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Abstract. In this article the problem of functional genre, which is an important issue in folklore studies, is
studied scientifically and theoretically. The formation of a new genre as a result of the process of deriving a genre
from a genre has been brought to attention on the basis of specific texts. These genres are called functional genres

ELITS

and it has been considered on the basis of which specifics functionalize the genres such as “bayati”, “gerayli”,
“goshma”, “temsil” and fairy tales. Thus, it was initially noted that the genre of “bayati” (quatrain) is not a specific
genre, like many other genres, but, in fact, a literary formula. Because many genres are formed on the basis of
the genre “bayati”. Among them are quatrains, lullabies, folk songs, ceremonial songs, elegy and other folklore
genres are studied in the article and brought to the attention, due to this functionality, even before it was also
considered that it was called a literary kind by A. Abid. In particular, it has been observed that the genres created
on the basis of “bayati” are widely included in the ceremonial folklore and from the genres of “bayati” forms
created in this direction such as wishes, lullabies, Novruz songs, beliefs, occasions, religious holidays, laments,
etc. have been looked through.

As a functional genre “garayli” like the genre “bayati” has been put forward as a new problem in theoretical
and methodological research and garayli, folk songs and important parts of epics, which appeared on the basis of
the genre garayli can serve as an example of it as the main genre component.

In the article the genre “goshma” is also studied as a functional genre. So, on the basis of this genre “goshma”,
“tajnis”, the verse part of epics, “ustadname”, “vujudname”, “gifilbend”, “baghlama” and other genres were
formed.

Fables have also been brought to the attention as a functional genre, such as representation derived from
this genre, allegorical narrative, examples that arise in written and oral literature, etc. can be examples for it.
At the same time the representation is manifested both in fairy tales and the fairy tale itself has spawned many
genres from itself. The genres of fairy tales, garavelli, anecdotes, jokes and other genres have been reviewed. The
theoretical problem proposed in the study is rich in important innovations for the scientific community.
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Tyceinnu I1I.
WuctutyT dhonpkiopa HarmonansHoit Axkanemun Hayk Azepbaiimkana

ITpobaema pyHKIIHMOHAABLHOTO KaHpa
B adepbaiiAKaHCKOH (POABKAOPHCTHKE

AHHoTaums. B 1aHHOIl cTaTbe HAy4YHO M TEOPETHUYECKH Hccienyercs npobiema (yHKIMOHAIBHOTO JKaH-
pa, SABIAIOIIASACS BaKHBIM BOIIPOCOM (OIBKIOPUCTUKH. Ha 0CHOBE KOHKPETHBIX TEKCTOB OOpallleHO BHUMaHUE
Ha (OPMUPOBAHHME HOBOTO XKAHPA B PE3YJbTATEe MPOLECCA BbIBEICHHS JKaHpPa U3 KaHPa. DTU JKAHPbI HA3BaHBI
(yHKIMOHAIBHBIMH XKaHPAMH U PACCMOTPEHO, HAa OCHOBE KaKHX 0COOCHHOCTEH (hyHKLMOHAIU3UPYIOTCS TaKue
KaHPBbI, KaK Oasamoi, apaiiiu, cowma, memcun v ckasku. Takum 00pa3oM, H3HAYAIBHO OTMEYAIOCh, YTO JKaHP
basmul (4€TBEPOCTUILNE) HE SBISCTCS KOHKPETHBIM JKAHPOM, KaK MHOTHE APYTHe JKaHpBbl, a, 0 CYTH, JUTepa-
TYPHOH (POPMyYIIOH, T. K. MHOTHE *aHPbI HOPMUPYIOTCS HA OCHOBE »aHpa Oasmul. Cpeju HUX 4eTBEPOCTHIINS,
KOJIbIOETIbHbIE, HAPOJIHBIC TIECHH, 00PSAI0BbIC TIECHH, AJIErus U Apyrue (GoIbKIOPHBIC XKaHPbl H3YYatOTCs B CTa-
The, Onarozapst 3ToMy (pyHKIHOHAIBHOMY HA3HAYECHHIO, €Ile JI0 TOro, KaK CYMTAIOCh, YTO OHO OBUIO HAa3BaHO
JMTEpaTypHbIM BUoM A. AGuioM. B uacTHOCTH, 3aMEYEHO, UTO JKaHPbI, CO3JAHHBIC HA OCHOBE OAsNbl, IIUPOKO
BKJIOYEHBI B 00PS/I0BBIH (DOIBKIIOP, @ U3 )KAHPOB OasAmbl CO3AaHbI TAKUE (POPMBI, KaK IOXKEIAHHs, KOIbIOCIbHBIC,
HOBPY3CKHUE IIECHH, TI0BEPbs, PA3HUKU, PEITMIUO3HbIC IPa3JHUKHU, IUIa4H U T. 1.

