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The precious CD yorr are holcling in your')tands is a selectior) ol rccorclings
liorn MLrnajat Ytrlchieva, a singer rvho leacltetl a world 1ärne out of ltcr native
Uzbekistzrn thanks to her many tlualities; anrong zrll the cotrstant insl>ircd
intensity of her interpretation a»cl thc lich, clarli, tinrl)re of ller 1?r:o-Jalntlb
voicc that you sill appreci:rte in a rvhile, uncloubteclJy ta)1ing Lrncler the spell
ol the dir,a.
-fhe repertoire oi this CD is rnost)y nacle ol trnditional classical musit
(»rrrlo/r) cxccpt fbul nroder-n corrtpositioDs, thrce by Munajat nlaster äDd

rnentor Shayliat MirzaeY ancl one by sing'er, ntttsician and coml)oser" Jo'raxolt
Sultono\'(rgos 1965).

Thc musicians tllät äcconrpany Munajat in this sclectiotr of recordings nracle

I)et\reen 9006 and 9o l I are Lrndoubtetlly the best ,r.rrlorr soloists ol nou,acliiys

Uzbeliistar, anrong all the latc 'fLrrgu n Alinrato\' ( l 9r,2 roos), so, (lcar listcncr,
You'r'e madc a vely goocl choice :rrtcl r'e rvish yott a nicc nttrs ical .iou r ney u ith
the possible aid of tlte lirllou ing loacl-signs.

i\taqäm rrrusic

Uzbeli rnusir: is the result of ir long cllltLrrirl Process tltät tooi{ Place in Centlal
Asia, an arca that through nlillennia \vas a crossroads ol peoples, traclitioDs

and clrltures: if norvacl:rys \\'e tend to consider- Centt'al Asia as conlposecl by

the modern five lortnet'Soviet states of Kazakhstall, Kyrgyzstalt, Uzbeltistirn,
Tajikistan ancl Tlrrkmenistan, yet, culttrrall)', stlch al1 arca contprehend the

Xinjiang Uyghul ALrtononloLrs llegion of China, Af'shanistan, Azelllaiiarr and

Wcstern Irart-

Mtrsically, atiel the sprcacling ol lslanl. strclt a \as[:rle rrls dteply intlLrerrcecl

by tlre Arab/l'e|sian/Ottontan lllLlsic qloba)ly cal)ttl ar,rrTarrr' hctts 'rf (irr:r:k-

Flellcnistic arld Byzantine nrttsical loro*leclgc. Ilr its local lariations' the same

Aral)ic terrD l11cl(lan becante »tughd itt Per-sizrtl, Azeri and Arnlenian; ,?aqrr? in

Ottonran (osliaitlu) and alaliäat in Modertr Ttrrltish; altgoal, in Centlal Asia; allcl

tuqd t. anßt1g the Uighurs in modertr Xinjiang. All of thesc tlassical rrrr.rsi,:

traditions sharc Dlalry (ion)nlon lLatLrres (the names ol the nlodes, theoretical
f'oundations, förms, genres, ancl itrstruments) tllzrt date back to the so-r:allecl

golclen agc of Islantic rnLrsic, rvhiclr arosc in Danlascus atrcl Baghdacl atrd spans a

periocl of time fi'ont the ?th to thc l2tlt celttlrJ'. Yet, althotrqlt sharing conlnton
roots, the indir'idual traclitions theti clcvelopecl in indepenclent, (lillLrent ways.

Out ol musicology, a sociological allproach rnay bc usefirl: the terlll ,r.rrLJ,r

clefines the various "art" or "classical" nltlsic tl'aditions that cleveloped amongst

tlle coLlrts, the Dervish ccntres ancl thc honles of lntlsic lovers in a geo-cr.tlttlral

space that $eDt liont Atrclalusia to Westerll Chil'la.
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The terlm naqam and its implications
Tlle tetm maqd is generally translated as "musical mode" with its musicological
implications of "modal order" and thereforeof "hierarchy of pitches". Therefore,
rvith Kudsi Erguner, a possible clelinition of maqöm is tlat of a melodicjourney
on a musical scale made up of intervals that have precise ratios and that resPect

a well-detined internal hierarchy. Yet, another inlPortant meaning of maqdm,

immanent already in the so-called golden age of Islamic music, assumed a crucial
importance in Central Asia and is that ol a "cyclical f'orm", of a "suite": single
pieces with diIl'erent fbrms and rhythms are orderetl in large suites, grouped
together accordir)g to a single standard tnusical mocle (na4äz). In this sense ir
Central Asia the tern\ mdqoln neans at the saDre time both the musical mode

and the suite. As rve rve'll see, internally each suite (or "cyclical forrn") is then
subdivided in some sections, instrLlmental or vocal, \'atying the rhythm.

