakh,
Gadabey, Tovuz, Goycha).Genres such as Shashangi, Peshrov, and Shikaste are
characteristic of the local repertoire, which is characteristic only for the Shirvan
environment. As it can be seen, consideration of the regional factor in the song
classification is not only important, but even this factor requires a revision of
the existing song list.In addition to the regional repertoire, the fact that the same
songs is known by several names also calls into question the idea that the ashiq
music is composed of “72” songs. S. Pirsultanli defines this number as 80 in his
article published in “Literature and Art” newspaper in 1973 [9, p. 6]. It should
be noted that the issue of the number and options of ashiq songs have been
repeatedly raised in the articles of the folklorist and the causes of the problem
have been highlighted. Based on this, we can say that the study of this issue in
literary folklore studies is rare, and here the approach of musicology is very
important.

4



Incasanat vo madaniyyat problemlori / Problems of Arts and Culture / TTpo6embl ckyceTsa 1 KyasTypbl  ISSN 2310-5399  Vol. 18 Ne3

It should not be forgotten the role of other factors, along with the
regional characteristics of the music, in determining the number, type,
and genre of the ashiq music.One of these factors is related to its name.
Often, the emergence of several songs’ variants, as well as the fact that
the same song has different names depending on the environment, is
also related to this factor. Here, the oral aspect, which is important in
the development of ashiq music, should be taken into account. Thus, the
fact that the same song is sung based on the poetic text of different ashigs
and sounded in different environments. It is also a fact arising from the
mobile nature of ashiq art, that the songs taken from the language of ashiqs
who demonstrated their art by traveling around different villages, later
become popular in that environment and become local.This situation is
observed mostly in neighboring environments. For example, Ganjabasar,
Goycha and Borchali (historically this range also included Darelayaz
and Karabakh environments) have many similar songs in their repertoire
of ashiq environments. Some of these songs have the same name, some
don’t.However, we would like to dwell a bit on the issue of identity here.
It is known that the issue of variation in ashiq performance manifests
itself in a broad and narrow sense. Variability in a broad sense is explained
by the reasons that create diversity that we mentioned at the beginning.
Among these reasons are regional differences which is arising from the
individual creative style of different ashigs, the name factor, etc. takes
place. For example, regional variation can be cited as an example of
beautifying music. In the narrow sense, the issue of variant is the variants
arising in connection with the performance style of song, which in one
way or another is related to the reasons we listed above. For example,
during the performance of “Jalili” song by Goyg¢e, Tovuz and Borchali’s
ashiq, the performance variants express the characteristic features of
both the environment and the individual style of the ashiq. The same
opinion can be said about “Saritel” song.Another type of variation can
be said about “Dubeyti” song. It is known that the types of “Dubeyti”
related to the name of different ashiqs known as: Imran Dubeytisi,
Zulfugar Dubeytisi, Mirza Dubeytisi, Azafli Dubeytisi.As S. Pirsultanli
mentioned, all these variants are examples of Dubeyti song performed by
different ashigs. The differences here arise in terms of the ashiq’s voice,
capabilities, musical talent, the poetic text he uses, etc. However, in the
above-mentioned gozallama tunes, variation is manifested not only in
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the regional characteristics of the tune, but also in its musical and poetic
content. It is known that in each of the ashigs’ environments, unique
gozallamas are read. In addition, there are gozallamas in an environment
both related to the name of the environment and created by the master
ashiqgs who live there. For example, in addition to Shirvan Gozallama,
there are also Shakir Gozallama and Bilal Gozallama in this area. Dubeyti
songs performed in Ganjabasar Gozallama can also be modified from this
aspect. As it can be seen, the problem of variantness of ashiq’s songs is
related to its content, regional affiliation and performance specificity, and
here the approach based on the invariant-variant principle should be based
on a number of criteria. Among these criteria, there are also structural
features of ashiq songs referring to saz musical notes, which have recently
been characterized by the application of new analysis methods.

