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ABSTRACT. Two generative models of Uzbek musical culture emerged in the context of the coexistence

of a traditional system, professional oral tradition music (a term by Faizulla Karomatov), and European-style
compositional thinking. Based on this fact, the object of study is the work of contemporary Uzbek composers,
focusing on their working methods centered on the interaction between Eastern and Western musical
traditions. The relevance of the article stems from the need to understand the integration of traditional

sound structures into compositional practices, as well as the mechanisms of their transformation. A balance
between historical heritage and innovative techniques is an important prerequisite for modern national
schools of composition.

The methodology of the study is supported by the concepts of musical invariants and generative systems.
Based on this, the structural and compositional principles of magom' and katta ashula® are analyzed, as well
as their adaptations by composers in the symphonic genre. Historical, stylistic and comparative methods
are used.

The basic questions addressed in the work concern the evolution of the national Uzbek compositional

school. The first experiments, started in the second half of the 20th century, are characterized by the citation
of magom material, as well as the emergence of more complex forms of its synthesis with Western musical
schools. Examples of the works of composers Rustam Abdullayev, Mirsadyk Tadjiyev, and Jahongir Shukur

are demonstrated as various strategies for integrating traditional musical elements into original compositions.

As a result of the conducted study, it can be argued that contemporary Uzbek musical culture represents

a rather dynamic creative system, where the principles of professional music of the oral tradition form

new polyphonic structures, notational expansions, and timbral solutions. Thus, the practical significance

of this work will make it possible to apply the principles described in the study in composing education

and technique, including the performing practice. In addition, further study of the mechanisms of interaction
between Uzbek musical traditions in a global context will be productive.

1 Magom (literally from Arabic means “place, station”)
is a genre of classical music prevalent in Uzbek culture.
Source: Radjabov, Iskhok. Makomlar [Magqoms].
Tashkent, Sanat, 2006, p. 11-12. (In Uzbek)

2 A type of traditional chant among the peoples
of the Ferghana Valley of Uzbekistan. Source:
ru.wikipedia.org/wiki/Katta_awyna. (In Russian)

SARYN INTERNATIONAL PEER-REVIEWED JOURNAL



ISSN 2960-2351 (oHnaiiH) ISSN 2960-2343 (6acbinFaH) N2 1. 2025 C ;apyn

UDC 781.7
DOI 10.59850/SARYN.13.1.2025.264

LWownncra WWapagpytanHoBHa MaHnxaHoBa

©HepTaHy AOKTOpPbI, ©36eKCTaH MEMIEKETTIK KOHCEPBaTOPMACHIHbIH, My3blKa TapuXbl
XaHe CbiHbl kadeapacbiHbiH npodeccopbl (TalikeHT, ©36ekcTaH)

ORCID ID: 0000-0003-3197-0774
email: shoyagan73@gmail.com

©3BEKCTAHHbIH, MY3bIKAJIbIK,
MSAEHUETIHIH, EKI
TYbIHAATYLLIbI MOAEI

Asmop Ko/ka3baHbiH COHFbl HYCKACbIH 0KbIN, Maky0adsl xaHe Myddesiep kakmoifeiCbl XoK 0en Maaimoelioi.

Pepakumsra Tycti: 19.11.2024
BacbinbimMFa Kabbiiganabl: 13.03.2025

@oee

© 2025 The Author(s). Published by Kurmangazy Kazakh National Conservatory. This is an Open Access article distributed under the terms of the Creative
Commons Attribution-NonCommercial-NoDerivatives License (http://creativecommons.org/licenses/by-nc-nd/4.0/), which permits non-commercial re-use,
distribution, and reproduction in any medium, provided the original work is properly cited, and is not altered, transformed, or built upon in any way.

SARYN XANBIKAPANBIK PELEH3UWANAHATbBIH XYPHADN 39



(Sa[’yn N2 1. 2025

40

laHWxaHoBa, LLonncTa. «©36eKCTaHHbIH My3blKasblK MIAEHWETIHIH, eki TyblHAATYLLbI
mogaeni». Saryn, 1. 13, N2 1, 2025, 37-50 6. DOI: 10.59850/SARYN.13.1.2025.264.

