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Abstract
Purpose: specific features of Uzbek national music art, improvement of students’ performance and technique in 

the correct style.
Methods: comparative, theoretical-analytical, generalization.
Results: it is necessary for pedagogues to pay attention to the further improvement of students’ skills and talents 

in this subject, to ensure the disclosure of the unique aspects of styles and rhythmic changes, to control the acquisi-
tion of performance skills.

Scientific news: The main purpose of our scientific article is to reflect on the uniqueness of the Ufar techniques. 
Let us consider the functional aspects of the Ufar techniques, based on information about the forms and functions 
of folk music in the structure and status of musicologists, as well as techniques and conclusions tested in the practice 
of folk performance. In particular, the role, function and functionality of statuses are analyzed in the case of “Ufars”, 
popular among the people and influential in nature. based on the methods shown for the first time in this article, spe-
cific methods of improving pedagogical skills in teaching students the character bases of rhythmic forms are defined.

Practical significance: theoretical and analytical materials presented in the article can be used in scientific works 
and educational processes. helps in practical lessons to improve performance technique.
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Introduction
Shashmaqam is a monumental serial work, consist-

ing of sections instrument — mushkilot and song — 
Nasr. Shashmaqam’s system of techniques is a separate 
process. If a set of established techniques in this process 
exhibits uniformity within the system, if each technique 
is approached individually, then it can be assumed that 
there are various aspects of variation, nature and com-
plexity, and even formal variations. Ufars are found in 
both groups of departments of the prose department, 
with final dancing, cheerful, festive moods.

The Ufar part of the maqam is associated with dance 
and is performed by one or several singers. Shashmaqam 
contains about twenty techniques that are of particular 
importance in a specific and complex system. For exam-
ple, Tasnif, Tarje, Gardun, Mukhammas, Sakil, Sarahbor, 
Talkin, Nasr, Mongolian, Savt and so on. Among these 
techniques, Ufar is placed at the end of the series because 
of its characteristic completeness.

Another musicologist, Otanazar Matyokubov, has 
the following thoughts about considering Ufars as a sep-
arate section in shashmakam: “There is a logical basis 
for considering Ufars as a separate section. In the term, 
the concept of “department” means a variety of a certain 
order. Accordingly, each of the instrumental and sing-
ing sections implies a number of parts, determined by 
the method of a separate circle and melodic weight. The 
variety of Ufars manifests itself in its own way” [16, 184].

This indicates that Ufars are included in the series, 
that the main part of the series is a work made of tone ma-
terial. At the same time, the independence of the Ufars in 
the singing part of the maqams is recognized as depen-
dent and subsidiary. It is inevitable that any technique 
included in maqam has its own characteristics. Because 
if we understand the composition as a chain, then each 
part is separate and they are connected to each other. In 
this regard, one can imagine that the Ufars have taken on 
a great responsibility and task. And this is to complete 



21

M. M. RASULOV   WAYS OF MAQAM OF THE TECHNIQUE OF UFAR AND FORMS AND FEATURES IN THE COMPOSITION OF FOLK MUSIC

Section 2. Musical arts European Journal of Arts 2 (2023)

ISSN 2310-5666

the composition. Can also be said to sum up and draw 
a conclusion.

If maqams are an example of compositional creativ-
ity, opinions are expressed that they are more similar to 
each other than they are written about in the sources, 
or are made according to the methods of comparison. 
This can be seen from the samples taken from the struc-
tural structures of Shashmaqam. Techniques also have 
a great influence, especially when creating such examples 
of chants and melodies, and we can clearly see this in the 
variations in the composer’s work. The main themes vary 
depending on the techniques and rhythms.

In the structure of one or another maqam, hom-
onymous branches (including Talkini Ushshak, Nasri 
Ushshak, Ufari Ushshak) differ from each other due to 
different methods of doira. To understand the parts of 
Shashmakam, it is necessary to distinguish their com-
plex techniques with the help of doira and be able to 
listen to this technique. In ordinary folk tunes, listening 
to a melody along with the technique is not as difficult 
as in maqam.