Ideas about the origin of ashiq poem with reference to saz musical
notes are often found in folklore studies. The opinions of S. Pirsultanli
are interesting in this regard: “A kind of muscial note poem represents the
root music, or it can be said: the music note represents the form, the root
content. From the internal connection (with the help of strings) between
the veil (the syllabic weight of the poem) and the root (motive) which is
the content, the musical harmony of any type of poetry is obtained” [9, p.
6]. The folklorist researcher shows the root factor here and emphasizes the
music role in the creation of poetic forms that refer to the music chords.
That is, for example, the form of divan poetry, according to the scientist,
was created together with its musical content. This idea is actually a fact
that reveals the connection of Ashiq creativity with folklore genres. Thus,
the creation of folklore genres — bayatis, lullabies, caresses — in which the
poetic text is sung, took place precisely in the form. It is no coincidence
that bayati as a poetic genre was addressed both in the works of ashiq and
in written literature, and the related ashigsongs and mughams also revealed
the musical-poetic essence of the genre.This kind of creation of ashiq songs
is a true idea. However, when examining the creative style of ashigs (master
ashigs; poet ashigs; performing ashiqgs), the emergence of certain groups
also reveals the fact of independent moods and poetic texts creation. This
grouping was also carried out in A. Eldarova’s monograph “Azerbaijani
Ashiq Art”, and creative criteria of each group were indicated [3, p.18].
Thus, the poetic text, the veils and the roots of the saz can play a key role in
solving the problem of variation, in addition to creating its species diversity
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in the creation of them. For example, on the basis of the Divani poetry form,
the types “Bash Divani” and “Ayag Divani” were created, which refer to the
head and foot parts of the saz. However, here it is necessary to pay attention
to the concepts of type and variant, so that although the poetic text of the
songs listed belongs to the same genre, their musical content is different.
We can come to the conclusion that the main aspect that generalizes these
songs is that their poetic content is divan and their names are related to
the saz musical notes. It is interesting that, while the poetic genre of both
songs is the same, the musical content has different characters: “When the
Majlis divan is played, its melody is filled with deep sadness, and when the
Meydan divan is played, an exuberant joy and happiness associated with
heroism is heard” [9, p. 13].

Variability means interesting features in gozallama songs. It is known
that gozallama songs are associated both with the names of individual ashiqs
and with different environments. The common aspect that unites these
weathers is primarily related to their image-emotional content. Gozallama
— as the name suggests, is devoted to the praise of beauty. Ashigs sing the
praises of beautiful women and the nature of the homeland on this song.
Variation in these moods can be seen in the perception of poetic texts and in
the manifestation of ambient performance traditions. It should be noted that
gozallama songs are also known by several names. For example, “Karam
Gozallama” — “Ahmadi Karami”; “Old Gozallama” — “Aran Gozallama”,
“Shamkir Gozallama”; “Abbas Gozallama” — “Shirvan injury”; “Goycha
Gozallama” — “Yungul sharili”; “Cutting Gozallama” — “Mirzajani” etc.
[9, p. 7]. It should be noted that in the list given by A. Eldarova regarding
the names of the love songs, these songs are mentioned separately, and as a
result, giving the same song with several names has a direct impact on the
issue of quantity [7, p. 625]. The main issue is that “Old Gozallama” and
“Aran Gozallama” are not variants, but are exactly the same song, and such
facts cause a considerable discrepancy between the names of saz songs and
the actual number. A striking example of variation in love tunes is related
to tunes known by different names but with the same or similar musical
content. Having shown a large number of such examples above, let’s dwell
more on the airs “Ayag Jalili” and “Susanbari” (the name of this song is
mentioned as “Susanpari” in the list given by A. Eldarova) [7, p. 627].
“Jalili” songs are believed to have been created by Ashiq Jalil, a brilliant
representative of Deraleaz ashiq milieu, who lived in the 19" century [2, p.
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16]. There are types of this song such as “Orta Jalili” and “Ayag Jalili”. As
the name of “Orta Jalili” tune indicates, it is played in the middle root and
is very popular in the Ashiq repertoire. These tunes currently occupy a large
place in the repertoire of Ganjabasar, Borchali ashigs. While conducting
research on Jalili songs, we witnessed an interesting case, as folklorist
scientist, researcher, deep connoisseur of ashiq art, E. Mammadli said
that the song of “Ayag Jalili” and “Susanbari” song are the same. When
investigating this issue, we noticed that both tunes are based on almost the
same musical content. During the analysis, we came to the conclusion that
the songs are variants of each other, based on the sheet music of the songs
and the performance of different ashigs.

