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ON THE NOTATION OF AZERBAIJANI TAR
PERFORMANCE TECHNIQUES

Abstract. The study of the Azerbaijani tar and its performance technique
has long been a focal point for scholars. In particular, the exploration of its
primary playing techniques — the plectrum (mizrab) and finger (barmagq)
methods holds significant scholarly value. However, there remains a lack
of extensive scientific research aimed at developing a standardized notation
system to represent these techniques in written form. While some sources
have proposed systems of musical notation, they are generally confined to the
context of the individual work, with each author applying a different approach.
This variation is a result of the absence of a unified research framework for
systematizing the tar’s playing techniques within a single notation system.
As such, the establishment of a standardized notation system for the tar
remains a relevant and pressing issue. For the first time, this article offers
detailed methodological explanations of the performance characteristics
of both the plectrum (déyma, tors, domli) and finger (dartma, lal barmag,
barmaq doyma) techniques of the tar. Furthermore, by referencing existing
systems of international music notation, symbols have been assigned to these
techniques based on their distinct sound characteristics. To support these
findings, notational examples based on the tar’s performance in Azerbaijani
folk dances and mugham music are presented.

Key words: Azerbaijani tar performance, playing techniques, musical
notation, mizrab (plectrum) techniques, finger methods.

Introduction. The tar, which occupies a central place in Azerbaijani
musical culture, along with its performance traditions, has been the subject
of sustained research interest. In this regard, new compositions of the
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tar continue to emerge in the contemporary period and are the subject of
academic research. Nevertheless, one of the most pressing challenges in
the notation of works within the tar repertoire (including both composer
pieces and folk transcriptions) is the lack of explicit indication of playing
methods. Frequently, only the melodic line is written down, while the
execution of performance methods is left to the interpretive freedom
of the performer. Each musician interprets the work according to their
own approach, employing various performance techniques — particularly
plectrum (mizrab) and finger playing. The fundamental reason for this
situation is the lack of a standardized notation system specifically designed
to represent these techniques. While some sources have proposed systems
of musical notation [1; 2; 3; 4; 5], they are generally confined to the context
of the individual work, with each author applying a different approach.
This variation is a result of the absence of unified research framework for
systematizing the tar’s playing techniques within a single notation system.
As such, the establishment of a standardized notation system for the tar
remains a relevant and pressing issue.

The interpretation of the main material. The Azerbaijani tar is
distinguished by a wide range of playing techniques. In the present study,
particular attention is devoted to the examination of specific finger methods —
dartma, lal barmaq, barmaq déymas as well as mizrab (plectrum) techniques
such as doyma, tars, and damli. These techniques are extensively employed in
the practice of tar performers and constitute an essential component of their
artistic activity.

Doyma (in Azerbaijani, “strike”) represents a specific technique of to the
downward stroke. In this method, the plectrum strikes the string a hammering
manner, executed exclusively from above. In tar performance, a conventional
downward stroke is termed {ist mizrab. When played with greater force and
emphasis, this stroke corresponds to the nuance of accent. In contrast,
doymo mizrab reveals certain technical distinctions: the angle at which the
plectrum held and the manner of striking the string are altered. Unlike the
ordinary stroke, ddymo technique involves a somewhat oblique impact of
the plectrum against the string, producing a sharper and more penetrating
timbre. For the notation of this technique, we consider the use the symbol “
A’ (marcato) to be appropriate. The term “marcato” (from French martelé,
“to hammer”) is traditionally employed Western music to indicate strongly
accented passages. Similar to sforzando, it suggests a marked articulation,
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where each note is played with a forceful attack [6, p. 25]. We consider that,
in essence and in terms of its acoustic characteristics, “marcato” closely
corresponds to “déyma” technique, and the symbol thus appropriately
represents that plectrum method.