Kax (yHKIHMOHAIBHBIH XKaHP eapaiiiu, KaK U XaHp Oasmuyl, BBIABUHYT B Ka4eCTBE HOBOMW IIPOOIEMBI B TEOpe-
THKO-METOJIOJIOTMYECKUX UCCIICOBAHMUSX, @ 2apailiu, HAPOJHbBIE TIECHU U Ba)KHBIC YACTH 3M0COB, BO3HUKIINE HA
OCHOBE JKaHpa 2apailiu, MOTYT CILY’KHTb IIPUMEPOM OCHOBHOTI'O KAHPOBOTO KOMIIOHEHTA.

B crarbe xaHp eowima TaKKe paccMaTpUBACTCS KaK (yHKIMOHANBHBIN kaHp. Tak, HA OCHOBE 3TOT0O XaH-
pa chOpMHUPOBAINCH 20ULMA, MAOIHCHUC, CTAXOTBOPHAS YacCTh II0COB, YCMaoHame, 8y0xicyoHame, euguibeno,
6aznama v p. KaHPBI.

bacHu ObuIH PUBIICYEHBI K BHUMAHUIO TAKXKe KaK (YHKIMOHAIBHbIN JKaHP, IPUMEPOM Il KOTOPOTO MOTYT
CILY)KUTb IIPOU3BOJHBIC OT TOTO JKaHPa M300pPaXKEHUs], AJUICTOPUUECKUE TOBECTBOBAHNUS, IPUMEPbI, BO3HUKAIO-
IIMe B MMCbMEHHOW U YCTHOM suteparype u T. 1. [Ipu 3TOM penpeseHTanus nposBIseTcs Kak B CKa3Kax, Tak U
caMa cKa3Ka IopoJuia u3 ce0s MHOXKECTBO JKaHPOB. PaccMOTpeHbI skaHpBI CKa30K, rapaBesll, aHeKA0TOB, LIyTOK
u z1p. xaHpoB. Teoperudeckas npobdiema, MpeUIOKEHHas B MCCIEA0BaHUU, Oorara BaKHbIMHU JUISl HAyYHOI'O CO-
o011ecTBa HOBOBBEICHHUAMU.

KiroueBbie ciioBa: (yHKIMOHAIBHBIN KaHP; QONBKIOPUCTHKA; Oaambl; capaiiiu; eouma; O0acHs; cKasKa;
TEOpHsl; HAIIPABJICHUE; HAPOHBII

Jost mutupoBanmsi: Xyceiinm 1. TIpobnema dyHKIMOHAIBHOTO jKaHpa B a3zepOailpkaHCKoi (oibKIIo-
puctuke. Dnocosenenue. 2024, Ne 1. C. 36-44. DOI: 10.25587/2782-4861-2024-1-36-44

Introduction

The functional genre problem, which is one of the important theoretical problems in folklore studies,
as well as in Azerbaijani folklore, is one of the problems of particular importance. The implication
of such a problem in this research work is to explore the complex functional aspects, intertwined
elements and contaminative features of the literary genre. For this, the need arises to initially clarify
these invasions. The study of folklore examples from a poetic point of view is formed mainly on the
genre formula, excluding the plot and motive and all plots and motives provide literary dynamics
based on this formula. It means the genre must exist first, so that later, in the examples that appear on
the basis of this genre, motive figuration, plot architectonics can be traced. Folklore genres can also be
considered functional in general. The genres such as beliefs, ceremonial folklore, folk dramas, labor
songs, lullabies, proverbs and sayings, riddles, fairy tales, legends, stories, anecdotes, jokes, quatrains,
folk songs, children’s folklore, ashiq activity, epic and others can be also taken as genre functionality.
But here diversity is shown more than functionality. However, there are genres in our folklore that
are precisely functional genres. In other words, genres that are more different from the genre that
is considered as a genre are noticed as derivative genres and participate in different functions. Such
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genres include quatrains, “bayati”, “garayli”, fairy tale, fable, etc. folklore genres are observed in their
functionality. However, it should not be mentioned that the main genre in terms of functional genre is
“bayati” (quatrains) genre in our folklore.

