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abstract. The beginning of the twentieth century was marked by a very
important and significant event in the cultural life of Azerbaijan. In 1907,
Uzeyir Hajibayli wrote the opera “Leyli and Majnun”. It was the first opera in
the East. A new genre, mugham opera, was born. It was the first opera based
on national folklore.

Mugham is the principal musical material of the opera. It has been
performed for more than a century, but still, the operais popular and loved
by the public.

Moreover, itwonloveandrecognitionall over theworld andissuccessfully
performed in different countries.

What is the secret of its popularity? | would like to emphasize three
components, among many factors:

1) Itismugham itself —agenrethat unitesal Near and Middle East nations
and is admired by them.

2) Itisabrilliant self-titled poem written by Fuzuli that describes the tragic
story of two lovers. This theme is one of the favorite themes of the East.
Academician Ignatiy Yulianovich Krachkovsky wrote: “Manun and
Leyli in the East are better known than Romeo and Juliet in the West.”
There are over 40 poems dedicated to this theme in the written literature
of the East, with the poems by Nizami, Nava'i, and Fuzuli being the most
outstanding. Fuzuli’s “Leyli and Majnun” stands out by the beauty of
its lyrics. It is emphasized by the beautiful ghazals the author wrote to
enrich his poem. The poetry of the East is distinguished by the beauty of
its melodic lyrics. It was born from music, and Fuzuli’s ghazals prove
this. Every event described in the poem is accompanied by a relevant
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ghazal. The ghazals add extraordinary melody to the poem, and it's not

surprising that Uzeyir Hajibayli, an outstanding Azerbaijani composer,

used particularly Fuzuli’s poem for his opera. 3) Last but not least, it is

great Uzeyir Hajibayli, who could combine al these factors and create a

truly brilliant work with superb and unique music.

Uzeyir Hajibayli’s deep knowledge of Fuzuli’s poetry, shown in a very
delicate and meticulous work with the poetic source, contributed to the
creation of an integral dramatic work.

Key words: mugham, ghazals, dramatic development, intonation, melody.

Introduction. The beginning of the twentieth century was marked by
a very important and significant event in the cultural life of Azerbaijan. In
1907, Uzeyir Hajibayli wrote the opera “Leyli and Majnun”. It was the first
operain the East, giving birth to a new genre, a mugham opera.

The interpretation of the main material. What is the secret of its
popularity? There are three components, among many factors, that have
contributed to the fame of the opera:

1) Itismugham itself —agenre that unites all Near and Middle East nations
and is admired by them.

2) Itisabrilliant self-titled poemwrittenby Fuzuli. Thethemeraisedinthispoem
is one of the favorite themes of the East. Academician |1.Yu. Krachkovsky
wrote: “Manun and Leyli in the East are better known than Romeo and
Juliet in the West, and who knows, maybetherefrain“1, Leyli thatisused in
countless songs performed by peoplein the Arab East countries at the onset
of the night, is the reference to not only night in a literal meaning of the
word, but it aso cherishes Leyli, Mainun’simmortal beloved.” [1-31] This
beautiful and sad legend was born on Arab soil, and it inspired the poets
to write many literary works. There are more than 40 poems in the written
literature of the East that are dedicated to thistheme. The poems by Nizami,
Nava'i, and Fuzuli are the most outstanding among them. While Nizami’s
goa wasto write a psychological poem, and the poem of Nava'i has strong
dramamotifs, Fuzuli’s“Leyli and Manun” isdistinguished by the beauty of
itslyrics.” [2-72]. It isemphasized by the beautiful ghazals the author wrote
to enrich his poem. Every event described in the poem is accompanied
by arelevant ghazal. The ghazals are intertwined into the situations and
moods of the characters to such an extent that they are perceived as an
integral component of the narrative. The ghazals add extraordinary melody
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to the poem, and it’s not surprising that Uzeyir Hajibayli, an outstanding
Azerbaijani composer, used particularly Fuzuli’s poem for his opera. To
depict the characters and convey their feelings, Hajibayli used ghazals that
underpin the mugham episodes of the opera.