The sheet music of “Jalili” song is included in T. Mammadov’s book
“Azerbaijan ashiq creativity” [7, p. 393], and the sheet music of “Susanbari”
air is in N.Bagirov’s book “Azerbaijan ashiq songs™ [1, p. 49]. T. Mammadov
wrote the version of this song played in the middle root (Middle Jalili).
We would like to share some of our results by taking a look at the audio-
video recordings of the song. In general, when searching for weather video
recordings, we saw both names appear in the examples we found. Examples
include the performances of master artists such as Ashiq Imran, Ashiq
Shamshir, Ashiq Kamandar, Ashiq Elbrus Kalbajarli, Ashiq Ramin Garayeyv,
Ashiq Gulab Khindimammad oglu and other Ashigs. In some of these videos,
the weather is shown by both names, in some it is called Susanbari, and in
some it is called Ayag Jalili. According to Ashiq Elbrus, there are generally
four names for this song: Ganjabasar ashigs call this air “Ayag Jalili”, Agbaba
ashigs call this air “Sulduzu”, Borchali ashigs call it “Susanbari”, and Goycha
ashigs call this air “Najafi”. As you can see, two of these options are related
to the name of master ashigs. In the repertoire of Agbaba ashigs, this song is
known as “Sulduzu” because it is related to the Sulduz ashiq environment
of Southern Azerbaijan. It should be noted that this song is also called
“Baskhanim” due to its poetic text. Thus, “Ayag Jalili” is a tune popularized
in ashiq environments located in the west of Azerbaijan, and its recognition
by different names in different environments is actually a sign of its antiquity.
So, the melody of this song probably comes from the deep layers of folk
art, was adopted by modern ashigs and performed under different names in
different regions.

The question of the relationship between the ashiq art and other types
of folk music creativity has been highlighted in a number of musicological
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studies. In particular, the study of the Shirvan environment, where ashiq and
mugham art developed in close contact, is evident in recent studies related
to ashiq studies. However, the art of ashiq also came into contact with
instrumental performance and dance music and was born and developed
under conditions of mutual influence. For this reason, the different nature
of ashiq songs (recitative-declamatory, song, dance songs) originates from
folklore.

It should be noted that in many cases the performance of a certain song
with a different name in each region depends on its performer. For example,
the tune “Govhari” is also called “Mirzajani”’, which name was given to it
after it was performed more beautifully by Ashiq Mirza. Another example
is related to the performance characteristics of songs. For example, “Agir
Sharili” and “Yungul Sharili”, “Yurd yeri” and “Old yurd yeri” songs are
named only due to the difference in tempo. However, the difference in Sharili
songs is also characteristic of the musical content. In general, it is observed
in other examples that the ashiq songs are also named in connection with
the performance feature. For example, the song “Tarsa gerayli” was named
due to the direction of movement of the fingers when it was played on the
instrument.

The emergence of name differences according to the poetic text used
during the performance of the song is also present as one of the facts affecting
the quantity. For example, “Koroglu Mukhammasi” is actually a version of
“Baghdad dubeyt” song performed on the basis of a poetic text related to this
saga. Here, only the poetic text changes, while the musical content of the air
remains the same, and from the point of view of musicology, it is somewhat
controversial to use the word variant here. The issue here is related to the
proximity of poetic genres. As the folklorist scholar E. Mammadli also noted,
since the poetic structure of mukhammas and garayli genres is based on eight
and sixteen syllables, it is possible to play dubeyt song on mukhammas, and
the connection with the image of Koroglu is that the poetic content is related
to the epic.