“In the song part of the maqams, in addition to the 
doira technique, the factors that determine the nature 
of the parts of the maqams are the beats of the poem. 
Because in the branches or parts of six maqams with the 
same name, the technique of doira and the dimensions 
of the poem are similar.

Among the examples of doira techniques given in 
handwritten sources (such as Gardun, Mukhammas, 
Sakil, Ufar, Talkin), one can find rhythmic measures 
that form the basis of Shashmaqam tunes and songs. For 
example, the Ufar technique presented in them can be 
represented as follows:

This technique is often found in maqams and Uzbek-
Tajik folk songs and music.

Although the doira technique that accompanies the 
melody was originally created depending on the nature 
of the melodic path, its amplitude of movement, rhyth-
mic and intonational characteristics, later techniques 
have a strong influence on the state of the melody. The 
melody undergoes great changes when it is reduced by 
various methods. In the process of formation and de-
velopment of Shashmaqam, the role of such doira tech-
niques was very great. With the help of these techniques, 
rhythmic and melodic variations were practiced, espe-

cially characteristic of the ways of shashmaqam, maqams 
were improved, various types of practical and advanced 
patterns appeared.

Although the name of such doira techniques has 
been preserved, it should be noted separately that in later 
periods, depending on the nature of the melody, they 
underwent great changes” [26, 169] .

Literature analysis and methodology
Thinking about the techniques of Shashmaqam, it 

is worth noting that the name of all the branches that 
make up Shashmaqam is associated with the name of 
the techniques. Sarahbor, Talkin, Nasr, Savt, Mongolian, 
Kashkar, Sakiynama, Ufar, Tasnif, Gardun, Mukhammas, 
Sakl and others.

The system of Shashmaqam techniques is also built 
on the principle from simple to complex. Each technique 
has its own name, formula and place in Shashmaqam.

Abdurauf Fitrat writes: “There is no definite number 
for Ufar as an offshoot of Ufar (game). Master musicolo-
gists play all the melodies in the prose of one maqam in 
the style of ufar, therefore, depending on the wishes of 
the public, they continue to perform” [2, 16].

Abdurauf Fitrat interprets Shashmaqam by dividing 
it into three branches: according to him, the first part is 
the Mushkilot part, which is performed only with the 
instrument, the second is the Nasr part, performed by 
the singer with the instrument, and the third is the Ufar 
part, which is performed along with the instrument, 
song, dance, or instrument to accompany the dance.

Below we present relatively new thoughts on the is-
sue of ufars in shashmaqam from the book “Maqams” by 
Iskhak Radjabov.

“As for the issue of ufars,” the scientist writes, “they 
are also distinguished as a special part of the maqam, 
which, of course, is not true. Because ufars are basically 
a variant of such branches as Talkin, Nasr, Savt, Mongo-
lian, reduced to the Ufar doira technique. Based on these 
considerations, we divide the maqams into two parts: We 
consider them as 1. The instrumental part of the maqa-
ms, 2. The singing (vocal) part of the maqams. The first 
part contains many instrumental tracks of various sizes. 
In the singing part of the maqams, there are independent 
and several branches and ufars” [26, 157].

In the book “Maqamot”, musicologist Otanazar 
Matyokubov makes the following statements about the 
system of style and techniques of works related to shash-
maqam and Uzbek maqam. “In music, if the curtain is 
a space (a place for songs, an arrangement), then iyqo 
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(technique, weight) is a factor of time, a device for the 
flow of time. The time that passes between songs (iyqo) 
is embodied in the science of maqam, usually in the con-
cept of technique. From the point of view of the curtain, 
maqamot organizes a certain system of modes. In anoth-
er dimension, maqamot consists of a system of certain 
techniques. The forms of classical music that we have 
are arranged primarily in these two aspects; The com-
ponents of maqam categories are determined depend-
ing on the veil and techniques. In a word, Shashmaqam, 
Khorezm maqam, Fergana-Tashkent maqam routes con-
sist of this coordinated system of curtain and technique 
dimensions” [16, 160].