The first act of the opera begins with the following ghazal:

Yandi canim hicr ilo vasli-ruhi yar istaram. [ 1-400]
WE re separated and my soul isweary, | yearn for my beloved's breeth. [ 1-400]

Majnun performsthisghazal intheform of mugham with Mahur-Hindi meter.
It puts listeners into the atmosphere of anguish and sadness. At first glance, there
isacontradiction between the nature of poetic linesand music. This contradiction
Is shown as follows: the beginning of the opera tells us how the love between
Leyli and Mgnun was born. They met at school and passionately fell in lovewith
each other. Mahur-Hindi meter, quite consstent with the general mood, creates
an elevated atmosphere, while the ghazal performed by Mgnunisthelast onein
the poem, and he dies after it. This ghazal is a climax that reflects Majnun’s utter
sufferings. He simply cannot live without his beloved.

Fani olmagq istaram, yani balayi-dahrdan,
Rahati cismi-zaifii cani afkar istoram. [1-401]

| strive to shelter in oblivion from the woe of our sore days,
My soul and body yearn for freedom from a grievous pain.

How can we explain the fact that Hajibayli puts this most tragic ghazal of
the poem at the beginning of the opera, and moreover at the first scene of the
first act? It is assumed that Hajibayli wanted to show that the characters had
been doomed to suffer, predicting their future fate and inability to be happy in
a world where fiery and rapturous feelings, dreams, and desires were trumped
by medieval customs and prejudices. Uzeyir Hajibayli was an expert in
Fuzuli’s poetry, therefore the way the musical material is constructed and the
existence of the “rock theme” in the opera are justified, especially considering
that the poem also reveals the theme of doom and an unhappy ending. At the
beginning of the poem, Fuzuli tells about the birth of Majnun, the only long-
awaited son. However, the boy bursts into sobs once he is born:
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Ol dom ki, bu xakdana diisdii,
Halimi bilib faqana diisdii,

Axur giintin avval eylayib yad,
Axitdr sivigkii quldi foryad. [1-271]

As soon as he came to thisworld,
He cried, having realized hisfate.
He foresaw his ending day,

And shed atear and began to wail.

Thus, the beginning of the operais characterized by two layering pieces
of art: mgor scale music that invites us to the scene where the two lovers
experience the bloom of their affection, and a poetic word demonstrating their
tragic end.

Two first couplets, or bayts, of the ghazal are heard in Majnun’s solo part:

Yandi canim hicr ila vasli-ruhi yar istaram
Doard-mandi firgatom, dormani-didar istoram.
Biilbiilti-zaram, dayil bihuda afgan etdiyim,
Qalmisam nalan qafas qeydinda, giilzar istaram.

We're separated and my soul isweary, | yearn for my beloved’s breath
And balm of seeing the bright-faced maid when we are torn asunder.
A nightingale, | sing the songs of sorrow, | do not sigh in vain.

Being tired in the cage, | want to fly to gardens and burst out crying.

These bayts do not fully express the tragedy of the entire ghazal. We see
aman who is deeply suffering from separation from his beloved. Music and
poetry seem to merge together in this musical episode. The music follows all
the nuances of the ghazal, where the latter can be attributed to the group of
meditative — elegiac ghazals.

Thisghazal hastetrametric, 15-syllable Ramal meter: fA ilAtunfAilAtun
fA"ilun. Asknown, obligatory rhythm isnot characteristic of mugham. One of
the principal features of mugham art is the free organization of the rhythmic-
temporal factor and fixed organization of the tonal factor. The presence of a
fairly fixed rhythmic pattern is dictated exclusively by the rhythm of Ramal
meter.
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Long syllablesare mainly expressed in larger durations: eighths, quarters,
and halves. Short syllables are expressed in the sixteenth duration. It should be
noted that attributing syllablesto relevant durations is not mandatory because
mugham has no fixed metric organization. Depending on the individual
manner of performance, a long sound, as seen in our example, can stretch
and be enriched with intricate mel odic phrases. However, such phrases do not
change the basic structure of the rhythmic pattern.