“Tors” (in Azerbaijani, “reverse”) mizrab is a specialized upward striking
technique. In instrumental mugham performance, the up stroke (alt mizrab) is
executed in a specific manner that differs from the ordinary upward stroke.
Here, the grip of the plectrum and the angle of the stroke are of particular
importance. The strokes are delivered from beneath the strings in a somewhat
diagonal manner. This produces a “plucking” effect, in which each note sounds
distinct, accented, and sharp. Therefore, to indicate tors in notation, the use of
the staccatissimo symbol “Y” is considered appropriate. Staccatissimo denotes
amarkedly shott, accented, and sharp execution, more pronounced than
ordinary staccato [8, p. 5-6]. We consider that, in essence, this performance
technique closely corresponds to the acoustic characteristics of the tars mizrab
and the symbol fully represents this technique.

Doamli mizrab is a technique widely used in folk music, associated with the
concept of “sustaining a note”, traditionally performed by an accompanying
musician. In solo tar performance, this function is realized through the domli
mizrab technique. Specifically, while playing the melodic line, a secondary
tone is continuously repeated to sustain a drone. This sustained sound may
be held for an extended duration in the lower register, occasionally in the
upper register, or repeated successively. This method manifests in two forms:
either simultaneously with the melodic movement or alternately with it in a
continuous, drone-like manner. In this way, the secondary tone functions as
an organ point. The sustaining sound may occur on the same string group as
the melody or on separate string groups (Example 1).
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Fig. 1. Damli mizrab technique
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Dartma (in Azerbaijani, “to pull”) — a technique in which the strings
are plucked using the fingers of the left hand without the involvement of
a plectrum. During performance, the strings are sounded by the fingers
of the left hand, which functions similarly to a plectrum. As a rule, the
strings are pulled downward, corresponding to a type of “downward
stroke” (zist mizrab) used with a plectrum. Compared to plectrum strokes,
this technique produces a softer and weaker sound. The utilization of the
left-hand fingers in the dartma technique is as follows (Example 2): a) if
played on an open string, all fingers may be used; b) if the 1* finger is on
the fret, the 2", 3, or 4™ finger is used; c) if the 2" finger is on the fret,
the 3 or 4" finger is used; d) if the 3™ finger is on the fret, only the 4™
finger is used.
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Fig. 2. Dartma finger technique

In the musical notation, the “+” symbol indicates that the passage is to be
executed using dartma technique. In this case, two fingerings are indicated:
the lower fingering denotes the finger placed on the fingerboard, while the
upper one designates the finger that plucks the string. Moreover, this symbol
is also employed in bowed string instruments to indicate left-hand pizzicato
[6, p. 35; 7, p. 129]. In instrumental mugham performance, certain phrases
are nevertheless executed within a defined metro-rhythmic framework.
In such instances, within the musical line of the mugham (particularly in
its melodic figuration), the use of bass (bam) and ringing (zang) strings in
combination with dartma technique gives rise to specific rhythmic patterns
(Example 3).
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Fig. 3. Fragment from the Azerbaijani Mahur-Hindi mugham (Ussaq)
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“Lal barmaq” (in Azerbaijani, lal means “silent”, “mute”) — is a
technique in which subsequent notes are produced without a plectrum
stroke, relying instead on the vibration generated by the previous
stroke. In this process, both principal and auxiliary tones are involved:
the principal tone is articulated with the plectrum, while the subsequent
pitch (auxiliary tones) is produced solely by placing the finger on the
fret, utilizing the ongoing vibration. This results in a smoother, more fluid
sound with a naturally decaying resonance. Lal barmaq technique plays
a particularly important role in descending passages, repeated notes, and
technical-virtuosic runs, serving as a means of creating ornamentation and
embellishment (Example 4).

Fig. 4. Fragment from the Azerbaijani folk dance Maral

In many cases, performers also employ mizrab (plectrum) strokes
within the lal barmaq technique. In faster passages, the “lal barmaq” notes
are articulated with aid of plectrum strokes, resulting in tones that sound
comparatively softer and less prominent than the principal melodic line.
They thus fulfill a function of embellishment and melodic ornamentation.
However, as a general rule, “lal barmaq” is applied exclusively with the alt
mizrab (upstroke) (Example 5).