(AFblNWbIHLLIA)

TIPEK CO34EP ©36eKCTaHHbIH, My3blKa/blk, M3EHMETI, TybIHAATYLLUbl MOZEI, aybl3Lua ASCTYPAIH,
KCiBN My3bIKacbl, XXaHALLbIN TEXHUKA, MakoM, My3blKablk MHBapWaHTTap, e36ek

KOMMO3UTOP/IbIK MeKkTebi.

PeLieH3eHTTepre maTepranibl MyKUAT 3epTTereHi XkaHe OHbl XKakKcapTyfa KemeKTeckeH
KyHAbI Nikipaepi ywiH anfbicbiMAbl 6ingipemiH. Banepus EpumosHa HegnvHara
Makasia MacesnenepiHe TepeH HolinaraHbl XaHe FblIbIMU PeAakLMACh! YLLiH epeKLue
anfbICbIMAbI BingipeMiH. binikTi, cabbipbl xaHe kacibu pegakTop Jamup [yriceHoBnY
YpazbiMbeToBKe A& anfbiCbiMAbl Binipriv kenegi.

AHAATMA. ©36eKCTaHHbIH, My3blKasblK M3AEHUETIHIH, eKi TybIHAATYLLbI MOAENT ASCTYPI XYMEHIH, aybl3wWwa
[9CTYPAiH, KaCiby My3biKacbiHbIH (Palizynina KapoMaToB TEPMUHI) XaHe KOMMO3NLMANBIK OMNayAblH eyponabik
TUNIHIH, KaTap eMip cypyi XafaarbiHAa kanbintacTbl. Ocbl GakTiHi Heri3re ana oTbipbIn, aBTOp By 3epTTeyiHAe
kasipri 3amMaHHbIH ©36eK KOMMO3MTOPAAPbIHbIH, LblFapMalLbliblFblH O6bEKT peTiHAe aHblKTanabl, an NaHi
LLbiFbic NeH baTbICTbIH, My3bIKasbiK 49CTYpAepiHiH 63apa 6aliinaHbiCcbiHa baFbITTasfaH onapablH XXyMbIC

a4ictepi 6osbin Tabblnagbl. MakanaHbiH, ©3eKTinir 49CTypi AblObICTbIK KYPbIIbIMAAPABIH, KOMMO3UTOPbIK,
ToXipubere KipiryiH, COHAaN-aK onapAbl TYPAEHAIPY TETIKTEPIH TYCiHY KaxeTTiniriHe 6aknaHbIcTbl. Tapuxm Mypa
MeH >KaHaLlbll TeXHVKa apacbiHAaFbl Tene-TeHAiK Kasipri yATTbiK KOMMO3UTOP/IbIK, MEKTEMNTEP YLUiH MaHbI3Abl
WwapT 60bIN Tabbliazbl.

3epTTey aaicTemMeci My3blKasblK MHBapVaHTTap MeH TybIHAATYLLbI XXyienep yFbIMAapbIMeH KaMTamachi3
eTinreH. OCbIHbIH, HETI3IHAE MAKOM MEeH Kamma awy/1a KypblibIMAbIK XeHEe KOMMO3NLMA/bIK MPUHLMNTEPI,
KOMMO3UTOPAapAbIH CMMDOHUANBIK XaHpFa berimaeynepi TangaHasbl. Tapuxmn-CTUAbAIK XaHe casbiCTbipMabl
dicTep KoNAaHblIaab!.

XKyMbICTa KeTepiareH Herisri Macenenep yATTblK ©36ek KOMMNO3UTOPJIbIK MEKTEDIHIH, 3BONOLIMACEIHA KATbICTbI.
XX facblpAblH, eKiHLLi XapTbiCbiHAA BacTanfaH anfallkpl TaXipubenep MakoM MatepuangapbiHa cinteme
»acayMeH, COHZaln-aK OHbIH, 6aTbiC My3blKablk MeKTeNTePIMEH CUHTe3AeNYiHIH Kypaeni GopmanapblHbiH,
narga bonybiMeH cunattanagbl. Komnosutopaap Pyctam Abaynnaes, Mupcagpik Tagxues, XaxoHrup LLykyp
LUbIFapMaLLbI/IbIFbIHbIH, YATIEPI ASCTYPAI My3blKablK 3N1eMeHTTepAi To TyblHAbINapFa BipiKTipyaiH sapTypAi
cTpaTervsanapbl peTiHie KepceTiireH.