Another type of ghazal performed in the form of an emphatic song is used
only in the first act of the opera. Starting from Shikestei-fars mugham we hear
love ghazals that describe the confessions and feelings between the lovers.

Gordiim ol xursidi-hiisniin, ixtiyarim qalmadi.
When | saw your heavenly face, from my strength | was deprived. ()

Payiband oldum sari-ziilfi pariganin goriib
When | saw your dusky hair, from my speech | was deprived

Konliim agilir ziilfi- parisanin gorcak.
When I see your flowing hair, my spirits rise.

Each performance makes the actions more dramatic, enhancing the
feelings. The tension of melodic development increases, the tessitura reaches
higher pitches, and the music is enriched by more phrases and becomes more
ornate. Useyir Hajibayli took this group of ghazals from Fuzuli’s diwan in
Azerbaijani. This is because the ghazals in the poem “Leyli and Manun”
express the suffering of the characters after separation, and therefore,
Hajibayli used them to convey the feelings of love, happiness, and delight. It
is not surprising that we will not hear them further in the opera. The ghazals
in the form of emphatic songs have become an integral part of the dramatic
development of the opera, enriching it with beautiful poems and marking
its bright culmination. The confession of the lovers reaches its climax in the
episode performed in Mubarrige section of the Segah mugham. And thisis
understandabl e because, according to Uzeyir Hajibayli, Segah s aesthetic and
psychological nature conveys a sense of love. Apart from this part of the first
act, the Segah mugham does not sound anywhere else in the opera. Thus,
this mugham in the opera becomes a symbol of bright love. The unity of
feelings of lovers is also emphasized by the fact that in the climax episode

89



N2 (72) Incasanat vo madeniyyat problemlari / Problems of Arts and Culture / ITpoGemMbI HCKyccTBa i KYJTBTYpbI

they perform together one and the same ghazal and not the different ones,
as it was before. Love united them, made them a whole that is impossible to
divide.

Ey hor tokalliimiim xatti — sabzin hekayati.
Virdim hamisa miishafi riixsarin ayati.

About only you are al my words and feelings.
Like vernal foliage my thoughts of you are trembling. [ 4-224]

This ghazal has the following tetrametric 14-syllable Muzari meter:
maf Ulu fA ilAtu mafA llu fA ilun.

This meter has extraordinary flexibility, liveliness, and comprises
four different modes, of which two have three syllables and two have four
syllables. Such structure gives it a special flexibility, sudden accentuation,
and a peculiar iridescence. “In Fuzuli’s poems, — as R. Azadeh rightly noted,
—each meter helpsto reveal the depicted character.” [3-84] The light, mobile
and impetous character of the metric pattern of the Muzari meter conveys
accurately the joy of love that embraces the characters of the poem.

The opera“Leyli and Majnun” also has adidactical ghazal. It is sung by
Majnun’'s father who tries to convince his son to forget Leyli, to abandon
love. Here, 1,4,5 bayts are used.

Can verma esqoa ki, esq afati candir

Esq afati can oldugu mashuri cahandir.

Yaxsi goriiniir qiidrati mahveglori amma,
Yaxsi nozar etdikca sarancami yamandir.

Esq icra azab oldugun ondan bilirom kim,
Hor kimsa ki, asiqdur, isi ahu fagandir. [1-320]

Don't give your soul to love —love is the enemy of the soul.

It's known in the world that love is trouble for the soul.