It is known that Shashmaqam consists of two huge 
sections: musical and vocal. They are usually divided 
into mushkilot (instrumental) and nasr (singing). Each 
section has components specific to Shashmaqam com-
position. The works included in the musical tracks of 
Shashmaqam consist of simple and complex techniques.

That is, the techniques of doira, melodic lines in the 
instrumental part of the maqams are different. The me-
lodic lines in the instrumental part are often called doira 
modes. The instrumental part of shashmaqam includes 
the following methodical melodies. Tasnif, Tarjee, Gar-
dun, Mukhammas, Sakil. The composers of the past also 
created a rhythmic style based on a certain rule when 
expressing the doira technique, and they found their 
place in classical music patterns or called the technique 
by different names such as Chapandoz, Chanbar and so 
on. “Each of the melodic lines in the instrumental sec-
tions is considered independent instrumental parts and 
is complemented by the names of the maqams that be-
long to them. For example, Tasnifi Buzruk, Tarjei Buz-
ruk, Sakili Navo, Samoyi Dugokh, Mukhammasi Iraq, 
Garduni Segokh and others. “These instrumental tracks 
of Shashmaqam are notable for their very complex com-
position and careful melodic structure,” [26, 165] writes 
Iskhak Radjabov.

The prose part of Shashmaqam is divided into two 
groups, and they are called offshoots of the first group 
and offshoots of the second group. Iskhak Rajabov ex-
plains this process as follows. “In the early stages of the 
formation of Shashmaqam, such branches as Sarakhbor, 
Talkin, Nasr, included in the first group of the song part, 
and their songs and ufars were created. In subsequent 
years, the structure of Shashmaqam became richer, 
and composers-performers added more and more new 
branches to it” [26, 241–242].

The branches of the Shashmaqam Nasr section are 
a special sub-category and consist of several works. The 
works included in the subcategory are usually called 
“tarona”. “An offshoot of the first part of the maqams — 
Sarakhbors, Talkins, Nasrs and their songs and ufars 
are performed one after another. First, it is performed 
with the songs of the Sarakhbors, then it is passed on to 
the Talkins and their songs. Then songs with Nasr lines 
are read and Ufars are performed. On this, the first part 
of the song section “Shashmaqam” ends with the last 
swing” [26, 207].

Usually, the main techniques of Sarahbor, Talkin, 
Nasr do not change in maqams as part of Shashmaqam. 
Singing techniques that follow the main parts of these 
subcategories vary. Songs have a unique composition 
in each maqam and are formed in a system of certain 
techniques. Usually the songs do not have titles and are 
marked with numbers. Among the techniques of songs 
there are simple and complex techniques.

After the branches of the first group of Shashmaqam, 
branches of the second group were formed. “Shash-
maqam did not stop at some border, but expanded the 
borders. Thus, several offshoots were created in the Savt 
and Mongolian types, which were included in the off-
shoot group in the second part of the Shashmaqam song 
section” [26, 242].

Savt and Mongolian are also a small composition 
and consist of five specific pieces. The difference be-
tween them and the songs is that they are named af-
ter their techniques. They can be performed both as 
separate works and compositions. The second group 
of branches is based on certain techniques, and this 
system is strictly maintained among all Savts and Mon-
golians.

Savt and Mongolian techniques are almost the same. 
But in execution, it differs in the launch process. It is fol-
lowed by Talkin, Kashkar, Sokiynama and Ufar. There 
are many examples of doira techniques based on this 
rule in musical treatises of the X–XVII centuries. At the 
same time, syllables are formed from consonant letters, 
which are an expression of long and short syllables, and 
the combination of syllables forms the bars of the poem 
and doira techniques.

“These columns, used in doira techniques, can also 
represent weights in aruz. In the past, musicians and 
singers, not knowing the rules of aruz, selected verses 
suitable for songs using rhythmic stops like “tan-tana-
tananan” [26, 168].
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In maqams, techniques are mainly stored with the 
help of a doira. In the Mushkilot section, one doira is 
performed, in Nasr and Ufar — two or three doira. In the 
Nasr section it is considered one of the simplest and most 
important aspects of the technique of not being louder 
than the singer’s voice.

