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ISSUES OF MODULATION IN AZERBAIJANI MUGHAMS'

Researching of the formation of specific structural features in the process of
historical development of Azerbaijani mughams attracts attention from the
point of view of musicology. Azerbaijani mughams have undergone a great
evolution. In this process, their melody, the base of magam, metrorhythmic
features, form structure were developed, changed and enriched. From this
point of view, the study of mughams is necessary and actual. The author has
researched devoted to structural features of mugam dastgahs in Azerbaijani
musicology. He explained the importance of modulations in the structure of a
number of mughams on the basis of scientific-theoretical provisions put forward
in scientific research. At the same time, the author analyzed mughams on the
basis of notes and sound recordings and revealed modulated sections in their
structure. A number of eponymous sections in the mugam heritage are used
in the composition of various mughams, have the importance of transitioning
from one magam to another in the chain structure of the dastgah, and serve the
development of the compositional structure. Therefore a number of mugham
sections have a special place both in the same magam-based mugams and in
different magam-based mugam dastgahs: for example, “Araq”, “Shikasteyi-
fars”, “Mubarriga”, “Nishibi-faraz”, “Mukhalif”, “Manandi-mukhalif”, “Uzzal”,
“Masihi”, “Mowlavi”, “Feli”, “Tarkib” and so on. Such sections are used in a
number of mughams. However, the place and position of each of these sections
in mugham dastgahs are different. However, each of these departments has a
wide place and position in mugham dastgahs. A number of sections used in
Azerbaijani mugam dasthags are of a dual nature. On the one hand, the section
sounds in its own neighborhood in the mughams of the same foundation,
depending on its base. On the other hand, this chapter is part of other magam-
based mughams and is important for the transition to a new magam.

Keywords: Azerbaijan, mugam, modulation, composition, musical language.

HipxaTt Mawaes, fokTopaHT, baknmHCcbka My3uyHa akagemis
imeHi Y3eipa Mapxunbaiini, kadpeapa «AsepbaimkaHcbki TpaauLiiHa My3mka Ta
cy4acHi TexHonorii», baky

NMUTAHHE MOAYNSLIi B ASEPBANAXXAHCbKUX MYFTAMAX

MeTa pocnigXeHHs Nonsarae y BUBYEHHI MyraM LecCTraX, BUSIBJAEHHI O4HO-
MMEHHNX PO34iNiB MyraMmy Ta BMBYEHHI LUASAXIB iX 3aCTOCYyBaHHS. OCHOBHOIO
METOI0 LOCAIOKEHHS € aHaNi3 NUTaHb MOAYNALT Ta OpieHTaL,i B KOMNO3WLiNHIl
CTPYKTYpi Myram.

1 This work is licensed under a Creative Commons Attribution-NonCommercial-ShareAlike
4.0 International License
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MeTtoponoria pocnigxeHHs. JocnigpkeHHs 6a3yeTbca Ha METOAI TEOPETUNY-
HOro Ta MOPIBHANBHOrO aHanidy. BogHovac 3arafbHOTEOPETUYHI MPUHLLMNK
€THOMY3VKOJIO0Tii, HayKOBO-TEOPETMYHI KOHLenLii, po3pobneHi B OOCHIOKEH-
HAX BUOATHUX asepbaiiokaHCbkux Ta 3apyOikKHUX My3MKO3HABLIB, BaXMBI SIK
MeTO40M0r4Ha OCHOBA.

Pe3ynbraTtu. BrBYEHHS BUKOPUCTAHHS OOHONMEHHMX PO3AiNiB Y MyraM AecT-
I'AX BUSIBNSIE PIBHOMAHITHICTb METOZIB iX 3aCTOCYBaHHA. Hemano po3gainis, Lo
BMKOPVCTOBYIOTECS B Myram [EeCTraX, MalTb MOABiHY npupoay. 3 iHWWOoro
60Ky, Lielt pO3AiN € YaCTUHOIO iHLWMX Myram Ha 6a3i Makam i BaXnuBuii ons Mo-
Oynauii 4o HOBOro Makamy. Y cnafwyHi Myramis Kifibka OOHONMEHHUX PO3A;-
liB BUKOPUCTOBYIOTLCS B CKAAi PISHUX Myram, MaloTb 3HaYEHHS Nepexosy Bif,
OJHOro Makamy [0 iHLIOrO B NAHLIOrOBil CTPYKTYPI AECTIaX Ta CAyryloTb ANis
PO3BUTKY KOMMO3ULAHOI CTPYKTYPU.