Maids with the moonlike faces look beautiful, it istrue,

But if you look at them unbiased, their features promise trouble.
I know love isfull of suffering, it can be seen

When amiserable lover cries all day and night. [1-320]
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The melody of this ghazal is not rich intonationally, there are no leaps or
rises of melody, the movement is aligned, chromatized, and the intonation is
close to spoken. We observe an insignificant rise of melody at the end of the
second lines of bayts, and hear exclamation intonations that emphasize this
rise. The tessiturais close to low, and the range is small.

The meter also closely correspondsto the character and emotional tone of
theghazal. Hazaj-i makfUf-i mags Ur meter isquiteslow but it doesnot possess
the evenness and steadiness of other types of Hazaj-i meter, for example
Butov Nagis and Ramal. A greater number of short syllables than those in the
mentioned meters conveys conversational, chromatized intonation.

Thereisno explicit climax inthe ghazal, all bayts carry approximately the
same semantic load. The cadence of the ghazal is apparent in the second line
of the fifth bayt — where the father warns Majnun.

All listed fegtures of the ghazal are embodied in the music. This mugham
episodeisperformed inthe Mansuria section of the Chargah mugham. The nature
and emotiona system of mugham fully correspond to the nature of poetic lines.
The melody of the episode also sounds in the low register, and is characterized
by chromatism, the absence of leaps at large intervals, with the biggest lesp at the
third interval. Unlike previous episodes, thisoneisnot rich with mel odic phrases,
and it corresponds to the character and content of the ghazal. Theintonation here
isaso closeto the spoken one. Thisepisodeiscompletely dominated by narrative,
didactic intonation with its calm, dow melody.

A number of conclusions can be drawn from the above analysis:

1) The ghazals used in the mugham episodes of the opera determine their
content, dramatic development, melody, composition, and rhythm. The
poetry defines the music of the episodes, while the music consistently
reveas the content of the ghazal, and dramatic development with its
climax and anticlimax.

2) A certain type of mugham is thoroughly selected in accordance with the
meaning of the ghazal performed. The following three groups of ghazals
have been considered: meditative-elegiac, emphatic songs, and didactic.
The analysis shows how the content of a ghazal can be revealed using
different types of mugham. For example, love and confessional ghazals
are performed with the Segah mugham, while the didactic advice of
Majnun’s father is performed with the Chargah mugham.

3) Melody isone of the principal components that combines music and poetry
in mugham episodes of the opera. The melody of aghazal is reflected in the
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4)

5)

music, defining the melody of the musical pieces. For example, mugham
episodes based on meditative-elegiac ghazals have medium tessitura,
flexible increasing and decreasing melody, and rich melismata. Episodes
with emphatic songs have high tessitura, a smoother and more even
melodic line, fewer leaps, and more melismas. These episodes have plenty
of musical phrases. Didactic ghazals attach completely different meaning
to the melody of the mugham episode. Here low tessitura dominates, the
melodic line is chromatized, the intonation is close to the spoken one, there
are amost no leaps, and the number of melismasis small.

As for rhythm, it should be noted that many experts, including Useyir
Hajibayli, Bertels, and others, expressed the ideathat a poetry meter isthe
basis of musical rhythm in mugham. The analysis shows that the rhythm
of mugham episodes is based on a rhythmic structure of a verse. Aruz,
a meter of ghazals, makes them sound particularly musical, which, of
course, is enhanced in the musical episodes of the opera. In their book
“Geometric Concept in Islamic Art”, Y. El-Said and A. Parman noted
that when composing music based on poetry in the Muslim world, “the
rhythmic pattern or meter of a song is a decisive factor in the musical
composition ... while the melody is the subject of the fantasy of the
performer or composer. ” [5-140]" One can agree with the authors of the
book when they say that the meter of the poem — ghazal in our case—isa
determining factor in the musical composition of mugham.

The form of the mugham episodes is aso entirely determined by the
poetic text, and here we observe a tendency to symmetry, and the equal
importance of these two elements.

It can be concluded that poetry is the basis of the mughams under

consideration. It determines the emotional and textual level of mugham, as
well asits rhythm and form.