The maqam traditions, which make up a significant 
part of Uzbek folk music, have historically gone through 
a long and difficult path of development. Such criteria 
of creativity and performance were first expressed as 
a product of the professional activity of court artists, and 
later its development in the context of the oral style took 
on a broad outline.

A number of scientific problems of the region were 
solved as a result of research in the field of musical ori-
ental studies conducted by the scientist Iskhak Radjabov 
(1927–1982), one of the founders of the field of maqam 
studies in Uzbekistan. At the same time, the theoretical 
system of “twelve maqams”, which was widely used in 
the XIII–XVII centuries, was analyzed in its own way, 
compared with previous and later maqam ways, and an 
objective understanding of oriental musical notation was 
formed.

Shashmaqam finally emerged as a musical genre of 
the Uzbek-Tajik peoples in the first half of the XVIII 
century. At the end of the XIX century, the beginning of 
the XX century, information about Shashmaqam can be 
found in the works of Ahmed Donish, Sadriddin Aini, 
Abdurauf Fitrat and other authors.

The written sources of our national classical melodies 
in the form of notes are a great resource for preserving 
Shashmaqam as a whole collection for generations, and 
for future generations to study the cultural history of the 
past. The Russian composer V.A. Uspensky began this 
process and made his incomparable contribution. He 
focused primarily on the Uzbek and Turkmen peoples, 
who have a rich musical heritage.

Techniques are one of the factors that determine the 
structure of maqams. The ability to distinguish between 
them allows you to correctly understand the image of 
maqams.

Sakil, Khafif, Ramal, Khazaj, Du-yak, Ufar, Fohtiy, 
Turk, Mukhammas, Avsat, Chorzarb, Zarbul-Futh, Du-
rafshon, Samoiy, Chanbar, Miatayn, which were known 
in the past, and the measurement of the rhythm of bakhr 
and doira-drums techniques have survived to this day. 
These techniques are found in musical works, especially 
in maqam tracks. We do not know when and by whom 

they were created. We can tell if they were created earlier 
or later, depending on how simple or complex they are.

It is known that one of the most necessary elements of 
the makam paths are doira techniques. Doira techniques 
are one of the decisive factors in identifying the charac-
teristic aspects of maqam, melody and singing. This is 
probably why the techniques and system of techniques 
of Shashmaqam have proven themselves in a certain style 
and system. If systematicity ensures their classification, 
then signs of dissimilarities are often found in separate 
aspects. Usually in such cases, techniques are sorted out 
to some extent, polished, systematized, calmed down, 
activated, and so on. It should not be forgotten that char-
acter is at the heart of it.

Results
The uniqueness of ufars, as well as other techniques, 

a certain metro-rhythmic validity, the acquisition of cer-
tain characteristics, aspects of creativity, the possibility of 
diversity are proof of their universality and perfection. This 
is probably why the Ufars occupy a special place in the 
musical heritage of the peoples of the world as samples 
with a unique national aspect. Ufars occupy a special place 
in the system of techniques of the Uzbek musical heritage. 
Ufars differ from other techniques in their versatility. In 
this place, he shows his wonderful aspects with aspects of 
perfection. In this process, the most important aspects of 
ufars appear. Firstly, it is the stability of techniques, and 
secondly, the variety of these techniques affects the nature 
of melodies and sounds. We see the most perfect system 
of this in the structure of maqams.

“The main theme of the melody in maqams is often 
reduced to various forms through rhythmic and melod-
ic variations. (In instrumental tracks, the theme of the 
melody is variable). By adding new melodic structures to 
them, the melody is improved, and their impact increas-
es. Tracks Tasnif, Tarje, Gardun, Mukhammas, Sakil are 
performed one after another, while the closeness of the 
tonality and the theme of the melody, the colorfulness, 
melodiousness and pleasant phrases of the melody, the 
variety of doira techniques are not noticed. This clearly 
shows the originality of maqam paths created by creative 
composers” [26, 165].