Research methods and materials

In the study the other genres that we will focus on, although partially, still show themselves as
functional genres. In this regard, the need arises in this research work to consider examples that are
considered as derivative genres and independent genres on the basis of these genres. But first, let’s
pay attention to how the genre functions. Naturally, as a genre appears, the emergence of a genre from
within the genre carries the same specificity. As the literary text reveals itself as expression, other
genres are also characterized by this pattern of behavior. In general, the genre plays an important role
in the division of literary types — epic, lyrical, dramatic and in this respect, the genre is often called a
literary genre [1, p. 39].

Discussion

It is important and necessary to study specific genres as a functional genre problem in folklore
studies. Because at this time it is possible to look through clearly the other genres derived from one
genre:

Functional levels of the “bayati” genre

The primary genre observed in folklore studies as a functional genre is, of course, the genre of
“bayati”. Investigating the research in this direction one can observe the various formulas of “bayati”.
The folklore genres such as bayati, lullabies, folk songs, ceremonial songs, etc. are of this kind. The
genre “bayati”’, which has made its way from the people’s memory to the people’s language and has
retained its functionality in a wide arena, has always attracted attention as a multifaceted genre. It is
no coincidence that A. Abid has called the genre “bayati” as “an independent literary genre with a rich
harvest” [2, p. 184]. At the same time, though A. Abid noted that in the parallelism of “bayati” with
“mani” [2, p. 187-188], by noting that “aghi” are in the form of “bayati” he showed that “bayati” is a
mechanically functional genre [2, p. 229].

A. Hajili puts forward the study of “bayati” at four levels on the basis of a scientific-theoretical
thesis and notes that “bayati” can be specified and classified on the basis of canonicity, substantiality,
syncreticity, modeling: we can divide the “bayati” into groups of genres in which any of the four genre
invariants is superior [3, p. 161]. However, in this context the researcher attributes the “bayati” to
such diverse groups at the content level that [3, p. 161-162] different contents also cause the “bayati”
to produce different genres. For example, lullabies are lyrical patterns that appear after the birth in
content and “aghi” after the death, in which different genres (lullabies, sayings) have already appeared
due to the differences in content.

We consider it more appropriate to look at examples of ceremonial folklore in the genre
functionalization of “bayati”. Because the ceremonies are rightly involved in research as an ancient
and advanced field of folklore in folklore study. In our ceremonies, mainly wish, lullaby, caress,
Novruz songs, beliefs, praises, religious holidays and thoughts occupy the main place. Naturally, such
texts are not called “bayati”, they are marked by the name we mentioned as a genre. However, the fact
that such examples are in the form of “bayati”, which emerges as a poetic formula, models “bayati” as
a functional genre and others as a derivative genre. It seems possible to talk about the invariant model
of bayat and paradigmatic genres here. Because such genres are created and popularized precisely on
the basis of “bayati”. The most important characteristic of such a ceremony is the mass, where, not
by chance, the genre “bayati”, which is easily spread as a mass genre, plays an active role and causes
the emergence of other genres. Even if they appear as separate genres, it seems impossible to deny
that these examples have formula “bayati”, that they appear as a functional genre and that they carry
contamination, being a genre within a genre. It can be clearly observed if we pay attention to the
following examples:
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Ozizim, daga sari, My dear, to the mountain,

El kdgor daga sart. Let the country people move towards the
Zilftunii zoncir eylo, mountain.

Qolbimi daga sar1 [4, p. 42]. Make a chain from your hairs,

Tie my heart to the mountain)'.

We see almost the same poetic form in lullabies:

Layla dedim ucadan, I told lullabi loudly,

Uniim ¢1xd1 bacadan. My voice came out of the chimney.
Soni Tanr1 saxlasin, God bless you from the illness,
Cigokdon, qizilcadan. lullaby, lullaby!

