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Preface 
 
 
 
The International Information and Networking Centre for Intangible Cultural 
Heritage in the Asia-Pacific Region under the auspices of UNESCO (ICHCAP) has 
carried out various bilateral projects to safeguard intangible cultural heritage 
(ICH) with Member States in the region. These projects, in the Centre’s areas of 
specialisation—information and networking—have acted as stimulants to build 
ICH information and strengthen solidarity throughout the region.  
 
In this context, ICHCAP initiated the project Field Survey of the Intangible Cultural 
Heritage Safeguarding Efforts in the Asia-Pacific Region in 2009. The project aims 
to collect information on safeguarding systems and policies, ICH inventories, ICH-
related organisations, ICH lists, and pending issues regarding ICH safeguarding, 
and it aims to obtain a grasp on the current situation to discover appropriate 
measures to promote ICH safeguarding. Since 2009, the project has been carried 
out in over thirty Member States of the Asia-Pacific region. 
 
In 2014 as well, ICHCAP worked in collaboration with experts and institutes from 
five countries—China, Solomon Islands, Tajikistan, Thailand, and Uzbekistan—to 
carry out the field survey project. The final report from the project will be used as 
a resource for states within the region to strengthen their understanding of ICH 
in other countries in the region. It will also serve as a resource that will help 
determine particular needs and provide a direction for new cooperative projects 
for safeguarding ICH. 
 
In particular, Ms Faroghat Azizi, the Director-General of Odam va Olam and her 
research team cooperated with ICHCAP on the 2014 field survey in Tajikistan. 
This was a follow-up survey to the 2010 survey and dealt with updated and 
supplementary information on ICH safeguarding. Owing to the team’s efforts, we 
now publish this report on the situation of Tajikistan’s ICH safeguarding efforts. 
 
ICHCAP will continue this project over the next several years to cover all the 
Member States in the Asia-Pacific region. We would like to express our sincere 
gratitude to the organisations and individuals who worked together on this field 
survey project. 
 

 
Samuel Lee, Ph.D. 
Director-General 

International Information and Networking Centre  
for Intangible Cultural Heritage in the Asia-Pacific Region  

under the auspices of UNESCO  
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Introduction 
 
 
Asia and the Pacific region is an area rich with various elements of intangible 
cultural heritage. Intangible cultural heritage has been handed down from 
generation to generation and has contributed to the development of cultural 
diversity and the creativity of humanity. Intangible cultural heritage for social 
development is well recognised as it represents the evolvement of historical 
traditions and the cultural identity of a society embodied in creative expression. 
 
Over time, the form and substance of intangible cultural heritage has become 
vulnerable to deterioration. In particular, rapid social change and globalisation 
have made this situation even more pressing. Fortunately, there has recently 
been an increase in global awareness in relation to the value of intangible cultural 
heritage and its safeguarding. 
 
In this regard, ICHCAP has created a survey study plan to collect all the necessary 
information related to current safeguarding systems for intangible cultural 
heritage in the region. ICHCAP has been preparing this survey since 2008, and 
2014 is the sixth year of the implementationof this project. 
 
ICHCAP has collected relevant data from reports, workshop books, meeting 
resolutions, internet databases, etc. While the information is valuable, in many 
cases, the data is neither accurate, nor up to date. This is the reason ICHCAP has 
prepared a new survey to accumulate more current pertinent data. 
 
The field survey was carried out by respected researchers in each country. For 
this project, ICHCAP developed a questionnaire to guide the research teams 
conducting the field surveys in each country. The questionnaire encompassed 
topics pertaining to safeguarding the present system & policy; intangible cultural 
heritage inventory; information regarding relevant conferences, symposiums and 
workshops; national and local pending issues and urgent needs within the field of 
intangible cultural heritage safeguarding. 
 
Lastly, the information and data may be open to the public and ICHCAP will share 
necessary data with other Member States to support the implementation of the 
most effective and appropriate practices for the safeguarding of intangible 
cultural heritage. We expect the project will assist in strengthening regional 
capacity and solidarity as well as international cooperation for the safeguarding 
of ICH in the region.  
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Ⅰ. Safeguarding System & Policy 
 
 
 
 
 
1. National Law & Act 
 
The following laws of the Republic of Tajikistan concern, in content, intangible 
cultural heritage: “On the Regulation of Traditions, Celebrations, and Customs in 
the Republic of Tajikistan” (№ 272, 2007), “On Culture” (№ 519, 1997), “On the 
Export and Import of Cultural Values” (№42, 2001), “On Theatre and Theatrical 
Activity” (№ 80, 2002), “On Folk Art Crafts” (№ 43, 2003), and others. In the 
above-listed Laws, the definitions of certain concepts concerning intangible 
cultural heritage are given. 