As many other non Western modal music, naqint is "microtonal", and is thrts
basecl on diflbrent intenals, both smaller ancl larger than tratlitional Westerrr
classical music with its tones arrd semitones that ha\-e been equally tempered
since the first half of the lSth century; "monophonic", i.e. with a single meloclic

Iine ancl no simultaneous superimpositions of other sounds of dillbrent pitches
(chords), thus the resultant Westerr concept of lrarmony does not exist in
maqdtn ntusic; "heterop)ronic", the single melodjc line is perlormed by several

dillerent instrurnents rvhich play in ultisoD. Last but not least, aPart some

unuretered, Iiee-rhytlrm episodes ma4dm rrrttsic is based on r.arious and complex
'1'hythrnic cycles" rvhich are isochronous and most of the time beaten on a

percussioll instrument.

The rlarTor» in Central Asia

Through tinre, in Central Asia developed a corpus ol long suites among the

cour"ts and cultural centres of Samarkand, Bukhara, Khiva, Qoqarrd, Kashgar,

which basically rvas the central Silk Road route going from West to East,

fi'om the Mediterranean to China and Japan. [n the global net of Silk Road

trade routes we lvould lilie to reurember also the musical c ases of lhe Suflana
Kalnm of Kashmir and of tlre court suites that developed in Herat in Timurid
times leading to the formation of the suites divided in instrumental zafr»a-

1te halml ancl vocal gazal inIg'r'centtrry Ka§ul Each one ol the abo\ e quoted

long suites, if' presented integrally, slrould'last tör Itortrs so that evet yrvhere

for perfbrmance put'poses musicians made a selection fiom a given suite, sucll

as it happens here in tracks 1, ?, 8 and 11.

The tradition that developed among khanates of Bukhara arrd Samarkand is

globally called shd t ndqo L ("Six Suites"). Among tlre courts of Khwarezm
äeveloped a r.ariant called altqtarittt ntaqom ("Six-and-half naqoti') whlle tn

the Eelgana valley, betu,een Qoqand ancl AIrdijon, developed a variant called

clmhor rnaqorn ("Fov nLaqom'). Going to East, arnong Uighttrs, irr centres

like Kashgar and Yarkend, in norvadays Chinese Xinjiang, developed a great

corpus called onihki ntuqatn ("Twelve rnuqa»i') that the curiotts listener can

appreciate in anotlrer" beautiful CD published by Felmay label: SanrtbarTursun,
Arzu. Songs qf tlu U1:ghurs (fy 8205).



Uzbek-Tajik shush »rdr1r»n

The very peculiar Uzbek-Tajih tradition that developed among khanates of
Bulrhara and Samarkand is called lnsh n.aqr.m. (" Siz Szz?as). Each suite begins
with a tirst and strictly instrumental section called musltkilot ("dill\ctities")
composed on dillbrent rhythmic cycles. A second vocal and instlumental
section follows this purely instrumental section, and is called zasr Such a long
vocal section is subclivided in some sections calle<l shu'ba:

o The first section (s}rz'Öa), composed in a "high" and classical style,
is the heart of the maqom itself and comprehends the most clillicult
pieces sarakltbor and tasrilr rhythmic cycles talqit anr) ufar. The
repertoire of our CD comes mostly flom here.

r The seconcl section (s/ai'öa) is rnade by a lighter repertoire macle by
vocal pieces called saat alnd mugtltclu.

As it happens in Johanir Sebastian Bach suites, a Central Asian zrago»t is

generally closed by this section made by lighter and dance-beat tur)es.