Balam layla, a layla! Lullaby, lullaby!

Giiliim layla, a layla! [5, p. 474].

As it can be seen, except for the refrain of the song (in terms of size, the refrain is also seven
syllables), the previous four verses are almost in the form of “bayati”. The first, second and fourth
verses of “bayati” are rhymed and the third is free (a+a+b+a), as the division is 3+4=7 or 3+2+2=7
[6, p. 120] here the same size and the same distribution are also expected. Not only the four verses,
but even the last two repeated verses are poetically remarkable for their structure on the first division.
However, the example we have presented is no longer “bayati”, but appears as the genre “layla”,
which belongs to Iullabies. As we mentioned, it reveals the specific aspects of the functional genre by
changing the genre as a result of the content. Such an interpretation of the genre “bayati” leads to the
appearance of its functionality.

Of course, the ceremonial songs in the form of “bayati” do not end with it. The following typical
example can also be considered active in this aspect:

Xirdacasan, mozason, You’re tiny, you’re cute,

Saon har giilden tozasan. You are fresher than every flower.
O giina qurban olum, Let me be a sacrifice for that day,
Tipbir-tipbir gozason. [5, p. 477]. Just walk around me.

As a ceremony, we can see the emergence of the genre “bayati” as a new genre, creating
functionality in the wedding ceremonies after the birth ceremonies. While having local and regional
characteristics, the wedding ceremonies can be accompanied by quatrains on a global or general local
level. It is known that the initial basis of wedding ceremonies consists of the dances. Though the
ritual derived from this archaic culture, emerged from the pantomimical style of behavior [7, p. 6],
today the decoration of wedding parties is the dances perfomed by the men, women or in collective
form. In verbal dances it still creates genre functionality with the appearance of the quatrain form.
K. Khasanov writes about the dance “Gofta”, which is performed at wedding parties in Baku, that it is
a female dance with the slow tempo. It was formed in Baku and later spread in Nakhchivan, too. It was
performed with accompanied by songs. The lyrics of the song were created by the people:

Qofta tikdim gobakdan, I sewed a blouse,

Bir yar sevdim tirokdon. I loved him very much.

Yar mono saat ald, My sweetheart bought me a watch, its bracelet
Bilorziyi bilokdon” [7, p. 38]. from the goldwrist.

!Here and further author's translation
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As it is seen clearly, becoming a choreographic textual phenomenon the poetic text gives already
birth to a new genre. One of the oral examples of Azerbaijani folk dances as a type of mass dance,
especially “A yordu-yordu”, “Hakhishta”, “Chit tuman” [7, p. 48, 50, 58] and others one can observe
the new genres formed from the quatrains.

The main part of folk songs that sung at the same time at wedding ceremonies are folk songs
that are formed with quatrains. Folk songs have been functional both as an independent genre and
as ceremonial songs. Many times ago the weddings were held only on the basis of folk songs and
“mugham dastgahs”. It is also clearly seen in the text of these examples that folk songs are the new
genre derived from the quatrains. The famous folk songs spread among the people such as “Ninni”,
“Beshik bashinda”, “Karabakh shikestesi”, “Ay Leli”, “Sachin ujun hormezler”, “Azerbaijan marali”,
“Guloghlan”, “Gul achdi”, “Yadima sen dushende”, “Jeyran sevgilim”, “Ay beri bakh!”, “Ay qiz,
sene mayilem”, “Dagistan”, “Onu deme, zalim yar”, “Arakhchinin mendedir”, “Goyde ulduz ellidir”,
“Sona bulbuller”, “Alma”, “Baga girdim uzume”, “Lachin”, “Goy Gulum gelsin”, “Shehgulan bizim
olsun”, “Perijan”, “Ahu kimi”, “Chit tuman”, “Ay sallanib geden yar”, “Sari gelin”, “Telli”, “Araz
uste, duz uste”, “Sheyda khanim”, “Beli, beli, jan”, “Aparmaga gelmishik”, “Almani alma, gelin!”,
“Nar, nar, Nargile”, “Geldim”, “Evleri Terter uste”, “Desmal”, “Haray, nashi elinden”, “Istekanin
deshilsin”, “Boynunda var sarilig”, “Olurem, ay eller gizi!”, “Yagut Yemeni neyler?” [8, p. 7, 8, 15,
16, 19, 20, 26, 28, 30, 35, 42, 53, 54, 55, 56, 70, 72, 78, 85, 88, 89, 99, 103, 108, 110, 118, 125, 131,
141, 142, 153, 155, 157, 163; 8, p. 8, 19, 32, 35, 49, 51, 59, 60, 63, 70, 102, 105, 106, 109, 113, 114]
and others are examples of functional genre that originated in the form of quatrains. As we mentioned
above some of the quatrains are sung in folk songs along with the refrain of the song, the placement
of the refrain verses among the quatrain verses has a contradictory function, but does not weaken or
change the quatrain in the text.