OTxe, HEMaNo CekLil Myramis NocigaTb 0COOMBE MiICLLE SIK B OAHMX | TUX Ca-
MUX Myramax Ha 6a3i Makam, TaK i B pisHMX Myram iecTrax Ha 6asi makam. Yci
BOHV OBIPYHTOBYIOTb B32EMO3B’3KM Myram, siki MatoTb CBOi CTPYKTYPHI 0CO6-
JIMBOCTI.

HoeusHa. Lle neplua cnpo6a 3po3ymiTi, L0 BUBYEHHSI BUKOPUCTAHHS OHO-
NMEHHMX pO3aiNiB y Myram AeCTrax BUSBASE PI3HOMAHITHICTb METOAIB iX 3aCTO-
CYBaHHS.

MpakTuyHe 3Ha4YeHHs. [HPopmaLisi, Lo MICTUTLCS B Ui CTaTTi, MOXe ByTu
KOPWCHOIO 15 CTYZEHTIB, Y4EHMX, AOCHIAHMKIB a3epbaiiokaHCbKoi My3nKO3HaB-
4Oi HayKM.

KniouoBi cnoBa: AsepbaiiaxaH, mMyram, MOAYNsLiS, KOMMO3MLs, My3ndHa
MOBa.

Problem statement. Azerbaijani mugam dastgahs have a unique struc-
ture. If we look at the history of the formation of mugham genres, from the
Middle Ages to the present day, the improvement of mugham dastgahs,
small mughams, zarbi-mughams in the performance practice, the formation
of mughams in the musical treatises of prominent musicologists, mugham
tables and curricula of master performers.

Our appeal to this topic is related to the study of the formation of specific
structural features in the process of historical development of mugam
dastgahs. Features of the musical language of Azerbaijani mughams — the
basis of the magam, compositional structure, melody provide rich material
for research, allow to reveal important regularities of the musical language
of mughams. All this raises the study of mughams in ethnomusicology, the
study of their musical language as a topical issue.

Analysis of recent research and publications. The art of mugam has
been scientifically studied in the works of the great musicologists of the
East — Safiaddin Urmavi (XIIT century), Abdulgadir Maragayi (XIV-XV
centuries), Mirza bey (XVII century), Mir Mohsun Navvab (XIX century)
and others. The problems of historical and theoretical research of mugam
dastgahs became widespread in the XX century, the genius composer and
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musicologist Uzeyir Hajibeyli (Hajibeyli, 2010; Hajibeyli, 2004), as well
as prominent musicologists Mammadsaleh Ismayilov (Ismayilov, 1984;
Ismayilov, 1991), Ramiz Zohrab (Zohrabov, 2013) are reflected in their
scientific work. In addition, musicologists Afrasiyab Badalbeyli (Badalbeyli,
2017), Elkhan Babayev (Babayev, 1990), Nariman Mammadov (Mammadov,
1991), Gulnaz Abdullazade (Abdullazade, 1983), Rena Mammadova
(Mamedova, 2002) studied various issues of mugam instruments.), Sanuber
Bagirova (Bagirova, 2007), Akif Guliyev (Guliyev, 2009) and others.

Discussion. Mugham has existed in the oral traditional music of the
peoples of the Middle East for centuries and has been formed in each school
of music performance in its own way. The main sources in the study of the
mugam art are notes and sound recordings. Sound recording is an important
work in traditional Azerbaijani music. Mugham notes appeared only in the
20t century. Currently, there are a number of mugams in several versions.
The recording of mughams on CD-DVD discs and the publication of notes
with modern technical means ensure their preservation and transmission to
future generations with all their richness.

The structural features of the mugam dastgah have been characterized in
the scientific literature. In the scientific-fundamental work “Fundamentals
of Azerbaijani folk music” U. Hajibeyli gave the historical-theoretical
character of the art of mugam and wrote: “The musical culture of the peoples
of the Middle East reached its peak in the fourteenth century and proudly
rose in the form of a «building» (dastgah) with twelve columns and six
towers ...” (Hajibeyli, 2010a, p. 18).