What features of the opera genre contributed to the relationship between

music and poetry?

1)

First, the dramatic development of the opera that requires certain ghazals
relevant to the content of the opera. The operarevealed Uzeyir Hajibayli’'s
talent and deep knowledge of great Fuzuli’s poetry. Hajibayli did not use
al ghazals of the poem, because this would be too much for one opera.
He chose those ghazals that conveyed the meaning, mood, and character
of the opera to their full and emotionally expressive extent. Only nine
out of twenty-two ghazals of the poem are used in the opera. In the first
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act, Uzeyir Hajibayli uses ghazals from Fuzuli’s diwan in Azerbaijani,

which was also dictated by the dramatic development of the opera and the

general mood of certain episodes.

2) Asknown, mugham is an improvisational genre, where the performer
—hanende — can a so be acomposer. Hanende chooses aghazal, selects
relevant mugham and performsamel ody inthismugham, demonstrating
his/her abilities and skills. This is not the case here. First, ghazals here
are already selected, and secondly, specific mugham, even its section,
is determined. Only the melody remains to be composed, which is
a subject of the independent performance. Uzeyir Hajibayli’s deep
understanding of folk art, in particular, the art of mugham and its
psychological impact on listeners allowed him to precisely understand
how mugham can be related to an opera and a ghazal. And in this
sense, the style of the composer and his skills are seen in all mugham
episodes of the opera.

Because of the specifics of the opera genre itself, where there is a clash
of different characters, actions, etc., each character has its own poetic and
musical niche. Thus, the culmination of love feelings is conveyed by the
Mubarrige section of the Segah mugham; Majnun’s suffering and tragedy is
conveyed by Bayati kurd mugham; and his father’s advice is conveyed by the
Mansuria section of the Chargah mugham, etc.

3) Thegenreof operaitself requiresthe conciseinterpretation of the mugham
episodes because their excessive length would slow down the action,
scatter the listener’s attention, and destroy the dramatic integrity of the
work. Therefore, the composer uses two or three bayts that are the most
dramatic and express the mood, meaning, and melody of the whole ghazal
to afuller extent.

“Leyli and Manun” is a mugham opera, and this alone shows that it is
written to alarge degreein the mugham genre. Thewholelove dramadevel ops
in the mugham episodes of the opera, from the birth of love feelings to the
death of thetwo principal characters. These episodes arethe key driving force
behind the opera. Only the mugham genre alows such an organic combination
of music with poetry. Fuzuli’simmortal ghazals, thanks to mugham, are filled
with beautiful lyrics and musical expressiveness.

The opera“Leyli and Mgnun” continues to inspire musicians, directors,
and choreographers from different countriesto create new interpretations and
stage productions.
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The famous choreographer Mark Morris presented a very interesting
version of the opera with the ensemble “Silk Road” and his illustrious Mark
Morris Dance Group under the guidance of renowned cellist musician Yo-Yo
Ma. It was performed at the Lincoln Center in New York, one of the most
prestigious world stages, for four consecutive evenings from October 24
to 29, 2016. This premiere was held within the frames of the White Light
Festival. The parts of Leyli and Majnun were performed by the outstanding
hanende singersAlim Gasimov and Fergana Gasimova. Choreographer Mark
Morris considered this work international for that time.