In the examples of mourning ceremonies one can see that the “bayati” (quatrain) genre is a
functional genre. In general, there are a lot of such examples and “aghi” (a poetic form expressing
grief, pain and sadness related to the funeral ceremony in oral folk poetry) attracts special attention
being in the form of a quatrain. In the characteristic of the famous “aghi” examples the following
examples can be marked:

Bu daglar, ulu daglar, These mountains, great mountains,
Cesmoli sulu daglar. Watery mountains with fountains.
Burda bir garib 6liib, A stranger died here,

Goy kisnaer, bulud aglar [5, p. 203] The sky groans, the clouds cry.

In addition, as a genre, similarities are observed as an example of “aghi” quatrains with the same
content. It should be noted that the genre “okhshama” is notable in folklore studies as a genre denoting
birth and death. The genre “okhshama” is told both “when the child is awake, cheerful and happy” [1,
p- 92] and as A. Abid mentioned “during the mourning ceremony it is said loudly by the relatives of
the dead person” [2, p. 228].

It seems that the meaning “ezizleme” of the “okhshama” in terms of content played a special role
in the spread of the genre, which was becoming semantic. Let’s also note that, as confirmed by the
sources we have shown, the lullabies recited to the baby are not basically quatrain, but the “okhshama”
recited for the late person are in the form of a quatrain [1, p. 92; 2, p. 228]. It should not be forgotten
that in folklore collections the examples of “okhshama” are also presented as “nazlama” [5, p. 476—
478; 5, p. 244-247; 9, p. 17-22].

In Novruz ceremonies and other religious ceremonies, which are the most common examples
of folklore ceremony, one can observe the functionality of quatrains form genres on a practical
level. However, these genres, keeping their quatrain form, are transformed into another genre and
projected in a new function. It is no coincidence that P.Efendiyev mentioned to such a genre change
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by distinguishing quatrains in this context. He noted that under the name of quatrains such as “bayati”,
“aghi”, “okhshama”, lullabies and “holavar”, “counter words™ and sometimes songs are collected, but
although most of them are similar to quatrains in form, they are significantly different from it in terms
of content [10, p. 146].

As it is shown above, A. Abid also looks through the examples of quatrains such as “okhshama”,
“aghi” [2, p. 228] and it should be noted that in folklore-study these genres of quatrain forms have been
considered. However, the problem is that we should consider that not only “bayati”, but also several
genres are functional genres in folklore studies. Analyzing genre paradigms, it is undeniable that such
a result will emerge.

There are too many “bayati-shaped” examples in Novruz ceremonies. A. Khajiyev points out
that “bayati”’s are modified in accordance with the current performance at weddings, engagements,
henna nights, Khidirellaz, Novruz, Ramadan evenings, entertainment, work, mourning, games, jokes,
different historical events, sudden or prolonged events experienced by the community and other such
occasions [3, p. 131].

As it can be seen, investigating the poetics of “bayati” the researcher points out that “bayati”
appears as concrete examples in the procedure of almost all ceremonies and even other different
events. Naturally, such examples cannot be presented in the volume of a single study, but we consider
it appropriate to be content here, since our theoretical-methodological goal is to draw attention to
the fact that the functionality of the “bayati” creates the new genres. In conclusion, we want to note
that the genre “bayati”, which shows the problem of genre functionality clearly, can be a subject of
extensive research in this aspect as well.