After he gave information about the development of the mugam dastgah,
noting that after the fourteenth century, the peoples of the Middle East, using
the valuable pieces of this “music building” that had collapsed, built a new
“musical barracks” in their own distinctive style, each with its own “magam
building” (Hajibeyli, 2010b, p. 19). The main feature of U. Hajibeyli’s
opinion is that mugham pieces are made of “lad construction” accessories.
According to U. Hajibeyli, magam is the main creative material of mugam.
He theoretically substantiated this opinion in the book “Fundamentals
of Azerbaijani folk music”. U. Hajibeyli considered the structure of the
instrument to be a direct product of singers and musicians, a work created
by their thinking and imagination. U. Hajibeyli emphasized that musicians
have polished a great wealth like mugham for centuries, passed it down from
generation to generation with memory, and brought the secrets of mastery in
this field to our days. Thus, according to U. Hajibeyli, mugam is a genre with
serious structural features formed in the works of professional musicians.
Works of this genre are based on various scenes. M. Ismayilov have written:
“If we compare mugam in a figurative language with a magnificent building,
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then the magam is the frame of the music building and is the chest. The
various sections and corners that make up mughams can represent the pillars
of building. The melism types such as trel (zangula), mordent, forshlag,
“lal barmag” used in mugam consist of ornaments that adorn the musical
structure. Finally, various expression tools such as repetition, sequencing
method, element of variation in the structure of mugam melody, up and
down transfer of musical expressions in quartet, quintet and octave intervals
are building materials used in the construction of “buildings™ (Ismayilov,
1984a, p. 58). Then M. Ismayilov described the passages inside the mugam
set as follows: “One of the principles in the organization of mughams in terms
of form (formation of sections) is the transfer of the same magam (as well as
certain melodies) one octave higher, fifth or fourth intervals. In some cases,
the top fourth or fifth tone of the magam changes its tonality by becoming
an independent fluid, and thus modulation or direction is formed within the
magam "(Ismayilov, 1984b, p. 98).

As can be seen, M. Ismayilov emphasizes the importance of modulation
and orientation in the structure of the dastgah, emphasizing the importance
of the transfer of magam in their formation.

At the same time, he notes that the main musical material of mugam
is based on its previous three or four sections: the sections referring to the
maye of the magam (T), the upper fourth of the maye (S) and the fifth (D).
In the structure of the mugam, these sections are repeated one octave above,
changing melodically and rhythmically. Thus, M. Ismayilov pointed out
that the structure of the mugam set consists of two large parts — exposition
and reprise, noting that it is close to the “Sonata-allegro” form, and thus
opens a direct path to the symphony of mughams. R. Zohrabov considers
the instrument to be a large series or multi-part musical work with a colorful
content and a single magam system, exhaustive and perfect form, and writes
that “the sequence of sections and corners on the basis of logical principle
is the main quality of the dastgah” (Zohrabov, 2013a, p. 144). According
to R. Zohrabov, all mugam dastgahs have a unified system in terms of
composition. Numerous instrumental parts and vocal-instrumental sections
are combined in a exhaustive, improved system. He characterises the mugam
instrument as a series of multi-part musical works created by professional
singers and musicians in a exhaustive and perfect form. R. Zohrabov shows
the sequence of components in the machine as follows: daramad, bardasht,
maye, tasnif or color. Subsequent mugham sections (including corners and
sounds) are sequenced by tasnif and color. This structure is traditional for all
mugham dastgahs. One of the interesting aspects of R. Zohrabov’s research
on the structure of the mugam dastgah is the discovery of the chain structure
of the mugam dastgah and its description in the form of micro-series. He
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have written: “Several sections in dastgah, corners, voices, tasnif, colors and
dirings create 2—5 microseries” (Zohrabov, 2013b, p. 156).

R. Zohrabov expressed his views on the “Rast” mugam dastgah.
Addressing these views, we must say that the scientist has divided the
composition of the “Rast” mugam dastgah into three micro-series: The
first micro-series — “Daramad”, “Bardasht”, “Mayeyi-rast”, “Ushshag”,
“Husseini”, “Rang”.

IT micro-series — “Vilayati”, “Shikasteyi-Fars”, “Dilkesh”, “Kurdish”,
“Rang” or “Tasnif”.

1T micro-series — “Araq”, “Panjgah”, “Kichik Rak”, “Garayi”, “Rasta
ayag” (cadence) (Zohrabov, 2013c, p. 156).