Conclusion. Keeping its national identity, the opera“Leyli and Manun”
was integrated into the world cultural process. According to Mark Morris, it
was one of the first examples of multiculturalism. The opera was written in
Baku, the capital of Azerbaijan, and very quickly became a classic operathat
is being currently performed in many countries. According to Mark Morris
version, two hanende sat on a stage in the center, surrounded by musicians.
They did not move, they only sang, but their voices were the heart of the
whole performance. And the whole story was told by four couples. They
represented Leyli and Majnun, and at the sametime al lovers and love itself.
The 100th anniversary of the opera was solemnly celebrated at UNESCO
in June 2008. In 2012, it was shown with great success at the World Music
Festival in San Francisco. The remarkable fact is that the orchestracomprised
musicians from different countries: South Korea, India, China, and the USA.
Thus, the production has acquired an international character, becoming an
integral part of the world's cultural heritage.
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Lalo Kazimova (Azarbaycan)

Uzeyir Hacibaylinin “Leyli vo Maocnun” mugam operasi diinya

musiqi madaniyyati konstekstindo

XX asrin avvallari Azarbaycanin madoni hoyatinda ¢ox onomli hadiso
ilo tarixo diisiib. 1907-ci ildo Uzeyir Hacibayli “Leyli vo Mocnun” operasini
yazir. Bu Sorq tarixinds ilk opera idi. Beloliklo, yeni janr yaranir — mugam
operast. Yiiz illordir ki, bu opera sohnalorden diismiir. Oz aktualligin1 bu giin
do gorumaqda, biitiin diinyada sevilmokdadir. Coc ugurlu sokildo miixtalif
6lkalards niimayis olunur. Bels ki, bu qurulus artiq beynalxalq xarakter alib.

Osorin bu godor populyar olmasinin sirri nodadir. Coxsayli faktlarin
icarisindo 3 nii geyd etmok istordim.

1) Bu mugamin 6ziidiir, janr ¢ox sevilir vo Yaxin va Orta Sorq xalglarini
birlosdirir.

2) Bu asrarangiz Fiizulinin eyniadli poemasi iki seven gancin aci taleyindon
bohs edir. Bu mévzu Sorqds an sevilon mdvzulardandir. Akademik 1.Y.
Kragkovskiy yazir- “Leyli vo Maocnun Sorqde, Romeo vo Culyettanin
gorbdo mohsurlugundan da 6ndadir”.

Sorq yazili adobiyyatinda bu mévzuda 40 dan ¢ox asorlor yazilib ki, bun-
lardan on gérkamlilori — Nizami, Novai va Fiizulinin poemalar1 olmusdur. Fii-
zulinin Leyli vo Macnunu digarlerindon 6ziiniin lirikasi ile forqlonir. Burada
sairin istifads etdiyi qozallor boyiik rol oynayir. Sorq poeziyasini digorlorindon
fogqglondiran onun musiqliliyidir. Buna bariz niimuns Fiizulinin qozalloridir.
Poemada hor hadisays uygun goazal yer alir. Bu qozoallor poemaya qeyri adi
musigililk gatirir, abas yera Uzeyir Haciboyli operasinin asasini Fiizuli poe-
masindan gotiirmayib.

3) ©n osasi, dahi Uzeyir Haciboyli biitiin bu faktlar1 birlosdirorok bu méh-
togsom osari orsayo gotirmisdir. Hacibaylinin Fiizuli poeziyasini dorindon
bilimayi noticesinda, arsayo ¢ox inca vao gozal is goldi.

Acgar sozlar: mugam, qozal, intonasiya, drammaturgiya, melodika

Jana Kazumoea (Azepoaiiorican)
Myramuas onepa Y3ieupa lagxuodeiinu «J/leitau u MexxuyH»
B KOHTEKCTe MHUPOBOIi MY3bIKAaJIbHOMH KYJbTYPbI
Haugano XX Beka 03HaMEHOBAJIOCh OYE€Hb BaXKHBIM U 3HAKOBBIM COOBITH-
€M B KyJIbTYpHO# )u3HN A3epOaiimkana. B 1907 rony Yzeupowm ["amxubeiinm
ObL1a HanmcaHa onepa Jleiinmu u MemxayH. OHa sSBUJIach MIEPBOM orepoii Ha
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Boctoke. Poguiicst HOBBI skaHp — MyraMHas oriepa. 1o Obliia iepBas ornepa,

OCHOBaHHAs HA HALIMOHAJILHOM (OJIBKIOpHOM Marepuase. OCHOBHOM My3bl-

KaJbHbIM Marepuan — 370 myram. 1 yxe Gonee cronaeTus oHa HE CXOIUT CO

CLIEHBI onepHOro Tearpa. OHa akTyalbHa U HAa CErOHSALIHUI JEeHb U JII00UMa

ny6nukoii. bonee Toro ona 3aBoeBasa 1000Bb U IPU3HAHUE BO BCEM MUPE U

C yCHEXOM JEMOHCTPUPYETCS B Pa3HBIX CTPAHAX.