3epTTey HaTUXeCiHAe Ka3ipri ©36ek My3blKasblK MaAEHMETI alTapAblKTan cepniHai WblFapMaLlblibIK Xylie
Jen anTyfa 6onagbl. MyHAa aybi3lwa ASCTYPAiH KaCiby My3blKacbiHbIH MPUHLMATEPI XaHa NOANGOHNUANBIK
KyYPbINbIMAAPAbI, HOTabIK Xa3yAbl KeHeNTyAi, TeMbpAik WeLiMaepsi Kanbintactoipagbl. OcbinanLua,

6Y/1 XKYMbICTBIH, NMPaKTUKaNblK MaHbI3AblIbIFbl 3epTTEYAEe CUMNaTTasfaH NPUHLMNTEPA] KOMMO3MTOPIbIK 6ifim
MeH TexHVKaga, COHAal-ak opbIHAAYLLbIbIK TaXipnbeae KonaaHyfa MyMKiHaik 6epeai. CoHbIMEH KaTap,
©36eK My3bIKa/blK A4ICTYPAEPiHIH ©3apa apeKeTTecy MexaHn3MAepPiH XKahaHAblK KOHTEKCTe oZaH api 3epTTey
HaTWXKeni bosmak,.
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laHuxaHoBa, LWonncTa. «/lBe nopoxjatoLive MOAeNN My3blKasbHON KyAbTypbl
Y36ekucraHa». Saryn, 7. 13, N2 1, 2025, c. 37-50. DOI: 10.59850/SARYN.13.1.2025.264.

(Ha aHranmnckom)

KHOYEBBIE C/TOBA My3blKa/JibHaa KyabTypa y36eKI/ICTaHa, AB€ nopoXjarowne moaenu,
I'IpOd)eCCI/IOHaanaﬂ My3blKa yCTHOI7I Tpaanunm, HoBaToOpPCKUE TEXHUKK, MaKOoM,
My3blKa/bHble UHBapWaHTbI, y36eKCKaﬂ KOMMO3UTOpPCKas LWKoAna.

baArogArPHOCTU Bblpaxaro NPU3HaTENIbHOCTb PeLeH3eHTaM 3a BH/MaTE/IbHOE U3y4YeHne
MaTtepuana, LeHHble 3aMeYaHuns, CI'IOCO6CTBy}OLLI|I/Ie yayyleHuro nccnejoBaHna.

Ocobyto npu3HaTeNbHOCTb Bblpaxato Banepumn EdrmosHe HegnmHoi

3a rybokoe norpyeHuve B npobaemaTviky CTaTbl M HayYHOE pesakTUpoBaHue.
Bnarogapto Takke Jamupa [lyiceHoBnya YpasbimbeToBa — TeprennBoro

1 NpodeCccMoHaNbHOrO pejakTopa.

AHHOTALMA. [lBe nopoxaatoLme Mogenu My3blkaabHOW KybTypbl Y36ekuctaHa chopmMmpoBanncs

B YC/IOBUAX COCYLLECTBOBAHUSA TPAAVNLIMOHHOM CUCTEMbI, MPOPECCMOHANBHOW My3bIKW YCTHOM TPaanLMn
(tepMuH Pain3ynnbl KapomaToBa) 1 eBPOMENCKOro Tmna KOMMNO3MTOPCKOro MbltieHns. Onmpasnch Ha AaHHbIN
baKT, aBTOp B HacToOALLEM UCCAEA0BAHUN TBOPYECTBO COBPEMEHHbIX Y36EKCKMX KOMMO3UTOPOB onpesenseT
06BEKTOM, a NMPEAMETOM — UX METOZAbI PabOTbl, COCPELOTOYEHHbIE HA B3aUMOZENCTBMN BOCTOUHOWN

1 3anazHoN My3blKalbHbIX TPaANLMA. AKTYaNbHOCTb CTaTbW 0BYC/IOBAEHa HEOBXOAMMOCTBIO OCMbICNEHNA
WHTerpaumm TpaanLIMOHHbIX 3BYKOBbIX CTPYKTYP B KOMMO3MTOPCKME NPAKTUKK, @ TakxKe MexaHWU3Mbl

nx TpaHchopmaLmn. banaHc Mexay MCTopuYeckMM HacaeAreM U HOBAaTOPCKUMM TEXHMKAMM — 3TO BaXKHOe
yC/0BWE A/l COBPEMEHHbIX HaLMOHa bHbIX KOMMO3UTOPCKUX LLKOI.