Certain small differences that may arise in the performance of Ashiq
airs may be related to the change of the place of accents in the melody
due to the text change, the establishment of the word-music relationship.
Such examples include “Kazakh sabzesi” and “Gilenar” (poetic text),
“Bashkhanim” and “Susanbari”, “Zulfugar dubeyti” and “Azafli dubeyti”,
etc. can be shown. The musical content of “Imran Dubeyti” song is
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somewhat different. “Daglar” is sung on the garayli with a row, and it
differs from “Azafl1 dubeyti” by its slightly faster tempo, 3/4 meter size
and different rhythmic structure. “Imran dubeyti” is given in the book of
T. Mammadov as “Dubeyti” [7, p. 316] and “Bas dubeyti” (“Diibeyti”)
[8, p. 24] written by J. Mehdipur, a brilliant representative of South
Azerbaijan Ashiq art. We can note that it resonates with the example he
mentioned. In both examples, the musical content of the song is consistent
with Ashiq Imran’s performance, and in J. Mehdipur’s notation, the poetic
text (“Mountains” with the radifil gerayl) also coincides. The difference
is first of all in the variation of instrumental interludes between verses, as
well as in the transitions between verses. For example, the third verse of
the first stanza is sung once by Ashiq Imran, and the fourth verse is sung
after the instrumental transition. In J. Mehdipur, this verse is given twice
in vocal-instrumental form.

Example 1. C. Mehdipour. Musical mods of ashiqgs. “Bash Dubeyti”
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In T. Mammadov’s notation, there is no instrumental break between the
third verse and the fourth verse, but here each verse is given only once vocal-
instrumentally.
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Example 2. T. Mammadov. “Azerbaijani love creativity”. “Dubeity”.
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These differences can be considered as variants arising from the individual
performance style of each ashiq. It is known that in the art of performance, each new
performance of the same music creates a new version of interpretation. If we take
into account the orality factor in the ashiq art, each new performance also turns into
anew version. Of course, this cannot be applied to all performances. New versions
are musical samples born from the individual creative potential of master artists,
which are loved by the people and need to be played many times, and as a result,
they live in the repertoire of other lovers and become famous. “Imran Dubeyti”
song is one such example. It is this fact that determines the creation of versions of
songs that are connected with the name of master ashigs and get a license for life.

Conclusion.Thus, the visible picture once again proves that the study of ashiq
songs not only opens up new perspectives, but also enables the identification of
existing gaps. In particular, these gaps appear during the examination of the
available information on the names of the ashiq spells and reveal that there are
many controversial points. As a result, musicological research on ashiq music is
misguided, drawing conclusions based on inaccurate factual sources or information.
It is possible to get the correct position among the names and variants of ashiq tunes
by examining the available information about the tunes, as well as by analyzing
the musical content and making a comparison based on these criteria. Because,
despite being recorded later than other types of folk creativity, the art of music has
an important aspect that does not fit into any distortion and precisely preserves the
ethnic national thinking in the most stable way. From this point of view, it is possible
to reveal every field of folk music, including the origin, initial example, and variant
character of the ashiq songs, precisely by analyzing the musical language.
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Nails Rohimboayli (4zarbaycan)

ASIQ HAVACATININ KLASSIFIKASIYASI

VO VARIANTLILIQ PROBLEMININ HOLLINO DAIR

Asiq sonatindo klassifikasiya mosalolori olduqca genis vo miihiim
todqgiqat obyekti kimi bir ¢ox elmi arasdirmalarin asas movzusuna cev-
rilmigdir. Sinkretik sonat sahasi kimi 6zlindo hom poetik, hom do musiqi
janrlarini ehtiva edon asiq sonatinin arasdirlmasi filologiya, folklor, teatr,
tarix kimi elm saholorinin alimlori toraofindon aparilmisdir. Bu arasdirmalar-
da klassifikasiya problemi todqigatin aid oldugu elm sahasindon vo todqiq
edilon obyektdon asili olaraq miixtslif meyarlar tizro holl edilmisdir. Klas-
sifikasiya mosalosinin holli asiq sonatindo osas etibarilo filoloq vo musi-
qistinas alimlor torafindon aparilmisdir.Etnomusiqisiinasligin asas prinsipi
musiqi hadisasing aid oldugu miihit daxilindo yanasma tolob edir. Bu yanas-
ma asiq havalarinin klassifikasiyasinda vo xiisusils variantliliq probleminin
hoallindo miihiim shomiyyst kasb edir.