In article 2 of the Law of the Republic of Tajikistan № 519 “On Culture” dated 
from the 13th December, 1997, the following general concepts concerning 
intangible cultural heritage are found: 

Objects of cultural heritage: historical monuments, cultural monuments, 
literature, stage arts, dance, music, fine art, photo art, folk art crafts, languages, 
dialects, folklore, customs, traditions, historical toponyms, movies, and other 
cultural phenomena contributing to the preservation and development of 
cultural values. 

In article 2 of the Law of the Republic of Tajikistan № 272 “On the Regulation of 
Traditions, Celebrations, and Customs in the Republic of Tajikistan” dated from 
the 8th June, 2007: 

• Tradition – aggregate of tangible and moral values of social and cultural 
heritage of society or certain social groups, which shall be transferred 
from generation to generation; 

• Custom – aggregate of symbolic actions expressing the attitude of persons 
and social groups to important phenomena of cultural life of society; 

• Celebration – celebrating the events or historical, cultural, public, 
professional, and family dates. 
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In article 3 of the Law of the Republic of Tajikistan № 42 “On the Export and 
Import of Cultural Values” dated from the 6th August, 2001: 

• Cultural values – movable things of tangible world that shall represent 
national, historical, artistic, scientific-cognitive, spiritual-moral, and 
another cultural significance 

 

In article 1 of the Law of the Republic of Tajikistan № 43 “On Folk Art Crafts” 
dated from the 1st August, 2003; 

• Folk art craft – one of forms of folk creativity, activity to create art items 
of utilitarian and (or) decorative appointment that shall be implemented 
on the base of individual and collective assimilation of successive 
development of the traditions of folk art  in a certain place in the process 
of creative handy and (or) mechanized labor of the masters of folk art 
crafts; 

• Items of folk art crafts – the things of decorative and utilitarian 
appointment that shall be created in accordance with the traditions of 
folk art crafts by using natural materials and handy labor; 

• Master of folk art craft – physical person who shall produce the items of 
certain folk art craft in accordance with its traditions 

 

In article 14 

• Teaching for traditional folk crafts shall be implemented by folk master’s 
transferring their experience of work and acquiring their experience to 
provide the authenticity of traditions. 

 

In articles 4 and 5 of the Law of the Republic of Tajikistan № 80 “On Theatre and 
Theatrical Activity” dated from the 2nd December, 2002: 

• Preservation of the originality of theatrical culture; 

• Establishment of legal guarantees for preserving the system of state 
theatres historically-formed ; 

• Recognition of unique role of theatre as a component of culture, mean of 
the preservation of national self-consciousness and languages of nations, 
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one of social institutions that shall have special significance for social 
development. 

 
A. Names of laws 

• On the Regulation of Traditions, Celebrations, and Customs in the 
Republic of Tajikistan; 

• On Culture;  

• On the Export and Import of Cultural Values;  

• On Theatre and Theatrical Activity; 

• On Folk Art Crafts. 
 
B. Date of adoption 

• On the Regulation of Traditions, Celebrations, and Customs in the 
Republic of Tajikistan (June 8, 2007); 

• On Culture (December 13, 1997);  

• On the Export and Import of Cultural Values (August 6, 2001);  

• On Theatre and Theatrical Activity (December 2, 2002);  

• On Folk Art Crafts (August 1, 2003). 
 
C. Amendments to laws 

Amendments have been introduced into the Laws: 

• On the Regulation of Traditions, Celebrations, and Customs in the 
Republic of Tajikistan – on the 8th June, 2008 in accordance with the Law 
of the Republic of Tajikistan (№390) in articles 9, 10, 11, 14;  

• On Culture – on the 5th August, 2009 in accordance with the Law of the 
Republic of Tajikistan (№544) in articles 2, 4, 5, 11, 14, 16, 20, 21, 22; 

• On the Export and Import of Cultural Values, 2008 in accordance with the 
Law of the Republic of Tajikistan  (№480) in articles 9, 10, 11, 14; 

• On Theatre and Theatrical Activity – on the 31st December, 2008 in 
accordance with the Law of the Republic of Tajikistan (№478) in articles1, 
3, 4, 6, 7, 10, 27; 

 
D. Specific articles connected with intangible cultural heritage 

• On the Regulation of Traditions, Celebrations, and Customs in the 
Republic of Tajikistan – articles 2, 6, 10; 

• On Culture – articles 2-6, 8, 9, 11, 13, 15, 16, 31, 33;  

• On the Export and Import of Cultural Values – articles 3, 4, 6, 8, 9;  
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• On Theatre and Theatrical Activity – articles 1, 4-6, 7, 8;  

• On Folk Art Crafts – articles 1, 3, 4, 5, 10, 14. 
 