Gazal

The same observations made above about the musical Arab/Persiat't
background of rtaqctm. can be appliecl to the texts that are sung here by
Munajat, mostly composed in gazalibrm by Middle Age poets of Persian and
Turlrislr Chagatai language. Gazalis an original Arabic/Persian poetic form
in ten/tweh,e distiches, composed according to the rules of the classical metre
called aritz, ancl is a genre at the same time poetic and musical, born-to-be-
sung, diffused in all the vast Persian language culture area that stretclres fiom

Persia to Afgharistan, North-we6tern India, Ottoman empire lands, Central
Asia ard among Uighurs. A gazal is of erotic argument, desclibing the pains

and.joys of love, but, under the influence of Sufism (tasawwuf; such love

poems became metaphors of the divine love (usirg) and the longing ol the

iover for the Beloved thanks to a net of poetical rnetaphors (the cypress, the
rose, the wine, the nightingale and so on). In particulaq the gazals ol erotic/
mystic argument lies at the core of the Central Asiall .vocal naqr'nt an<l' at

the same ti[re, they are the best examPle of Central Asian spirituality In this

sense, there are no r\rords apt to describq Munojot the deep and spilitual
interpretations of the texts.

Monajat and Shavkat

Born in 1960 in the village of Sherman Bulalt in Andiian district, Fergana

Valley, at the East end of UzbeltistaD, Munajat studied at the Tashkent State

Conservatory from 1978 to 1985 ünder the guidance of amsslro Shavltat

Mirzaev, lvho since the first time was touched by the timbre of that strange

young voice that rcmembered ltim the great Sufi singers of the past. Shavkat

made her study the great works of traditional classical slusltmaqom talher
neglected these days, ashing her to aroid performance§ at wedcling§ (loi's),

a ivell hnown ancl well paid custom fbr musicians in Uzbekistan. [r order
to der,elop her style of singing, Shavhat colnbined the traditional singing
teclrniques, with theil nose, head and tllroat vocal emissiotts called guligi antl

0zlzgz, with Western operatic singing techniques. At the same time, he carelully
introduced songs frorn the simpler to the more di{Iicult, developing lrer voice

I'rom the central to the peripheral and most powerful ateas of her tessiturL,



as the listener \!oLrl(l al)prcciate
([rring thc aa]j I)hases. Irinally, all
larrous Snli songs wcrc inclucled in
the repertoire that madc hcr ancl her'

nrastcr färlous all over the rvorlcl.

H'r 1,;rlri, rrl,.r' rr 1" r t,,irr r tnrrrl,

by tlte bcst exanrples ol .rizrrl
»rago»i ntrsic corDposc(l by Uzbelr
corrposers lbtrnal,on) of tr-aclitional
style. Thanlis to her nt?.:a .to!ntno
\,oice stretchiDg to t\\'o octaYcs alld a

hall, ancl to the lllnr nrtistic (lirection
ol Shavliat NIi|zaer; Muriljat Itot
only revilecl tlnralc u ell-linorvn
.otrg.. L,Ltt ,'r ltt tlr.t titrr,' 'lr,'
Perlornrcil nrany rrraJe soDgs. Iler
rel)ertoire inclrrdc nrrrsic conrposecl
on Srrli inspiled ver_ses lrorrt poctr
as Alishcr Naroi (XV), I"rrzLrli (XVI),
Mashlab (d. 1;l l) an(l Huvai(lo
(XVIII). It seenrs irrportant to notc
tllat thc tinrc, this |epe|toire cltoice,
insteacl ol poprrlar nroileln Uzbeli

I)octly llatterirlg- Sovict iclcologli n as

|zrther sig..niticant: accorcling to rnusicologist
Ri,zi:r S,rltrtrovn. tlrr l,u rr' ntr Srtlj ttrtts', irl
her"r'epeltoire u'as ct'trr:iaJly ilnPortatrt tor the
Uzbcli ar.rdience in the 11)7o.

At'ter a rcrnar'ltable 19711 conccrt orr -fV slte

continlrecl her carccr by ar«riditrg rleclclings rrltile
pcrlörnring Luritlucly 1ör acaclenric occasions anil
classical I"estivals. She thcn sang u'ith ,lia.v»röle

Ilaga»i at iJzlxk Irtaclio lionr 1s)8o to 1989 and

later u ith the Uzbcli State Philarntonic Elrsentble.