MeTogonormsa ncciesoBaHns obecneunBaeTcs KOHLEMLMAMMN My3blKalbHbIX MHBAPVMAHTOB 1N MOPOXKAAHOLLMX
cncTeM. Ha OCHOBE 3TOr0 aHaNM3MPYrOTCS CTPYKTYPHbIE Y KOMMO3MLMOHHbIE MPUHLMMBI MaKoMa v kamma
awyna, a Takxke Ux aganTaLmm KOMAo3uTopaMy B CUMGOHNYECKOM >KaHpe. MpUMEHSHOTCS NCTOPUKO-
CTUNEBOV N CPABHUTE/IbHBIV METOZAbI.

BasvicHble Bonpockl, 3aTparneBaemble B paboTe, KacatoTCs 3BOJIOLMM HaLMOHa bHOW Y36eKCcKow
KOMMO3MTOPCKOIA LUKOJIbI. MepBble 3KCMepUMeHTbI, HauaTble BO BTOPOW MOOBUHE XX BeKa, XapakTepusyotcs
LMTMPOBaHMEM MaKOMHOIO MaTepuana, a Takxe nosBieHnem bonee CNOXHbIX POPM ero cMHTesa

C 3anagHbIMU My3blKabHbIMU LKoAaMU. MprMepbl TBOpYecTBa KOMNo3MTopoB Pyctama Abaynnaesa,
Mwupcagbika Tagxmvesa, XaxoHrupa LLykypa AeMOHCTPUPYHOTCS B KaUeCTBe Pa3/IMUHbIX CTpaTeruni
WHTEerpauum TpaguLMOHHbIX My3blKaJlbHbIX 3/IEMEHTOB B @aBTOPCKME MPOV3BEAEHUs.

B pe3ysbTaTe NpoBeAeHHOrO NCCEA0BaHUS MOXHO YTBEPXKAATh, UTO COBPEMeHHas y3bekckas My3biKasbHas
Ky/bTypa NpeAcTaBaseT COBOW AOCTaTOUHO AVHAMUYHYHO KPeaTVBHYH CUCTEMY, FAe MPUHLMMbI
NpodeccnoHanbHOM My3bIKW YCTHO TPaauLIMn GOpPMUPYHOT HOBbIE MONMPOHUYECKME CTPYKTYPbI,
pacluMpeHne HoTauuy, TEMBPOBbIe peLleHns. Takum 06pa3om, NpakTMyeckas 3HaUMMOCTb HaCTOsALLLEH
paboTbl MO3BONT NMPUMEHSTb OMMCaHHbIE B MCCAE40BaHMN MPUHLMMLI B KOMMO3MTOPCKOM 06pa3oBaHum

N TEXHWKE, a TakKe B MCMOTHUTENbCKON NpakKTvKe. [TOMUMO 3TOro, MPOAYKTUBHO ByAeT v AanbHelllee
U3y4yeHne MeXaHV3MOB B3aVIMOAENCTBUSA Y36eKCKMX My3blKalbHbIX TPAANLIMIA B TN106aNbHOM KOHTEKCTE.
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In the last decade, the problem of the invariant has been comprehensively studied

in musicology, especially in Russian-speaking environment. Of the two fundamental
questions of music analysis — how is it done and why? — studies of invariants primarily
address the first question, but also lead to highly significant existential art problems:

the continuity of generations of musicians, the interaction of traditions and styles,
interpretation and musical content, and so on. These problems are particularly
pronounced in those traditions and styles where two or more invariants interact,
including almost all national schools of composition. Moreover, the further apart

the genetically generating models are, the more complex and dialectical their interaction
becomes in compositional creativity. The work of contemporary Uzbek composers serves
as an example of a multi-layered interaction of invariants from Western and Eastern
traditions, built on non-linear connections.