The genre “garayli” as a functional genre

From the point of view of genre problems in the research the genres that we have in mind form a
sequence in terms of size and distribution. If the bayati genre is presented as a “seven-size” genre, the genre
“garayli” is eight-size in terms of its poetic structure. “Garayli” was unambiguously accepted as a form of
ashiq poetry and later it was used in written literature [6, p. 125; 10, p. 179; 4, p. 129-130; 11, p. 223].

The genre “garayli” appear in the form of a+b+c+b, d+d+d+b in the first paragraph, but in the
following paragraphs it is based on the same technical formula. We’ll try to study about the genre
“garayli” with the same observations as in the genre “bayati”, that “gerayli” is a functional genre and
that new genres appear in this form. When we observe the examples of “garayli” from the point of
view of the genre problem, it is natural that we can see the folk songs and genres created in the form
“garayli” as well as “bayati”. The songs such as “Gozel”, “Yakhan duymele”, “Bir jut sona”, “Sona
khanim”, “Uch gunden bir”, “Sari bulbul”, “Sandiga girsem neylersen?”, “Bulbulun geydiyi sari”,
“Gara teller”, “Sona khanim” (the 2™ variant), “Khosh geldin”, “Khosh getdin” [8, p. 46, 48, 69, 93,
109, 115, 137, 139; 5, p. 36, 40, 41] can be mentioned. At the same time, it should be noted that the
genre “gerayli” is not as active as the quatrain “bayati” in the generation of genres and the emergence
of paradigms. It is also clear from the above-mentioned examples.

As the folk song formed as a separate genre [12, p. 397], it is impossible not to mention such a
genre functionality here. Even among the folk songs, although they are rare, there are also folk songs
with syllables “bayati”. The folk song “Ey bivefa yar, seni” can be shown as an example for it:

Ey bivofa yar, soni, Oh, my unfaithful sweetheart,

Neca salim yada man? how can I remember you?

Folok goymaz sad olum, The fate won’t allow me

Bu fani diinyada mon. to be happy in this mortal world.

Ayr1 diigdiim elimdan, I fell apart from my flower and my nightingale.
Giiliimdan, biilbiiliimdan, Help me to find a person who can help me in this
Bivofa yar olindon, love.

Kimo gedim dada men? [13, p. 100]
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The genre “gerayli” has many unique forms as a genre. A. Nabiyev has also presented more forms
[11, p. 223-230]. However, such forms belong to the genre “gerayli”. Our goal is to look through the
derivation of other genres. The folk songs that we have mentioned are examples of an independent
genre already in the form of “gerayli”.

Another genre derived from the genre “gerayli” is the famous examples that exist in our folk epics.
The formation of the epic in verse and prose (belonging to the epic-lyrical genre) is mainly due to the
presence of “gerayli” and quatrains in the poetics of the epic [1, p. 32]. Otherwise, it would not be
possible to attribute a genre with a method of narration to a lyrical genre as well. However, despite
this, it is natural that the genre of the epic is also a separate genre, it is not called either the form of
“gerayli” or the form of “goshma”. These genres form the poetic basis of the epic genre. That is why,
although the epic genre is not a derivative genre of the genre “gerayli”, its functionality is clearly
visible because it is a genre within a genre.

The genre “goshma” as a functional genre

In folk literature the genre of larger size, taken analogously to the genres “bayati” and “garayli”,
is the genre of “goshma”. The attachment is almost identical in shape, but differs in that it is ten units
in size. The genre “goshma” is almost in the form of the genre “gerayli”, but it differs in that it is in
the form of “eleven”. In terms of distribution, the formulas “6+5” and “4+4+3” are used as basis. At
the same time, it is one of the most widespread genres of folk literature, especially ashiq literature [6,
p. 123; 14, p. 129].

The most important place in the functionality of the genre “goshma” is played by “jinas”. Although,
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the genres “bayati”, “garayli”, “divani”, etc. occupy an important place [15, p. 24, 112; 19, p. 242],
even there are poem forms such as “jinasli bayati”, “jinasli garayli” [20, p. 39; 11, p. 225], however, as
an independent genre “goshma” with the name of “tajnis” has become more common. In the academic
sources the independent genre called “tajnis” is included in the form of the “goshma” [1, p. 133; 6,
p. 125; 14, p. 131]. Even according to M. Jalal’s and P. Khalilov’s thoughts “Tajnis is the goshma
created on the “jinas” [6, p. 126]. V. Valiyev writes that the special kind of “goshma” in ashiq poetry
is “tajnis” [14, p. 131].