B ueMm e cekpeT Takol MOMyJISPHOCTH 3TOro npousseacHusa? Cpenu
MHOK€CTBa (PaKTOPOB XOUY BBIACIUTH TPU OCHOBHBIE COCTABIISIOIHUE:

1) Dto cam myram, aHp TaK JIOOMMBIA U OOBEIUHSIONIUN BCE HAPOIBI
bnmxnuero u Cpegnero Bocroxa.

2) DTo TeHManbHas OAHOUMEHHas mosMa Du3ynu, KOTopasi MOBECTBYET O
Tparuueckou cyapOe ABYX BIIOOJIEHHBIX. JTa TeMa SBISETCS OIHOW W3
n3mo0aeHHBIX TeM Ha Bocroke. Akanemuk Mrnaruii FOnmmanosuu Kpau-
KOBCKMI nucan: «MemkHyH 1 Jlelnu Ha BocTOke U3BECTHBI JIydlle, 4YeM
Pomeo u [lxyneerTa Ha 3anaze. [lucemennas nureparypa BocToka 3HaeT
0osiee COpoKa MOAM Ha ATy TEMY, CPElU KOTOPHIX CaMmble BbLAAIOIINECS
— nosmel Husamu, HaBou n @usynu. «Jlehnu u Memxuyn» ®usynu oco-
OEHHO BBIJIENIAETCS CBOEH JIUPUYHOCTBIO. B 3TOM 00JIbIIYI0 PO UIPAOT
IIPEKpaCHBIE Ta3eu, KOTOPBIMU IIO3T YKPAacuJI CBOKO M03My. BocTounyo
MO33UI0 OTIIMYAET 0c00ast My3bIKaJIbHOCTh, OHA POAMIIACH U3 yXa MY3bl-
KU, U razenu Ousynu sipkoe TOMy CBUIETENbCTBO. KaxkaoMy coObITHIO,
IIPOUCXOAAIIEMY B I103M€, COOTBETCTBYET CBOA Iasenb. ['a3enu npunaror
HEOOBIKHOBEHHYIO MEJIOJMYHOCTh IPOU3BE/ICHUIO, M HE CIIy4aifHO Bbljia-
IoIMics azepOaifpKaHCKU KoMImo3uTop Yseup ['ajxubeitnin B 0OCHOBY
CBOEH ONephI MONOKUI UMEHHO 110oMy Dusyiu.

3) U, xoHeYHO JTUYHOCTH BENHMKOTO Y3ewpa ['amkubeitm, cymeBiiero o0b-
€IMHUTH BCE 3TH (PAKTOPBI U CO3/1aTh MOUTMHHO TeHUAJIbHOE POHU3BEIe-
HUE, HACBITUB €r0 BEJIMKOJICIIHBIM OPUTMHAJIBHBIM MY3bIKAJIbHBIM MaTe-
puramoMm.

I'my6okoe 3nanue Yzeupom ['ampxnbeiiinn nossuun Ousynu, KOTOpoe mpo-
SBWJIOCh B OYE€Hb TOHKOW U CKPYIYJI€3HOU paboTe ¢ MO3TUYECKUM MEePBOMC-
TOYHHUKOM CIIOCOOCTBOBAJIO CO3/IaHUIO LIETBHOTO APaMaTypPrudecKoro mpous-
BEICHHUS.
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