Before we turn directly to music, it is necessary to build into the methodology of our
analysis an understanding of invariants and their functioning in musical art. It is quite
indicative that the musicologist Firuz Ulmasov put forward his definition of an invariant
to the title of an article devoted to the results of a recent conference — “the principle
of modeling the musical process” (Ulmasov 30). Consequently, a generative model
is a certain plan or sum of vectors that direct compositional thinking. Discussing musical
thinking in general and its function of creating music in particular, Mark Aranovsky
formulates the concept of a “generative system” — interconnected principles of pitch
and temporal organization that form a style. At the heart of his reasoning stands
the major-minor system of functional harmony and the related “principles of constructing
the 'horizontal’, that is, the temporal unfolding of the text” (Aranovsky, Thinking,
Language, Semantics 94). Of course, the generative system of endogenous traditions
of Central Asia, including Uzbek, differs significantly from the homophonic-harmonic
style of classical-romantic music, but for our approach it is essential that the sum
of the principles of any musical generative system regulates pitch and time relations
and processes. According to M. Aranovsky, all elements or “operands” of the system
(including mode, rhythm, form, texture, instrumentation, and agogics) are united
by a “complex picture of multiple relations” in which “each tier is essentially complex”
(Aranovsky, Music. Mind. Life 111). Accordingly, the musical process that unfolds
the principles of the system is very complex and multi-layered.

In Uzbek musicology, an approach has been developed to assess the modern national
school of composition as a separate tradition: “One Culture — Two Traditions.”

That's how Natalia Yanov-Yanovskaya titled one of her iconic works (Yanov-Yanovskaya,

Magom Traditions 213). It is customary to associate all the traditions that form the system

of Uzbek traditional music® with a monodic type of thinking, and the compositional
school with polyphony. Summarizing

3 This, in addition to ritual folklore and various regional the diverse musical and cultural traditions

song folklore traditions, is undoubtedly the art . . . . .
of magom, represented by four regional types: (a term by Jivani MIkhaI|OV), Violetta

Bukhara Shashmagom; Khorezm maqom, also called Yunussova proposes a systematization

"six and a half magoms" (olti yarim maqom) or dutar . C . .

magqoms; Ferghana-Tashkent maqoms; Uzbek of Comp05|tlona| thmkmg In two types
Shashmagqom, representing a kind of generalizing of composition: traditional and European—
branch that arose thanks to the activities of Yunus .

Rajabi. oriented (Yunussova 539). The latter,
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although it rejects the oral and anonymous (or pseudo-anonymous) nature of creativity,
often incorporates such an essential feature of traditional composition as a fundamental
reliance on regional forms of music-making and the instruments associated with it.

As in many other Central Asian republics, the formation of a national compositional
school in Uzbekistan, especially in the late Soviet period (approximately since the late
1960s), is associated with reliance on compositional principles not of folklore,
but of the classical traditions of magom, that is, professional music of the oral tradition®.
N. Yanov-Yanovskaya draws attention to the importance of the principles and patterns
of magom art in the development of the symphonic genre in Uzbekistan, observed
since the late 1960s, and as early as 1975 introduces the concept of “magom
symphonism” (Yanov-Yanovskaya, Magom Traditions). It emphasizes the fundamental
difference between a whole spectrum of techniques of thematic development,
its temporal unfolding, and textural realization, when compared to European symphonic
thinking. These distinct approaches generate unique types of polyphonic texture, which,
while bearing some resemblance to imitative and contrasting polyphony in European
music, are ultimately dissimilar. Musicologists of Uzbekistan, actively operating
with the concepts of monody and polyphony, also offer the definitions of “polymonody”*
and "monodic polyphony” as ‘working’ terms (Yanov-Yanovskaya, The Wealth of Diversity 7).

Scholar Marina Drozhzhina identifies the prerequisites for polyphonic thinking
in traditional monodic music, which she differentiates “into internal ones, associated
with the modal intonation, metro-rhythmic, structural-melodic organization of monody,
and external (textural), associated primarily with performance practice (various types
of ensemble music-making, sound production techniques on plucked string instruments,
etc.)” (Drozhzhina 133). Essentially, composers revealed aspects inherent in the generative
system of maqgom, but previously unrealized in the practice of traditional music-making.