Atier the lirll of USSII ar.ountl 199I,shegainc(l a

gr':rr tirr,.o,rr ,,1 l,.r rr:rrir. UrL,lii:l.Ur. t',Uring
abroad in thc USA, in l')Lrrope, Asia antl Latin
Arnelica. Hel recorclings tör European laltls as

Frerrclr Ocora-Ratlicr l:r'trnce (( :bikistttr XIontjaL
)llkltintt) uttl Gclnran Netrrorli (lhuutl1trt
)ilth ianr a nd linse» ble S haolidt Mt nata: ;l Hdunl iry
/äizr) rrinför.cccl such a slrc(ess. She uas then

ularclecl as Honoutrd Altist of Uzbeliistan'
(1991), and "l'cople's i\rtist of Uzbekistai"
(199+). DLrring her peüönning carcer she \\'on

many ti|st p|izes as I99? 'Goldcn NiglrtiDg"ale" at

Sanrarliirnd Intcrnational Iiestir':rl S'fu rtg Tirroriolaii
bLrt her'path is 1är ti'onl being over.
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Instrurnents

tanbLrr (long necked lute).The term can refer to various long-neched lutes
througfrout the rvorld of Islamic music. Uzbeh/Tajilt tanbur has four metal
stlings that run over a small loose bridge to a bit of wood at the edge of the
body. It is always played with a wire plectrum on the irdex-finger
sato (fiddle).Tlre salo is a bowed lazörzr (see above) played by per-fonners of C,entral

Asian classical and fblk music. The great Uzbeh musician Turgun Alimatov (1922-
2oo8), that You calr listen throughout the recording, r'evived the art of the firo, as it
had completely disappeared for a number of centuries before he took it uP in 1957.

ghijjak (äddle). The ghijjah is a spilie fiddle with a bowl soundbox similar
to llanian kam.atclrch. Nowadays it is often replaced by European violitr
positioned upright.

dutor (long neclied lute). As its Persian name implies, it's a two stringed long
necked 1ute, stlummed in Uzbek/Tajih technique, rvhile pluclted by Uighurs.

Ä-

qonun (plucked zither). The qantln is a large plucked zither played in and

arorrnd the vast Middle East that arrived in Central Asia with lslam. No
particular variant irt lJzhek qonury except its pronunciation.

chang (harnmered zither).This instrument is better knou,n elsewhere as razltlr,
but in Central Asia it is used the ancient Tulkish term geng, curiously close,
through Silk Road, to Chinese terms for analogues zithers as the (gu)zheng.

qoshnay (single reed aerophone with two pipes). An instrument of the Arab zazr
family mostly used in Folk music that was elevated to classical music repertoire rvith its
six holes it can play all the micreinten allic nuftrces as the flute zrt1, grving a particular
touch and tinrlrr to s/rsla nwqom, it's playerl bere by its most famous interpret.

rubob (lute)Baäab is a complex term, designating a fiddle in Middle Orient
and a pluched lute in Afghanistan and Central Asia. The Uzbeh version is a

lolg neclted Iute plucked and rather recently f'retted, as is the "Kashgar nrÖoä'

variant played here by director Shavltat Mirzaev

doira ({'rame clrurn). The doira is a round {rame-drum. A meurbratre is

stretched over a wooden hoop-shapecl l'rame to fbrm the bocly. On the inner
Iäce of the hoop are anything from 40 to Ioo steel rings rvhich make a !ariety
of pelcussive rattles.

nay (transverse flute). The term 7?4J is used for a great variety of the very
ancient end-blo,vn llLrtes of tlre vast world of nlaqdmi the Central Asial
velsion, made of woocl, is r"adically dilibrent becaLrse it is played transversally,
nraybe by r.irtrre of neighbours instruments as lnd\an bans;iri.