This research of R. Zohrabov can be applied in all mugham dastgahs,
systematizing the general compositional structure of mugam. One of the
interesting aspects here is the substantiation of the transitions from the main
magam manifested in mugham to other magams. All scientific theoretical
views show that the transitions within the mugham dastgahs are carried out
on the basis of step-by-step. This is an important condition for the formation
of mugham.

A number of eponymous sections in the mugam heritage are used in
the composition of various mughams, have the importance of moving from
one magam to another in the chain structure of the dastgah, and serve the
development of the compositional structure. From this point of view, a
number of mugham sections have a special place both in the same magam-
based mugams and in different magam-based mugams: for example, “Iraq”,
“Shikasteyi-fars”, “Mubarriga”, “Nishibi-faraz”, “Mukhalif’, “Manandi-
mukhalif”, “Uzzal”, “Masihi”, “Mowlavi”, “Feli”, “Tarkib” and so on. Such
sections are used in a number of mughams. However, the place and position
of each of these sections in mugham dastgahs is different. The study of the
application of mugham sections of the same name on the dastgahs can be
carried out in two directions: first, the use of the same name sections in
mugham families; The second is to study the use of eponymous sections
in mughams based on different magams. All this allows us to justify the
issues of modulation and direction in mugham compositions. Consider the
use of eponymous sections in mugham families. In the mugam heritage,
the repetition of a number of sections in the mugham dastgahs belonging
to the “Rast”, “Shur”, “Segah” mugham families shows itself. One of them
is “Iraq” mugam section. This section is based on the magam of Rast. It
sounds at the culmination of “Rast” mugam dastgah. The musical content of
“Araq” is an octave repetition of the theme of the “Maya Rast” section. The
theme of “Maya Rast” is the main theme of the mugam at the beginning of
the mugam, which forms the basis of the composition. The variant of this
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theme is first sounded in “Bardasht”, in the high register, and then widely
developed in the “Maya Rast” section. The same theme is given at the
culmination of mugam. “Bardasht” and “Iraq” sections sound at the same
level. While Bardasht is the starting magam for development, Maya Rast is
interpreted as the foundation, and Iraq is interpreted as the high and final
stage of development. If we divide the compositional structure of the mugam
dastgah into three stages, the first of them is the Maya stage consisting of
“Bardasht”, “Maya Rast” and “Ushshag” and “Husseini” departments built
around the maya, the second — “Vilayati”, “Dilkesh», “Kurdu”, “Shikasteyi-
fars” is a stage of development based on shur and segah magam transitions,
and the third is the culmination, reprise and final stage based on the main
magam, consisting of ‘Araq”, “Rak”, “Panjgah”, “Qarayi”sections and corners.

As can be seen, the main task of the “Araq” section is to provide the
culmination and reprise of the dastgah. This aspect is also reflected in other
mughams based on rast magam. Thus, in terms of magam-tonality, the
“Iraq” section of the “Mahur-Hindi” mugam, based on the maya “do” rasta,
a quarter higher than the “Rast” mugam, reflects the stage of climax and
repetition, respectively, based on the octave of Maya. In the “Orta Mahur”
mugam, which is based on the “fa” maya, the “Araq” section is no longer used
because it has a very high register due to its sound.

The use of the “Irag» section in mughams including to the “Shur” and
“Segah” mugham families has other qualities. Shur magam-based mughams
are used in the “Rahab” mugam from the “Iraq” section.

In this case, “Iraq” — as a section based on the magam of rast, has the
importance of modulation in the composition of “Rahab”. In the “Rahab”
mugam, after the “Maya” section, with the development of the “Shikasteyi-
Fars” and “Araq” sections, there is a transition from the shur to the sega and
rasta, and then the shur ends.

Thus, in the “Rahab” mugam, the “Araq” section is characterized not
as a climax and reprise, but as a section that reflects the transitions in the
development and preparation for the culmination of the mugam. In modern
times, the “Araq” section is not used in mughams belonging to the “Segah”
mugam family. However, in the mugham programs of the early twentieth
century, the “Araq” section is found in the “Segah” mugam. In this case, the
department is important to move from the segah to the rast.

Thus, the “Iraq” section — used in the composition of mughams based
on the same magam and different magams, has a different position due to its
position and importance: in rast mugam-based mughams, the “Araq” section
performs the culmination and reprise of the maqam, while in the shur and
segah magam-based mughams, the “Araq” section is of modular importance.