These processes can be compared with the development of compositional thinking
in neighboring Kazakhstan. As early as the 1930s, Boris Asafyev wrote to the researcher
of Kazakh music Alexander Zatayevich about the great symphonic potential inherent
in dombra miniatures known as kuis (Asafyev). Since the 1950s, composers began actively
searching for ways to symphonize kui. Although the concept of "kui symphonism”
sometimes appears in the works of Kazakh musicologists, it has not gained widespread
acceptance in contemporary practice. Marlena Kokisheva classifies the the genre
of symphonic kui, which was formed in the early 1960s and is still quite popular among
composers, as a form of proto-symphonism. She further identifies this genre as a fusion
of three distinct genre models: symphonism, concert characteristics, and kui-related
elements (Kokisheva 22). However, only the latter remains an obligatory criterion,
manifesting in unique formal structures, thematic development, and textural approaches.

The formation of a new genre does not yet reflect the completion of the creative
method. The search for a synthesis of generative models from European and traditional
music did not yield immediate results. For instance, conductor Zakhid Khaknazarov,
while giving a generally positive
assessment of the Symphonic 4 Aterm introduced by Faizulla Karomatov
expolorations of Uzbek composers and Tamara Vyzgo.
in the 1970s, believed that at times 5  Aterm by Tukhtasin Gafurbekov.

SARYN INTERNATIONAL PEER-REVIEWED JOURNAL
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they only “"develop thematic material from magoms in symphonic form” (Khaknazarov 14).
It seems that Z. Khaknazarov was partly right, because at that time most composers tried
to transfer some part of a magom to the symphonic score as an integral phenomenon
of traditional art. Indeed, this does not yet give grounds to speak of a magom symphony.
At the same time, in M. Tadjieyv's symphonies, the reliance on magom form-building
is increasing — the isolation of the culminating sections (in auj® magoms), the division
of the melodic structure, and the introduction of new material (in magom — the emergence
of a new part). The acutely conflicting dramaturgy associated with the change of tempo
in the development parts can also be correlated with the principles of magom thinking,
where ufar” serves as a reinterpretation of the previous shu'be® at a faster tempo.

Thus, the initial stage of mastering traditional compositional thinking,
along with its generative models, is associated with experiments in the field of form-
building and dramaturgy, which, on the one hand, differ from typical European principles,
and, on the other, intersect with them. The subsequent adaptation of the traditional
composition was aimed at developing new, organically appropriate types of polyphonic
texture. For instance, composer R. Abdullayev, focusing on the style of D. Shostakovich,
relies on the melody of the Khorezm bakhshi® in his Polyphonic Symphony for String
Orchestra (1977). Its texture is a complex polyphonic structure, based on the national-
traditional monodic modal-harmonic unfolding. This principle proved to be quite stable,
which speaks to its artistic value and rightness. For example, R. Abdullayev develops
it further in the cycle 24 Fugues (2010).

Experiments in the field of writing and musical composition are continued
in the direction of compositional technique. For many composers of the 1970s
and later, familiarity with the techniques of the European avant-garde opened new
horizons for experimentation. As early as the 1960s, Albert Malakhov realized the idea
of synthesizing serial technique, introducing its orchestral texture not by a rational
method, but through the meditativeness inherent in magom art. His “experience
in applied genres led to the formation in the Uzbek school of composition of a distinctive
national style and artistic language, stylistics, and innovations in the field of rhythm,
texture, harmony” (Ganikhanova 189). The comparison of generative models is possible
not only synthetically (simultaneously), but also analytically (diachronically). For example,
Boris Gienko, in his Fifth Symphony (1973), uses the principle of genre modifications,

_— . o contrasting the monodic recitativeness
6 The culminating point of a music piece. Source:

Radjabov, Iskhok. Makomlar [Magoms]. Tashkent,
Sanat, 2006, p. 32. (In Uzbek)

of the main part with the ariosity
of the homophonic-harmonic style

7 A vocal piece of a dance character from ;
the Shashmagom cycle. Source: Abdullayev, Rustam. in the secgnd. o
Osnovy uzbekskoi traditsionnoi muzyki [Fundamentals Mastering the norms of traditional
of Uzbek Traditional Music]. Tashkent, Musika, 2022. iti t I ti t I
(In Russian) composition naturally continues at smaller
8 A vocal composition of the Shashmagom maqom cycle. CompOSItlonaI levels: mtonatlon—rhythmlc
Source: Abdullayev, Rustam. Osnovy uzbekskoi and timbre-sound. Such ‘immersion’
traditsionnoi muzyki [Fundamentals of Uzbek Traditional . h . | f
Music]. Tashkent, Musika, 2022. (In Russian) Into the composmona norms or maqom
9 A folk singer and performer in the culture of the Turkic undOUbtedly brmgs composers work

peoples. Their art was associated with the traditions
of shamanism, as it was believed that with the help
of music, bakhshi could cure diseases.
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in the early stages of Soviet musicology, Izaly Zemtsovsky draws special attention
to the fact that genre in folklore is conditioned and manifested through specific
intonation-rhythmic stereotypes, which he calls melodic types: “Only those models
of genre that are concretized at the level of a certain melodic type or a certain ‘family’
of melodic types are truly generative” (Zemtsovsky 63). Foreign researchers Peter Boot,
Anja Volk and W. Bas de Haas come to a similar idea, having identified classes of Danish
folk songs related to genres through statistical analysis of 360 samples (Boot, et al.).
In composer creativity, the melodic types of magom manifest not in direct quoting,
but in the free manipulation of them as their own material.

A striking example of immersion in tradition is the work
of the young Uzbek composer Jahongir Shukur (b. 1981).
Being one of the founders of the Omnibus ensemble
and the artistic movement associated with it, he gravitates
toward a kind of ‘scientific approach’ to creating compositions
in line with the contemporary artistic Western European trends.
In his works one can find examples of the manifestation

Fig. 1. QR for Sofiya

. .. .. Levchenko’s performance
of generative models of traditional composition both of J. Shukur's Three

at the intonation-rhythmic and timbre-sound levels. The scientific ~ Miniatures for Violin

nature of his approach is manifested not so much intuitively, solo. YouTube, uploaded

) ] ; ) by Academy
but in conscious mastering of melodic types. For example, of Contemporary
the Omnibus Laboratorium website provides ornaments '1\/(')“5"5 Omg'buzsém
. .. . ecember ,
and strokes of outstanding magom musicians, Turgun Alimatov youtu.be/keWC2tcna7k.
in particular, and their transformations in the interpretation Accessed 20 October 2024.

of Sofiya Levchenko (see Fig. 1).

In Three Miniatures for Violin by J. Shukur, magom melodic types are presented within
the context of “musical time compression” (Aranovsky, Thinking, Language, Semantics
155). The composer frequently uses the ornaments of the outstanding bastakor'
and musician of Uzbekistan, Turgun Alimatov. At the same time, the characteristics
of performing style, demonstrated by the traditional musician at the level of distinctive
sound production and intonation techniques, are transferred to the composer’s score
in precise fixation as microtemperamental melodic elements (ex 1).

rit.. 2V v

<‘7 me—d3’J+ +

Ex. 1: Examples of concrete implementation of magom melodic types.

Source: Jahongir Shukur. Three Miniatures for Violin.

Composer's manuscript. 2021. 10  Bastakor (from Tajik 'basta’ — to connect, and 'kor' -
work) was initially used to denote the creator
of a musical work, that is, a composer. However,
in musicology of the 21st century in Uzbekistan,

For such a fixation of the most subtle the two concepts are clearly distinguished: bastakor
microintonation techniques, J. Shukur uses is usually applied to musicians composing works based
X . . on traditional melodies, while composer is used
the teChanueS Of eXtended nOtatlon, WhICh in the European sense of the word.
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he explains as follows: “If we take into account that each step is 100 cents, special quarter-
flats denote sounds that are 50 cents apart from the neighboring ones. That is, the second
step seems to slide to the first, the sixth to the fifth, and so on. All sounds are performed
with a sliding motion to the main tone, and the sound can also slide from the main tone
to another.” Such modal organization under conditions of uneven temperament and its
associated performance techniques (microglissandi) are characteristic of the traditional
music of the Central Asian region and are often found in Bukhara Shashmaqom (ex 2).