Instruments
tanbur (long irecked lute).The term can ref'er to various long-neched lutes
throughout the rvorld of [slamic music. Uzbek/Tajil< tanbur has four metal
striDgs that run over a small loose bridge to a bit of wood at the edge of the
body. tt is always played with a wire plectrum on the index-finger.

sato (fiddle).The salo is a bowed lazbar (see above) played by perlormers of Central
Asian classical and folk music. The great Uzbek musician Turgun Alimatov (1929-
9oo8), that You can listen throughout the recording, revived the art of the .ralo, as it
had completely disappeared for a number of centuries befbre he took it uP in 1957.

ghijjak (flddle). Tbe ghtjjah is a spike fiddle with a bowl soundbox sirrilnr
to lranian harnancheh. Nowadays it is often replaced by European violirr
positioned upright.

dutor (long necked lute). As its Persian name implies, it's a two stringed long
necked hrte, strummed in UzbeklTajik technique, rvhile plucked by Uighuls.

qonun (plucked zither). The (la ün is a large pluched zither played in and

around the vast Middle East that arrivecl in Central Asia with lslam. No
particular variant in Uzbek qonun, except its pronunciation.

chang (hammerecl zither).This instrument is better known elsewhere as sazltlr,
but in Central Asia it is used the ancient Turkish term geng, curiously close,

through Silk Road, to Chinese terms for analogues zil\erc as the (gu)zlung.

qoshnay (single reed aerophone with two pipes). An instrument of the Arab zarirr
{ämily mostly used in Folk music tlut rvas elevated to classical music repertoire with its
six holes it can play all the micreintenallic nu{nces as the flute zrtl giving a particular
touclr and timber to Jradl maqoü it's playeclhere by its most famous interpret.

rubob (lute)Aabab is a complex term, designating a fiddle in Middle Orient
and a plucked lute in Af'ghanistan and Central Asia. The Uzbek version is a
Iong necked lute pluclted and ratlrer recently fretted, as is the "Kashgar rzÖc,Ö'

variant played hele by director Shavkat Mirzaev

doira (frame drum). The doira is a routrcl li'ame-drum. A mernbrane is

stretched or.el a wooden hoop-shaped Ii'ame to fbrm the body. On the inner
face of the hoop are atrything from 4,o to loo steel rings rvhich make a r ariety
of percussive rattles.

rray (transverse flute). The tertn nd! is r,rsed lbr a great variety of the very
ancierrt end-blorvn Ilutes of the vast world of maqam: the Central Asian
version, made of rvood, is radically dillbrent because it is playecl transversally,
maybe by virtue of neig)rbours instrunrents as lndian bansiiiri.



The single tracks

l. Chorgoh - traditional; gazal by Nodira

The beautiful and deep tone of salo played by Turgun Alimatov introduce a
traditional and alonym vocal tune extracted from the small song §uite that

represents the cultivated vocal tradition of Fergana valley. The composition
in maqr,tm chargoh is marked by a very slow 4/+ urarked by the typical and

very essential burn-tahon the doya. The intense voice slowly and dramatically
ascends orr tlre text of a gazal by Nodira, a nom de plirme (utullus) of the
Fergana poet Mohlaroyim (Mo4lapoärzru) (Andijon, 1799, - Soqand, 184'9) a

farnous poet and stateswoman. Yet, other sources attribute the text to Per§ian

poet Häfez of Shiraz (d. 1389) translated in Uzbeh. The ensemble ansu'ers

with instrumental reI'rains marked by the timbel of lhe qoshnay

2. Etishdi - music by Shardrat Mirzaev; gazal by HoIiz Khorazmiy

A more lively and modern tune composed by Shavkat Mirzaev The
instrumental sections are marked by the blending of qoslutal, nal and ghtjjak
over the clinging sound of chang. The voice of Munojot begins from the

lowest note of her tessitura and slorvly and dramatically ascends taking the
listener with her or the text of a gazalcomposed by XV century Poet ir ,zrlri
language from Khwarezm, who took the pen name (tatallur) of .HäIbz with the

ar.owed aim of producing turki verses equivalents to the poetry of the great
XIV century Persian classic poet.

_-t

3. Qayondur - music by Shavhat Mirzaev; gazal by Miskin

The ensemble begins by playing a section on a lively rhythmic cycle. The
intense voice slowly and dramatically ascends on the text of a gazalby Miskin,
a pen name (ta.xallus) of the lämous UzbehlChagatai poet Shair Mishin (1880-
193?). The ensemble ansrvers rvith instrumental refrains in which we taste the
beatrtiful heterophony of the ensemble marhed by the voice of qoshnay

a. Nihon Etdi - music by Shavkat Mirzaev; gazal by Uvaysiy

The bowed salo played by Turgun Alimatov introduce the melody over a 8/8
rhythmic cycle (durrzteketekdumtek).Munajal enter singing verses by poet Jaholt
Otin written under his fämous pen name "Uvaysiy" (? 1?8o-Margilon, l8'1,5).