As1q havalarinin yaranmasi soanatin 6zl kimi qadim kdklors dayanir
vo bilavasito xalqin tarixi ilo six baghdir.Asiq havalarinin regional me-
yarlar iizro klassifikasiyas1 daha doqiq informasiyani 6ziindo ehtiva edir.
Belo ki, asiq miihitlorini 0yronon aragdirmalarda homin miihite xas olan
hava repertuarinin da tosbit edilmaosi osas mogsadlordon biridir vo natico
etibarilo janr rongarangliyini do miisyyanlasdirmoyo imkan verir. Bu aras-
dirmalarda homg¢inin miihitlorarast olagolorin hava repertuarinda 6ziinii
gostormosini do geyd etmok lazimdir. Belo ki, klassik asiq havalar1 hesab
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edilon Divani, Gorayli, Tocnis va s. biitlin miihitlor {i¢lin xarakterik oldu-
gu halda, Saritel, Colili, Sorili kimi havalar cografi baximdan qonsu olan
miihitlor {iclin (Borgali, Qazax, Godoboy, Tovuz, Goy¢o) miistorok reper-
tuar hesab edilir.

Asi1q havalariin adlari, variantlar1 arasinda diizgiin movqeyin oldo
edilmosi ise havalar haqqinda movcud informasiyani arasdirmaqla yana-
s1, musiqi mozmununun tohlili vo miigayisonin mohz bu meyarlar iizorino
qurulmasi ilo do olde etmok miimkiindiir. Ciinki, xalq yaradiciliginin diger
novlorino nisboton daha gec yaziya alinmasina baxmayaraq, musiqi sonati
he¢ bir tohrifo sigmayan vo mohz etnik milli tofokkiirii 6zlindo on sabit
sokilda qoruyub saxlayan miihiim cohato malikdir. Bu baximdan xalq mu-
siqisinin hor bir sahasini, o ciimlodon, asiq havalarinin da mongoyini, ilkin
nlimunasini, variantlagma xarakterini mohz musiqi dilinin tohlili ils tizo ¢1-
xarmaq mimkiindiir.

Acar sozlor: asiq sonati, xalq musiqisi, havacatlarin variantliligi, poetik
motn, instrumental ifaciliq.

Haunsa Parumoeitam (Azep0Oaiiazkan)

KIIACCUDPUKALUA AITYT'CKUX HAIIEBOB 1

PEIHNEHUE ITPOBJIEMbI BAPUAIIMOHHOCTHU

Bomnpocsl knaccupukanuu B alryrcKOM HMCKYCCTBE CTalldi OCHOBHBIM
IIPEAMETOM MHOTHX HAy4YHBIX MCCIIEIOBAaHUM, TaK KaK SBISAETCS JOCTATO4-
HO IMPOKHUM U BAXKHBIM 00BLEKTOM HUCCIICJOBaAHMUAA. I/ISy‘ICHI/IeM Alryrckoro
UCKYCCTBAa, KAaK CHHKPETHUYECKOI 00JIaCTH B UCKYCCTBE, BKIIOUAIOLIETO KaK
MO3TUYECKHE, TaK U MYy3bIKaJbHbIE )KAHPBI, 3aHUMAJIKNCh y4YeHbIE (PUII0II0-
T, (OIBKIOPUCTHI, TEATPOBEAbI M UCTOPUKH. B 3THX uccienoBaHMsIX 3a-
Jlaya KiaacCU(pUKaLUKU pelaiach 1o pa3HbIM KpUTEPUSIM B 3aBUCHUMOCTH OT
TOM WM MHON 00JaCTU HAyKH, K KOTOPOM OTHOCHUTCSI HMCCIIEAOBAaHHE, U3-
ydaeMoro oobekra. Pemenuem Bonpoca kiaccupuKaluy B UCKYCCTBE ally-
TOB 3aHUMAJIUCh NIPEUMYIIECTBEHHO (UIIOIOrH U My3bIKOBeAbl. OCHOBHOM
MPUHIIUIT ’THOMY3BIKOJIOTUU TPEOYeT MOIX0/1a K MY3bIKaJIbHOMY SIBIICHUIO
B €r0 KOHTEKCTE. DTOT MOAXO UMeEeT O0JIbIIIOe 3HAYeHHE TPU KilaccupuKa-
MU BApUAHTOB.