S. P. Pirsultanli notes that it is known that the genre “tajnis” appeared as a type of the goshma in
the early periods [15, p. 22].

As we have presented in the previous genres “goshma” is also little involved in the creation of
folk songs, although not as much as the genre “bayati”, the folk song has also appeared in this genre.
The quatrains are notable in folk songs for their sometimes four or three verses. But sometimes
the four verse becomes like-rhyme. But nevertheless, the structure of “goshma” is clearly visible
from the poetic point of view. The songs such as “Shafag sokulerken”, “Baghin baghimja varmi?”,
“Chalpapag” (variant), “Getdi yar”, “Gule-gule”, “Aman nene”, “Get, ay batandan sonra gel!”, “Ay
dili-dili”, “Heshterkhan”, “Yar gelir”, “Ay gara giz”, “Shusha jeyrani”, “Nakhchivan”, “Bulud zulfu”,
“Ashig balani”, “Gederem Elkhana” can be looked through in this context [2, p. 12, 25, 45, 51, 63, 75,
95,106, 107, 120, 144, 147; 13, p. 11, 56, 88].

In ashiq literature the genre of “gifilbend” (locking) or “baghlama” (closing) is also a special genre,
most of which consists of the quatrains “goshma” [1, p. 29]. In addition, in the study of epics there are
special masterpieces such as the opening part of the epic the “starting formula” [16, p. 60, 65], which
are also formed as an independent genre. V. Valiyev writes that the special masterpieces are mainly in
the genre of “garayli” and “goshma” [14, p. 134].

A. Nabiyev writes that the “ustadname” (masterpiece) is one of the most popular types of the genre
“goshma”. “Ustadnames” are spread as independent “goshma” in ashiq activity [11, p. 233]. As it can
be seen, in both cases, the connection between the “masterpiece” and the “goshma” is seen.

At the same time, the genre “vujudname”, which is a description of the path from birth to death [1,
p- 24], which exists in the ashiq literature, appears mainly in the genre “goshma”. A. Nabiyev notes
that one of the poetic images based on the poetic system of the couplet, created in its forms and known
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as the type of the couplet, is “vujudname” [11, p. 234]. Of course, it shows clearly that “goshma” is a
functional genre, that it forms an invariant genre model and it creates derivative genres. At the same
time, we know that it is important to note that although in some of these genres such examples do not
appear in the genre of “goshma” generally, most of the examples are in this genre, which characterizes
the genre “goshma” as a functional genre.

As one of the folklore genres, fables also manifest themselves as a functional genre. The fable is
notable as allegorical stories [6, p. 147]. The genre fable is used as a method of conveying meaning
in folklore and written literature. The fable is a functional genre because representation can be
observed in many folklore genres rather than being a specific genre. The fable forms an allegorical tale
classification in fairy tales especially. M. Kazimoglu writes that the folklorists estimate the tales about
animals as fables and allegories [17, p. 13].

In general, the perception of fairy tales about animals as a fable, as M. Kazimoglu noted, it is
widespread in folklore studies [10; 11; 18; 19]. The fable has also taken place in many genres with
fairy tale functionality. Because as P. Afandiyev mentioned the genre narration, garavalli, jokes,
sometimes a number of love epics, legends and rumors were also included to the fairy tale group [10,
p. 111]. It is clear that in some of these genres, particularly in fairy tales, “garavelli”” and anecdotes one
can observe the fable. In this context, we also mark the functionality of the fairy tale genre. It should
even be noted that in many cases, in addition to these genres, there was a tradition of telling stories to
epics [10, p. 222; 11, p. 339].

Conclusion

Thus, the problem of functional genre, as it seems, draws attention to the fact theoretically that one
genre is diversified and produces different genres from itself, and the participation of functionality
and contaminative is attracted in this process. From this point of view, we note the importance of such
a problem in folklore-study in the genres presented by us, we hope that new research will appear by
attracting the scientific community’s view that this topic is important for larger-scale research.
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