Fig. 5. Fragment from the Azerbaijani folk dance Reyhani

In the notation examples, “lal barmagq’ notes are represented with smaller
note heads. They are performed relatively shorter and with a light plectrum
stroke, which brings them closer in character to the /al barmaq technique
and distinguishes them from the main melodic line. The use of both types of

90



Incasanat vo madeniyyat problemlari / Problems of Arts and Culture / ITpoGembI nckyccTsa i KyabTypbl  ISSN 2310-5399 Vol 19 Ne4

lal barmag—without and with the plectrum—musical phrase and enriches the
melodic line (Example 6).

1

Fig. 6. Fragment from the Azerbaijani folk dance Rafiqa

“Doym2” (finger technique) — a plectrum-free performance method in
which the fingers of the left hand strike the instrument’s neck, specifically
the fingerboard. In this technique, the sound is produced not by plucking
the strings or using the plectrum, but by forceful ginger strikes on the frets.
In traditional tar playing, such plectrum-free finger passages are typically
executed in combination with sziriigdiirma (sliding) (Example 7) and dartma
(pulling) (Example 8) finger methods.
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Fig. 7. Barmagq doyma with siiriisdiirms (sliding)
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Fig. 8. Barmaq doyma and dartma

In the notation, notes indicated with the fingerings X, (X) vo X.
corresponding to the string groups represent the barmaq déyma technique. In
tar performance, barmaq doyma is primarily executed using the 2™ (middle)
and 3" (ring) fingers.
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Conclusion. This article offers detailed methodological explanations of
the performance characteristics of both the plectrum (doyma, tors, domli) and
finger (dartma, lal barmagq, barmaq déyma) techniques of the far. Furthermore,
by referencing existing systems of international music notation, symbols have
been assigned to these techniques based on their distinct sound characteristics.
The notation proposed in the article facilitates more efficient sight-reading for
performers. At the same time, this article provides musicologists with precise
methodological explanations regarding tar performance practice.
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Kosnan Sadiqov (Azarbaycan)

AZORBAYCAN TAR IFACILIQ USULLARININ

NOTASIYASINA DAIR

Azarbaycan tar1 vo onun ifa texnikalarinin 6yranilmasi todqiqatgilar ligiin
daim diqgot morkozindo olmusdur. Xiisuson do tarin osas ¢alg1 texnikalarinin
— mizrab vo barmaq tsullarinin arasdirilmasi miithiim shomiyyat kosb edir.
Lakin homin ifa tisullarinin notasiyada gostorilmosi vo not-isaro sisteminin
toyin edilmosi istigamatindo kifayot qodor elmi is aparilmamisdir. Bir sira
monbolords miioyyan not-igars sistemi toklif edilso do, onlar yalniz hamin
manbanin ¢agivasinds qalmig vo hor bir musllif forqli yanagmalar totbiq
etmisdir. Bu forqlilik tarin ifa texnikalarinin vahid not-isaro sistemino colb
olunmasi istigamotinds todqigatin olmamasi ilo alagolonir. Bu saboblo do tar
liclin standartlagdirilmis notasiya sisteminin yaradilmasi halo do aktualligini
goruyan miihiim bir masalodir. Bu moagalods ilk dofs olaraq, tarin hom mizrab
(doymao, tors, domli), hom do barmagla (dartma, lal barmaq, barmaq déymo)
calg1 texnikalariin ifa xiisusiyyatlorine dair detalli metodoloji izahlar toqdim
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edilir. Bundan slavo beynolxalq notasiyada movcud olan isaralor sistemino
miiraciat edorak bu texnikalara onlarin seslonma xiisusiyyatlorine uygun
simvollar toyin edilmisdir. Bu naticolorin dostoklonmasi tigiin tar ifagiliq
tacriibasine asaslanan Azorbaycan xalq rogslori vo mugam musiqisinin not
niimunalari toqdim edilmisdir.