In our musical heritage, we can see that a perfect sys-
tem of techniques is reflected in their multifaceted char-
acteristics, as well as in the terminology of techniques. 
“In the above states, the melodic lines of the same name 
are characterized by the fact that the cadence and the 
theme of the melody are different, and the technique of 
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the doira is the same. So, the reason why they are called by 
such names as Tasnif, Tarje, Gardun, Mukhammas is the 
unity of technique that they had originally” [26, 165–166].

In addition to the branches of Ufar, called in Shash-
maqam, we can attest to the presence of favorable songs 
of Ufar:

Table 1. – Ufar techniques in the first group of offshoots of the Shashmaqam sections of Nasr

Song of Sarahbori buzruk I =100, III =104; Song of Sarahbori 

Dugokh  IV =96; Song of Orazi Dugokh  I =84; Song of 

Sarakhbori Segokh II =84–88, III =88–92, Song of Sarakhbori 

Irok III =92–96.

Song of Sarahbori buzruk II =112.

Song of Uzzol =108.

Song of Sarahbori Rost IV =104–108.

Song of Nasri Ushshok =96; Song of Sarakhbori SegokhV =96.

Song of Nasri Ushshok II =108.

Guler-u Shakhnoz =54; Dugokh Husain suporish =104.

Song of Nasri Bayot I =116; Bozurgoniy =120–126.

Song of Orazi Navo  I =108; Bayoti Sheroziy  II =96–100; 

Dugokh huainy IV =92. Song III =92.

Bayot II =96–100.

Oromijon =96–100 (Dugokh).

Chorgokh II =80.

Song of Sarakhbori Segokh V–VI =100–104.

Song of Nasri Segokh =92.

Gul Uzorim (Segokh) =116.

Song of Sarakhbori Irok IV =104; Song 5 =96–100; Song of 

Muhairi Irok III =104.

Song of Sarakhbori Irok VI =100–104;

Song of Muhairi Irok I =92.

Hush kelding (bozurgon version) =84–88.
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Ufars in Shashmaqam are the final parts of the first 
and second group of branches of the Nasr Shashmaqam 
section. The merry technique is the name of the part 
and final parts that are most vividly performed in Shash-
maqam.

Ufari Uzzol

Ufari Ushshok

Ufari Bayot

Ufari Chorgoh

Ufari Segokh

Ufari Irok

Techniques are also a living process. Therefore, it can 
be polished and varied by the musician during the per-
formance. The variety of techniques is classical, that is, 
relatively less is observed when performing maqams. But 
in the practice of performance, they are polished to an 
unsurpassed level, brought to perfection. Typically, run-
time techniques are bidirectional. The first is within the 
framework of solo performance with the help of doira, 
that is, similar techniques are performed in a single sys-
tem. We call it solo. Depending on the essence of the 
work, it is polished with various glosses and dynamic 
development is achieved. Later, in the 1930s, Usta Olim 
Komilov, a member of the “Uzbek State Musical Theater” 
tour group at the All-Union Folk Art Olympiad, held in 
Moscow, performed characteristic Ufar tunes among 
a number of dance groups. Precisely because the Ufars 
are cheerful, cheerful, musical and dancing in the na-
tional spirit. At the Olympics, he performed such games 
as “Daromadi gul oyin”, “Ufari sokhkta”, “Katta oyin” on 
doira.

It should be noted that in performing practice there 
are more than twenty forms of the Ufar technique 
(metro-rhythmic formulas). Of course, discreet Ufars, 
exotic Ufars, classic Ufars, dance Ufars and so on. When 
they are combined into one system, we observe the fol-
lowing scene:

1)   	 2) 

3)   	 4) 

5)   	 6) 

7)   	 8) 

9)   	 10) 

11)  	 12)

13)   	 14) 

15)   	 16)

17)   	 18) 
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It should be noted that each Ufar has its own place, 
character, rhythmic formula, tempo and features as a spe-
cific technique. Their use in performance would be great 
if they were respected in accordance with the provisions 
of the rules, based on the amount of work, productivity, 
environment and tasks.