B k. - 2 A tempo
“(® arco (+) e
/o . oI~ A , ‘
F— - = F . f 3
loji ] ——= ﬁ"l' J\\l
; N A N’ N’
;9 ~ f E—— mp

—_— P—
Ex. 2: Examples of characteristic microintonation techniques.

Source: Jahongir Shukur. Three Miniatures for Violin. Composer's manuscript. 2021.

The principle of Shashamagom dramaturgy became the leading one for the composer
in creating the concept of form-building — a unified musical formula is enriched each time
by expanding the tessitura and time compression. Written in the traditions of the European
form and principles of development, J. Shukur's composition has one of the leading
characteristics of magom art — rich emotional and figurative content with its clearly
expressed performance qualities: artistry, concert, spontaneity, immediacy,
and the instantaneousness of the expressive playing element. Furthermore,
the composer transfers the techniques of performance on the tanbur to the interpretation
of the violinist, the so-called 'tap’ — pressing the fingerboard with the left hand without
using the right hand.

Ornaments transferred to the sound palette of the violin, extracted from the timbres
of the tanbur, doira and sato (these are national instruments with completely different
sound and acoustic properties), do not create an impression of foreignness.

On the contrary, they sound organic. The use of European instruments ‘in the role’

of traditional ones is a fairly common technique among many contemporary composers,
who belong to non-European cultures. Scholars Aktoty Raimkulova and Raushan
Jumaniyazova refer to it as “timbre mimicry” (Raimkulova and Jumaniyazova 15). Timbre
and intonation techniques in this case are quite difficult to separate. Thus, in J. Shukur’s
Miniatures, the violin, imitating the timbres of the tanbur and sato, leads a melodic

line around the ‘D’ sound as the main tone, implementing the typical microintervallic
intonations and glissandi of the traditional instrument (ex 3).

The phenomenon of the creative style of J. Shukur is marked by tendencies
of interweaving the specifics of traditional music structure and performance on national
instruments through the acoustic sound of European string instruments (violin, cello
and double bass), and reproduces ornaments, rhythms, and embellishments of Eastern
music. An equally curious example of onomatopoeia is his Aks Sado for solo cello, where
the European instrument imitates the bowed Uzbek sato and gijak (Kutluchurina 93).
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Ex. 3: Examples of characteristic techniques of imitation of tanbur on violin.

Source: Jahongir Shukur. Three Miniatures for Violin. Composer’'s manuscript. 2021.

Historical transformations of the creative methods of Uzbek composers indicate
a certain stage-by-stage nature in the interpenetration of the generative models
of European and Uzbek music. A trajectory can be traced from direct copying of magom
themes and form-building to the gradual integration of the principles of monody
and polyphonic texture. At the present stage, the attention of composers is attracted
by the regularities of magom compositional thinking, manifested at the micro-level:
intonation-rhythmic and timbre-sound. All this testifies to the highly ramified dialectical
relations of generating models of different orders at different levels of composition,
inherent in the art of magom a priori and introduced into composer’s creativity
in increasingly complex compositional principles.

Traditional melodic types and methods of their specific unfolding in works serve
as a kind of indicators of musical and cultural tradition in compositional thinking.
Consequently, they require a special type of communication between the composer,
performer, and listener, in which musical and cultural competencies, that is, familiarity
with traditional music, play an important role. At the same time, the level of immersion
in culture certainly depends on the function of musical thinking: the creator of music
in such works is actually ‘fused’ with the tradition, the performer is required to understand
the basic compositional patterns of traditional art, and for the listener it will be enough
to have a general acquaintance with the perceived tradition on an intuitive and perceptual
level.

The studied problem of the interaction of generative models in Uzbek music raises
a number of further questions that go beyond the theory and history of music.
The polycultural nature of the creative method multiplies both the musical and extra-
musical meanings of a particular composition, actualizing semiotic issues. Questions
of interpretation are closely related to it. For example, how should musicians who are
not associated with the Uzbek tradition approach the performance of works based
on magom principles? The hermeneutic aspects of the problem, as well as a comparison
with the practice of other national schools of composition, can become the subject
of separate studies.
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