One of the most widely used sections in the mugham heritage as part of
various mughams is “Shikasteyi-fars”. This section is based on the magam
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of segah. In the mughams of the Segah family, Shikasteyi-fars is the largest
and most important branch after the Maya section. The melodic structure
of the “Shikasteyi-Fars” section refers to the VI stage in the sound sequence
of the segah magam, in the process of development the cadences of melodic
sentences are completed mainly in the VI stage and finally in the IV stage
(maya). This section can be characterized as a new stage in the development
of mugam after “Maya”. However, it should be noted that the “Shikasteyi-
Fars” section is reflected not only in the segah maqam-based mughams, but
also as the eponymous section used in mugams based on different magams.
Thus, from the “Shikasteyi-Fars” section, “Rast” and “Shur” mughams
are used in the mughams of the mugham families during the transition
to the segah magam, in other words, in these mughams, “Shikasteyi-fars”
represents the “Segah” mugam and “segah” becomes a factor that shapes
the “environment”. From this point of view, “Shikasteyi-fars” can be
characterized as a section of modulation importance.

The structure of “Rast” mugam dastgah consists of three stages of
development. In the first stage, after the sections concentrated around the
liquid of the mugam, in the second stage, the transitions from the rasta to
the shur and segah points show themselves. The Shikasteyi-Fars section is
used to go directly to the sega, which creates the Segah atmosphere within
the Rast mugam. Then, in the third stage of the mugam, the culmination and
reprise manifests itself by returning to the point of encounter. Such a rast-
segah-rast modulation plan is also reflected in other rast-based mughams
such as Mahur Hindi and Orta Mahur. In «Shur» point-based mughams,
the “Shikasteyi-fars” section is of modular importance. In the middle part
of the “Rast” mugam, the transitions to the moments of shur and segah are
traditional. Modulation to the council point is carried out in the “Vilayati”
section,as well asin the «Dilkesh» and «Kurdi» departments. The “Shikasteyi-
Jars” section is used in connection with the modulation of the Segah point. In
this case, the modulation manifests itself from the right point to the upper
third of the segah. Characterizing this section, M. Ismayilov notes that the
melody of the “Shikasteyi-fars” section is based on the diatonic stages of the
moment, referring to the VIII step of the moment (Ismayilov, 1991, p. 9).
The transition process takes place by walking on the steps of the point of
reference, referring to the steps VIII and VI of the point. The sixth stage of
the truth becomes the liquid of the segah, the fourth stage. In the third case,
the modulation of rastga-segaha is formed as a regular feature of mughams.
Thus, from the “left” tense to the “si” tense sega, from the “do” tense to the
“mi” tense sega, and so on is traditional. The transition from one point to
another within a mugham also changes its musical content. Uzeyir Hajibeyli
in his article “On the music of the Azerbaijani Turks” described the transition
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from right to left as follows: : ““The return of Shikasteyi-fars”, which is based
on “Segah” and “Segah” in the middle of “Rast”, to “Rast” again declares the
victory of the mind over the emotion” (Hajibeyli, 2005, p. 39).

Thus, the “Shikasteyi-Fars” department, established at the moment of
segah, serves to enrich the content and emotional nature of the device by
creating a transition to the segah environment within the “Rast” mugam.
At the same time, the “Shikasteyi-fars” mugam section is noteworthy as a
section that is important for the transition to the segah magam in mughams
based on different magams.

In the structure of “Shur” mugam, the transitions to rast and segah are
also important, and these modulations are carried out through the relevant
sections. When describing the structure of “Shur” mugam, we can note three
stages in the basis of magam and melodic development. The first stage consists
of “Bardasht”, “Mayeyi-Shur”, “Shur Shahnaz” sections based on the capital
stage of the Shur magam. These sections are performed one after another,
forming the basis of the momentum and melodic development of “Shur”
mugam. At the same time, the melody of these sections is characterized by
common features in terms of reference levels and cadence features of the
same magam. In this part, “Bardasht” and “Maya” sections are built in the
main magam-tone (“left” council). The “Shur Shahnaz” section is based on
the shur magam-tone (“do” shur) in relation to the quartet.

In the second stage of the development of mugam, modulated transitions
to other magams are reflected. These transitions are carried out through
the “Bayati-Turk” (“Bayati-Gajar”) sections based on the rast magam and
the “Shikasteyi-fars” (“Mubarriga”, “Ashiran”) sections based on the segah
magam. As can be seen, although different sections are used during the
modulation of the shur rasta, the transition to the segah magam traditionally
takes place through the “Shikasteyi-fars” section.