First of all, it should be noted that each work has 
a certain technique formula and interpretation criteria 
based on its nature. Based on this, they widely use the 
possibilities of choosing options and use various inter-
pretation techniques. But the classical ones, especially 
when performing maqams, require compliance with the 
rules, which we can learn depending on the techniques 
themselves. It can be seen that Ufar techniques, depend-
ing on their nature, meet in performing practice changes 
that are characteristic of genres.

Like all techniques, ufars are studied in their own 
way in some sources. For example, Abdurauf Fitrat in his 
studies does not divide maqams into two parts, Mushki-
lot and Nasr, without separating them into separate parts, 
since they are variants adapted to doira techniques, such 
as Talkin, Nasr, Savt and Mongolian. Gives 17 examples 
of techniques.

Ufar — the dictionary meaning is still unclear. In 
modern sheet music, references are often added to Ufars. 
It would be more accurate and correct if they were giv-
en separately. Ufars in the first part of the song section 
of Shashmaqam represent a certain rhythmic-melodic 
variation based on Nasr.

To Buzruk: Ufari Uzzol,
To Rost: Ufari Ushshak,
To Navo: Ufari Bayot,
To Dugokh: Ufari Chorgoh,
To Segoh: Ufari Segoh
To Iraq: Ufari Muhayari Iraq
In the sources devoted to the theory of music, it is 

emphasized that ufar is the name of a certain technique 
of doira. It is noted that among the people ufars are easier 
to perform than makamny ones. For example, ufars in 
rhythmic formulas are as follows: clock rhythmic bar 
3/4; and 6/8.

Thanks to the relatively easy performance of ufar, a per-
son feels joyful and cheerful. It was performed with the 
accompaniment of singers and dancers, so some musicolo-

gists considered the ufars to be part of the performance 
of Shashmaqam. The first part of the Shashmaqam song 
section is performed in the following order: Sarahbor — 
Songs — Suporish — Talkin — Suporish — Nasr — and 
their songs — Ufars are performed as a whole. Ufars have 
a wide variety. Many examples can be cited as an example. 
One of them is that Abdurakhmanbegi II from the Fergana-
Tashkent direction, Ufar Savti Sarvinoz from maqam Ufari 
Buzruk is a light version in maqam. In general, if we con-
sider Shashmaqam as a large group rich in diversity, then, 
of course, the Ufars, which are part of Shashmaqam, are 
no exception. Ufars have their place and appeal as a special 
technique. There are rules for their use in performance, and 
if you follow them, they show their features, correctly and 
completely in harmony with the melody.

Discussions
It is customary to perform dozens of types of each 

technique. This can also be understood as illegibility of 
techniques. Because a number of examples of each tech-
nique is formed by exchanging the strong contributions 
of each technique, diversity and fragmentation of strong 
and weak strokes. Because a number of examples of each 
technique is formed by exchanging the strong contribu-
tions of each technique, diversity and fragmentation of 
strong and weak strokes.

Folk techniques can be conditionally divided into 
three parts.

1) Authentic techniques that arose in connection 
with the life of an original people and imbued with na-
tional values.

2) Classic techniques.
3) Made techniques.
Below we give examples of Ufar techniques from the 

collection “Overview of the techniques included in the 
techniques of the collection”, compiled by Rakhmatilla 
Samadov in his teaching aid “Klad of strikes”. Including:

—  Ufari Chapandoz Example 1. The technique of 
Ufar involves a reverse blow. That is, it is said that at first 
there is a relatively strong contribution, then a strong 
contribution comes one after another. Ufari Chapandoz 
means performing Ufar (inverted) by playing it upside 
down. The sample note looks like this. In dance art, ufar 
is also used in the sense of walking in small steps. Ex-
ample #1
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—  Ufari Sokhta Example 2. The difference between 
the fake ufar presented in the techniques of the collection 
and the main ufar is that instead of the standard ufar, the 
ufars are represented by reverse blows. The implementa-
tion of the technique implies this even from the meaning 
of the name, and it is not so difficult to understand it. 
Example #2