Kak m caMo amryrckoe MCKyCCTBO, alllyTCKH€ HAIlleBbl UMEIOT JPEBHHE
KOPHU ¥ TECHO CBSI3aHbl ¢ uctopueit Hapoaa. Kiaccudukanus HaneBoB 1Mo
pEervoHaNbHBIM PU3HAKAM COJCPXKUT OoJiee TouHYI0 nH(popmanuio. Takum
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o0pa3zoM, B JJAHHBIX HCCJIEIOBAHMSIX, OJHOW M3 OCHOBHBIX 3a/1a4 SIBIISCT-
Cs OTIpE/IeNICHUE perepTyapa cnenuGpuIHbIX I JaHHOUAITYTCKOW Cpebl,
9TO, KaK CIEJACTBUE, MO3BOJIICT OMPEICTUTh X KaHPOBOE MHOTOOOpasue.
Onupasick Ha Hay4HbIE HCCIEIOBAaHUSA, HEOOXOIUMO TaKXKe YIMOMSHYThH O
MPOSIBIEHUH MEXKaHPOBBIX CBSI3€H B MCIOJHUTEIBCKOM penepTyape. Taxk,
JuBanu, I'epaitnu, TagKHUC U Ap., KOTOPBIE CUMTAKOTCS KJIACCUYECKUMU
AlIyICKUMM HAleBaMU, OHU SBJISIIOTCS COCTABHOM YACThIO AIYTCKOTO pe-
nepryapa, HE3aBUCHMO B Kakoi cpene oHH GopMupoBaiIuchk: CapuTensb,
Joxanunm, Hapunu. OHKU CYUTAIOTCS COBMECTHBIMM M UCITOJTHSIOTCSI BCEMHU
amryramu, reorpadudecku cocennux pernonoB (bopuanserl, ['azax, I'egabei,
Tosy3, I'eiiua).

TouHnoCTh Ha3BaHWI U BAPUAHTOB TE€X WM MHBIX AlllyTCKUXHAINIEBOB BbI-
SIBJISIETCS] TIPU M3YYEHUU TEOPETUUYECKOM aHAJIU3€ MEJOJUM, a TaAKXKe MY3bl-
KaJIbHOTO COZIepKaHus, TpU HEOOXOIUMOM CPaBHEHHH ATHX K€ KPUTEPHil.
HecMoTpst Ha TO, 94TO MCTOPHUST HOTOMHMCH OOpPA3IOB alTyrCKOTO MCKYCCTBA,
HaIeBbl, B CPABHEHUU C JPYTUMHU 00pa3liaMy HapOAHOTO MY3BIKAJILHOTO HC-
KyCCTBa, OTHOCSTCSI K 0o0Jiee MO3THEMY TEPHOAY, 3/IeCh UMEETCS Ba)KHBIM
ACTEKT, KOTOPHIH 3aKITto4aeT B cede Hanboiee yCTOWIMBOE COXpaHEHUE YTHH-
YECKOI0 HAIMOHAJIBHOTO MY3bIKAJIBHOTO MbIILICHH. C 3TOW TOYKHU 3pEHUS,
MMEHHO IyTE€M aHaJIu3a MY3bIKAJIbHOTO S3bIKa U TEOPETHYECKOrO aHaJIn3a,
MOXXKHO M3YYUTh KOKIyH 00JaCTh HApPOJHOTO MY3BIKAJIHHOTO TBOPYECTBA,
BKJIIOYAsi MCTOPHIO, IE€pPBOHAYAJIbHBIE OOpa3Ilbl, a TaKXKE BapUAHTHOCTh
alIyrCKUX HaIlleBOB.

KurouyeBble €j10Ba: alryrckoe MCKYCCTBO, HApOAHAs My3bIKa, BApUAHT-
HOCTb HaIl€BOB, MOATUYECKUM TEKCT, UHCTPYMEHTAIbHOE UCIIOJHEHUE.
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