5. Kim desun traditional; gazal by Muqimiy

The fiddle ghijakleads the instrumental enseurble and introduces the melody
sung by Munojot on tlle verses of poet Muhanmacl Antinxoja better known
with his pen narne Muqimiy (Qoqand, 1850-lgos).

6. Naylayin - nrusic by Jo'raxon Sultonov; gazal by S. Abdulla

A modern composition by Jo'raxon Sultonov (1903-1965) that became a
classic, interpreted by many famous traditional singers like, for instance,
Jurabek Nabiev The verses singing "What Should I Do?" are credited here to
S. Abdulla, while others sources consider the poet as Fuzuliy (l'1,83-1556) or
as Alisher Navoiy (14,41-1501). Be that as it may, Mlrnajat dramatically sings
such verses here over the delicate, intimate duo composed only by lutes raüaÖ

and rfulor, considered over the centuries as the core itself of shashmaqom.



7. Nim cho'poni - from the modal suite in maqom Segoh of the
shasltmaqom repefioire; gazal by Alishir Navoiy

Nimtho'potti is an anonym vocal compositiot't on the l'erses of poet Alisher
Navoiy (Herat, 14.4.1-l5ol). The composition is extracted as a gem from the
traditional lo[g suite in mode segoi and presented here as a selected tune. As
ofien happens throughout this CD Munajat slowly ascends toward the azo'j side

by side u,ith the liddle gltijak thatlead the ensemble over a lively rhythmic cycle.

8. Musta'zodi navo qashqarchasi - from the modal suite in maqom
Navoof the s/ta.r/z rtaqon.repertoire; gazal by Fuzuliy

The synthetic title indicates a particular vocal lbrm called mustazod composed
on tlre lively and fascinating rhythmic cycle called qashqarcha extracted Ii"om

the long modal suite in mode (maqom) n azc,. The XVI century Poet Fuzuliy is

credited here as the author of the text. The rvhole ensemble in its heterophonic
splendour, with gä7a lt, nal and. qoslurulin liont, introduces and commetrts r,vith

lefrains Munojot singing.

9. Ul kim iono - Kattaaslrula; murabba by Muqimiy

This beautiful tune is an exception in a record all devoted to Classical mrtsic:

tlre term ldrld ashula ("big composition") refers to a flee-rhythm, unmetered
Folk genre that became a semi classical genre. As You may listen, there is no

rlrythm lrere and Munajat voice stretches freely with tanbur rubato arpeggios
over the drone made by za1 a . ghijak. The verses come from quatrains
(rnurabba) composed by poet Muhamrnad Aminxoja better ltnown with his pen

name Muqimiy (Qoqand, 185o- l903).

10. G'turch« yonglrg'- traditional music; gazal by Hamid Olimjon
This lively and Anonymous traditional tune is based on the modern verses of
a gazal composed by Hamid Olimjon (XAMI4ÄOnI4MXOH,19o9- 1944). This
time the errsemble is Ieaded by the lvooden transverse flute nal and ltrte tanbur,
Munojot superb voice slorvly ascends to the powerl'ul climax (äwj).

t l. Sarahbori Dugoh - I'rom the modal suite in maqom Dugoh of the
shash nlaqom repertoire; gazal by A. Navoi

A beatrtifirl and touclring blencl of transverse flute no1 ancl fuJ?Je ghijok on the
rhythmic cycle nrarked by the doem introduce this rvell hnown and beautiful
classic from the corpus of the modal suiteiln maqom. dttgdt.Tlrc sdrakhbor \s an
introdrctive vocal piece or,rt of the first section (siz'öa) of a shashmaqonr suite
composed in a "high" and classical style. The verses li"onl a gazal composed
by the gleat Irersian ard Chagatai language poet Alisher Navoiy (Herat, 1441-
15ol)reinfbrce such a "high" and classic style of the courposition.

Giooawti De Zorzt)

University of Venice
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