—  Ufari Sokhta Rezi Example 3. The fake ufar num-
bers are so brilliant that it is also represented by small 
strokes in Rezi. Example #3

Conclusion
Summing up, it should be noted that the legacy of 

Uzbek folk and classical music is indeed a perfect and 
complex system, rich in traditions and diversity. Each 
work, each technique, each genre that is part of the mu-
sical heritage is characterized by its unique place, char-
acter, artistic image and form. We are convinced that the 
techniques are a single process. Tasnif, Tarje or Sarahbor, 
Talkin, which is part of this process, is a separate set of 
various techniques and bows. That is, if they are a struc-
tural part of the composition, then they claim to be sepa-
rate from the second. Therefore, it must be recognized 
that each work acquires multifaceted characteristics.

Ufars (techniques), which are part of the musical 
heritage, differ from other techniques in their unique-
ness, versatility, richness of species, colorful diversity. 
The proof of our opinion is the fact that there are more 
than 20 examples of ufars in practice and they are widely 
used in practice. It is not surprising that the following 
aspects characteristic of the Ufars contributed to this:

1. softness, simplicity and restraint;
2. lively, groovy, playful
3. is of a spiritual nature, and so on.
According to these characteristics, Ufars can be clas-

sified and divided into groups. For example: simple, light, 
complex, discreet, fun and so on; on the basis of speed, 
making fast and slow, on the basis of polished to a shine; 
Based on the changes in the strong inputs of reception, 
the Ufars are classified and, in the process of classifica-
tion, also acquire their characteristic value.

In the sources devoted to the theory of music, it is 
emphasized that ufar is the name of a certain technique 

of doira. It is noted that among the people ufars are eas-
ier to perform than maqam ones. For example, ufars in 
rhythmic formulas are as follows: clock rhythmic mea-
sure 3/4 and 6/8.

In dance art, ufar is also used in the sense of walking 
in small steps. As an example, in the second chapter of 
our thesis, we gave a sample of the Ufar technique called 
“Ufari Chapandoz”.

First of all, it should be noted that each work has 
a certain technique formula and interpretation criteria 
based on its nature. Based on this, they widely use the 
possibilities of choosing options and use various inter-
pretation techniques. But it is necessary to follow the 
rules when performing the classics, especially when per-
forming maqams. Depending on the nature of different 
styles, it can be seen that genres are found in performing 
practice. For example:

Ufars in the song sections of Shashmaqam; Savt and 
Mongolian — Ufars included in the II branch; Patterns 
more observable, most likely folk, danceability and at-
tractiveness; Ufars, which are more often used in trumpet 
melodies, are patterns, and so on.

The role and function of the ufars in Shashmaqam 
is characterized by the fulfillment of the final task. The 
unique charm of the studied Ufars is manifested in the 
core of their tone and symbols. Each of the ufars has 
a  certain metro-rhythmic variety and, on the whole, 
a unifying (stabilizing) feature into a single formula. This 
feature is important for determining the nature, purpose 
and purpose of the work, as well as for demonstrating the 
attractiveness of the symbol.

Shashmaqam has not froze in one place since its 
formation. It was improved and polished, enriched by 
requirements and circumstances, and passed down from 
generation to generation. It is important to note that it 
demonstrates its value and superiority as a source of cre-
ativity for artists. However different the interpretation 
of the ufars may be, based on their creative skill, their 
immediacy and function, they prove their importance 
as a very appropriate and important symbol. The proof 
of our opinion is that works on comparison of Ufar 
techniques and the use of quotations from the national 
classical musical heritage in the work of composers and 
performers have been carried out by musicologists and 
are applied in practice with theoretical analysis.

Based on the achievements of today’s young perfect 
generation, it is necessary to recognize the importance of 
a comparative study of modern living traditions, including 
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the Ufars, with the theoretical views recorded in the mu-
sical treatises of the past. It should be noted that Shash-
maqam, considered our national classical musical heritage, 

is not only a value representing the culture of the past, but 
also a spiritual force that inspires today’s creative aspira-
tions and at the same time aspires to the future.
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