Therefore, despite there is not a certain special Law dedicated to safeguarding an 
intangible cultural heritage (ICH), in the Republic of Tajikistan there is a number 
of Laws in accordance with which the safeguarding ICH as one of kinds of cultural 
heritage is provided. The terminological absence of ICH by 2010 year as a certain 
concept is explained by terminological non-elaboration. 
 
For the period from 2011 to 2014, special Laws on intangible (or spiritual) 
cultural heritage have not been adopted either. However, the terms “intangible 
cultural heritage” and “spiritual cultural heritage” have been introduced into the 
legislation. Both terms are synonyms. In connection with a cultural heritage, 
particularly with an intangible (spiritual) cultural heritage, essential changes and 
additions have been introduced into the Laws of the Republic of Tajikistan “On 
Culture” (1997) and “On Safeguarding and Using the Objects of Historical-
Cultural Heritage” (2006). 
 
So, the Law of Government of the Republic of Tajikistan has adopted the Law of 
RT “On the Introduction of Changes and Additions into the Law of the Republic of 
Tajikistan “On Culture” (June 28, 2011, №734) and the Law of RT “On the 
Introduction of Changes and Additions into the Law of the Republic of Tajikistan 
“On Safeguarding and Using the Objects of Historical-Cultural Heritage” (dated 
from 28.12.12, №921). 
 
Definition of ICH: 
“Intangible cultural heritage – traditions and oral means of expression, including 
language, traditions, customs and celebrations, knowledge and skills that shall be 
connected with nature, planet, traditional crafts as well as means and things of 
performance”; (the Law of Republic of Tajikistan “On the Introduction of Changes 
and Additions into the Law of the Republic of Tajikistan “On Culture” (June 28, 
2011, №734); 
 
And as a thing of spiritual culture “Objects of historical-cultural heritage – 
historical objects or the things of tangible and spiritual culture that shall have the 
significance general to mankind, general-state or local historical, scientific, and 
cultural”; (the Law of RT “On the Introduction of Changes and Additions into the 
Law of the Republic of Tajikistan “On Safeguarding and Using the Objects of 
Historical-Cultural Heritage”). 
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The amendments in the Laws have been submitted by Ministry of Culture of RT, 
its divisions – department of safeguarding cultural-historical monuments and 
managing culture. These amendments were made in the following two years 
(2011, 2012) after Convention of UNESCO (2003) had been ratified by Tajikistan 
in 2010. 
 
Special articles concerning ICH are: 

• Articles 11, 81, 16, 171 (“the Law of Republic of Tajikistan “On the 
Introduction of Changes and Additions into the Law of the Republic of 
Tajikistan “On Culture” (June 28, 2011, № 734); 

• Article 11 (the Law of RT “On the Introduction of Changes and Additions 
into the Law of the Republic of Tajikistan “On Safeguarding and Using the 
Objects of Historical-Cultural Heritage”). 

 
In the Law of Republic of Tajikistan “On the Introduction of Changes and 
Additions into the Law of the Republic of Tajikistan “On Culture (June 28, 2011, 
№ 734); 
 
Article 11. Basic concepts: 

• Culture – aggregate of tangible and spiritual values created by mankind 
and used for spiritual development of personality;  

• Cultural heritage – aggregate of cultural values that shall have national 
and state significance and shall be exclusive property of the Republic of 
Tajikistan; 

• Intangible cultural heritage – traditions and oral means of expression, 
including language, traditions, customs and celebrations, knowledge and 
skills that shall be connected with nature, planet, traditional crafts as well 
as means and things of performance; 

• Cultural values – tangible and spiritual means that shall have secular and 
religious specialties and other values having historical, scientific, artistic, 
and cultural significance; 

• National cultural heritage – cultural values that shall have historical-
cultural significance and introduced into State register of the objects of 
national-cultural heritage. 

 
Article 81: Intangible cultural heritage: 
 
Intangible cultural heritage is the aggregate of the forms of cultural activity and 
the notions based on traditions that shall form the feeling of originality and 
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succession of generations. Intangible cultural heritage shall include customs, the 
forms of notion and expression, knowledge and skills, language, oral epos, music, 
dance, games, mythology, rituals, crafts, traditional forms of communication and 
ecological notions, signs and symbols.  
The Government of the Republic of Tajikistan shall take necessary measures for 
providing the safeguarding an intangible cultural heritage in the territory of the 
Republic of Tajikistan as well as: 
 

• shall implement a state policy in increasing the role of intangible cultural 
heritage in society; 

• shall determine different elements of intangible cultural heritage with the 
participation of communities, groups, and certain non-governmental 
organizations; 

• shall take measures for upbringing the cadres in the sphere of 
management of intangible cultural heritage; 

• shall contribute to comprehensive study of intangible cultural heritage; 

• shall organize international cooperation for safeguarding an intangible 
cultural heritage. 