The third stage of development of mugam is its culmination. This stage
is characterized by the return of the main tone of the magam to a new level:
“Simayi-shams”, “Hijaz”, “Saranj”, “Nishibi-faraz” and complementary
cadence. Here, in the “Samayi-Shams” section, the transition to the council
point and the return to the magam-based at a new level shows itself. At the
same time, with the acquisition of a higher register in the “Hijaz” section, the
quintet is transferred to the upper shur point, then in the “Saranj” section
again modulation to the segah magam and through the “Nishibi-faraz”
section, the main magam-tonal completion is reflected in the “Shur” mugam.
It should be noted that during the development stages of “Shur” mugam,
modulation to the segah magam is observed twice. In the first case, the
transition to the sega takes place through the “Shikasteyi-Fars” section, and
in the second case through the “Saranj” section. Although the “Shikasteyifars”
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section is used as a traditional means of modulation among mughams, the
“Saranj” section is only a section belonging to the “Shur” mugham and is not
found in other mughams. Thus, the magam-tonal plan of “Shur” mugam
attracts attention with its originality. Similar features can be observed in
other mughams. In “Bayati-Shiraz” mugam the transitions to rast and segah
magams show themselves. However, in Bayati-Shiraz, the transition to the
rasta is carried out through the Khavaran section, which is close to the Araq
department in terms of music content. Within the “Rast” mugam, the
“Khavaran” section, sounding between “Shikasteyi-fars” and “Araq”, has a
kind of transition from segah to rasta. “Khavaran”, which sounded after
“Shikasteyi-Fars”, shows itself as the section that prepares the culmination
of mugam — “Iraq”. In “Bayati-Shiraz” the “Khavaran” section has a different
position, and then there is a transition to the sega, “Uzzal” and “Shikasteyi-
fars” sections based on the segah magam are sounded. Taking into account
the importance of the “Uzzal” section in the “Bayati-Shiraz” mugam, the
“Khavaran” section can also be considered as a stage of preparation for the
culmination of this mugam. As can be seen, within a number of mughams,
modulations to rast and segah magams are performed in traditional ways.
Taking into account the importance of the “Uzzal” section in the “Bayati-
Shiraz” mugam, the “Khavaran” section can also be considered as a stage of
preparation for the culmination of this mugam. As can be seen, within a
number of mughams, modulations to rast and segah moments are performed
in traditional ways. At the culmination of the Bayati-Shiraz mugam, after
the Uzzal section, the Shikasteyi-Fars section is included to expand the
walks on the segah magam and increase the effect of the segah magam. Thus,
the “Shikasteyi-Fars” section is reflected not as a means of transition, but as
a means of strengthening the position of the segah magam in the magam-
tonal plan of mugam. Thus, if these sections are used together in “Bayati-
Shiraz” mugam, in some mughams, for example, in “Chahargah”, and in some
cases in “Humayun”, “Uzzal” section characterizes the transition to segah.
There are three stages of development in the structure of “Chahargah”
mugam. The first stage of development of mugam covers the following
sections: “Bardasht”, “Mayeyi-Chahargah”, “Basta-Nigar”. At this stage, the
magams-tonality plan reflects the sections related to the capital stage, and
the main magam-tonality (“do” chahargah) is strengthened. The second
stage of development of mugam consists of “Hasar”, “Mukhalif” sections,
which differ from each other in terms of tone and melodic content. The third
stage of development of mugam consists of “Mansuriyya” and “Uzzal”
sections, and at the culmination is characterized by the return of “Chahargah”
mugam to a new level. However, the application of the “Uzzal” section
characterizes the modulation of the segah magam at the peak of the
development of mugam.
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Results. Thus, the study of the use of eponymous sections in mugham
dastgahs reveals the diversity of their methods of application. A number of
sections used in mugam dastgahs are of a dual nature. A number of sections
used in Azerbaijani mugam dasthags are of a dual nature. On the other
hand, this section is part of other magam-based mughams, and the new
magam is of modulation importance. A number of eponymous sections in
the mugam heritage are used in the composition of various mughams, have
the importance of moving from one magam to another in the chain structure
of the dastgah, and serve the development of the compositional structure.
Therefore a number of mugham sections have a special place both in the
same magam-based mugams and in different magam-based mugam dastgahs
All of them justify the interrelationships of mughams, which have their own
structural features.
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