Acar sozlor: Azorbaycan tar ifagiligl, ¢alg1 texnikalari, notasiya, mizrab
tisullar1, barmaq metodlari.

Kanaun CaabiroB (Azepoaiiorcan)

O HOTAIIUU UCIIOJTHUTEJIBCKHUX ITPUEMOB

A3EPBAMI’KAHCKOI'O TAPA

N3yuenue azepOaiiikaHCKOTO Tapa U €ro UCHOJIHUTENbCKUX MPUEMOB Ha
MPOTSKEHUH JIOJITOTO BPEMEHHU OCTAETCs B LIEHTPE BHUMAHUS MCCIIE10BaTe-
nei. Ocoboe 3HaueHNe UMEET MCCIIeJOBaHUE OCHOBHBIX CIIOCOOOB UI'PhI Ha
Tape — NpUEMOB UTPHI IUVIEKTPOM (MU3paOOM) U MaIbleBON TeXHUKU. OTHAKO
B HalpaBJIeHUH (PUKCAIIUH STHX UCTIOIHUTEIbCKUX TPUEMOB B HOTHOM 3aIu-
CH ¥ pa3pabOTKH COOTBETCTBYIOIEH CUCTEMbl 0003HAUEHHUH 10 HACTOSAIIETO
BpPEMEHH HE MPOBEJCHO JOCTATOYHOTO KOJIMYECTBA HAYYHBIX paboT. B psme
HCTOYHMKOB IPEIJIarajnuch ONpeNeIEéHHbIE CUCTEMBI HOTALIMM, OJHAKO OHHU
OCTaBAJIUCh B Ipe/eax JaHHBIX MyOMUKalUi, U KaKJblil aBTOp MPUMEHSLI
cOOCTBEHHBIH MOAX0A. Takas pa3HOPOAHOCTH OOYCIOBJIEHA OTCYTCTBHEM
KOMIUIEKCHOTO HCCJIEIOBAHNUs, HANPABICHHOTO Ha ()OPMHUPOBAHUE E€IUHON
CHUCTEMbI HOTAllMW MCTIOJIHUTEIbCKUX NPpUEMOB Tapa. 1o 3Toi npuunHe co3-
JaHWE CTaHAAPTU3UPOBAHHON HOTALIMOHHON CUCTEMBI JUIsl Tapa OCTAETCs aK-
TyaJIbHOM HAay4dyHOM 3ajadeil. B Hacrosmen crarbe BIEPBBIE MPEICTABICHBI
JIeTaJIbHbIE METOJ0JIOIMYECKUE TIOSICHEHNUSI, KacaroIuecs 0COOEHHOCTEH UC-
TTOJTHEHHSI Kak Mu3pabHoi (dOymo, tors, domli, barmaq doymao), Tak u masnb-
nesoii (dartma, lal barmaq) Texuuku urpsl Ha Tape. Kpome Toro, ¢ omnopoii
Ha CYILIECTBYIOILYI CUCTEMY MEXAYHAapOJHON HOTAalUMU JAHHBIM IPUEMaM
OBLIH COMOCTABIEHbI CUMBOJIbI, COOTBETCTBYIOIINE X 3BYKOBBIM XapaKTepH-
cTuKaMm. JlJ1s MoATBEp K IEHUS [TOJTyYE€HHBIX PE3YJIbTaTOB IIPUBOAATCS HOTHBIE
IpUMEpHI a3epOailKaHCKUX HAPOAHBIX TAHIIEB U MyraMHON MY3bIKH, OCHO-
BaHHbIE HA UCIIOJIHUTEIBCKON IPAKTUKE UTPBI HA Tape.

KiroueBble cjioBa: MCIIOMHEHHE Ha a3zepOailkaHCKOM Tape, UCIOJIHU-
TEJIbCKUE NMPUEMBI, HOTALUs, TEXHUKU MH3pada (TUIeKTpa), METOIbl UIPhI
najablaMH.
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