 
Empowered state authority in the sphere of culture shall compile Register of 
intangible cultural heritage that needs urge safeguarding and take measures for 
implementing it. 
 
Article 16. “Powers of empowered state authority in the sphere of culture”: 
 

• Shall take measures for safeguarding, developing, and using intangible 
cultural heritage. 

 
Article 17. Powers of local authorities of state government in the sphere of 
culture: 

• shall apply to empowered authority for introducing the names of 
historical-cultural monuments having historical-cultural significance into 
State register of the objects of historical-cultural heritage; 

• shall contribute to language, literature, professional art, regulation of 
traditions, customs; 

• shall implement other powers determined by the legislation of the 
Republic of Tajikistan. 
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In the Law of the Republic of Tajikistan “On the Introduction of Changes and 
Additions into the Law of the Republic of Tajikistan “On Safeguarding and Using 
the Objects of Historical-Cultural Heritage”: 
 
Article 11. Basic concepts 
In the Law the following basic concepts are used: 

• Objects of historical-cultural heritage – historical objects or things of 
tangible and spiritual culture that shall have the significance general to 
mankind, general state or local historical, scientific, and cultural 

 
Contacts: 
The department of safeguarding historical-cultural monuments at Ministry of 
Culture of RT 
Chief – Muzaffar Azizov, tel. +992 372 21 02 00;  
Head specialist – Sherali Khojayev, tel. +992 918 66 82 16 
 
Administration of Ministry of Culture of RT 
Chief-administrator – Shosaidov Safar, tel. +992 372 23 04 72. 
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2. Cultural Policy 
 
In 2011-2014, cultural policy of the Republic of Tajikistan continues the chosen 
way concerning an intangible cultural heritage, where main thing is to preserve 
native spiritual heritage for the following generation. Therefore for the period, 
parallel with the start of active inventory of ICH, special state document has been 
elaborated – “Program of Safeguarding Intangible Cultural Heritage of the Tajiks 
for 2013-2020” (RG RT, May 31, 2012, № 263). 

The prevention of the loss of intangible cultural heritage of the Tajiks, 
safeguarding, developing, and propagandizing it is main aim of the Program. 

In the preamble of the Program, the following is noted:  

Intangible cultural heritage of the Tajiks originating in deep antiquity is 
manifested through traditions, forms of notion and expression, knowledge and 
skills as well as means, things, artifacts, and cultural space with rich specificity. 
Recognized by communities and groups, it is topical in a modern society of 
Tajikistan. 

The components of intangible cultural heritage are oral traditions, performance 
arts, celebrations, knowledge and skills connected with traditional crafts and 
medicine as well as unique traditional method of the forms to transfer it, 
educational institution “ustod-shogird” (master and pupil), are the essential part 
of spirituality of the Tajiks who advances a traditional culture. 

The activation of the tendencies of safeguarding intangible cultural heritage, 
which is the result of world processes connected with the preservation of 
ethnical originality of nations, in the conditions of globalization, urbanization, 
standardization, and mass character of culture, needs in the implementation of 
measures throughout all geographical space of the country. However this 
problem cannot be solved on the base of the mechanism formed in the XX century. 

One should note that a traditional culture is the main foundation of the variety of 
all directions, kinds, and forms of culture of modern Tajikistan, and on course of 
which person’s notions of nature, system of figures, language, religion, knowledge, 
skills, traditions, morals and manners, traditions of production and existence, 
celebrations, ceremonies, and folklore system are formed. 

For modern society of Tajikistan, intangible cultural heritage is one of effective 
means of prophylactics and overcoming of negative social phenomena among 
children and youth, formation of patriotic spirit, civic features of personality, 
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spiritual and moral upbringing, and strengthening of family and social relations.  
Serious problems of national ethics, esthetical ideals, and, finally, forming a social 
and economic potential of the country are solved by means of it.  

The problem of safeguarding intangible cultural heritage of the Tajiks has 
complex character and differs in variety and dimension. A special program is 
required for supporting and developing intangible cultural heritage of 
independent Tajikistan. Therefore a special attention of state, particularly – a 
head of state of Tajikistan, was given to intangible cultural heritage. The 
establishment of two state celebrations in honor of two elements of intangible 
cultural heritage of the Tajiks – Shashmaqom Day dated from May 12, 2000, and 
Falak Day dated from October 10, 2007 - are striking example to that. Such forms 
of safeguarding the elements of intangible cultural heritage have not any 
analogues in the world. 

On this course, Ministry of Culture has elaborated a number of state programs: 
“Program of Developing Culture of the Republic of Tajikistan for 2008-2015”; 
“Program of Developing Folk-Art Crafts in the Republic of Tajikistan for 2009-
2015”; “State Program of Developing a Professional Music in the Republic of 
Tajikistan for 2011-2015”. The work of safeguarding intangible cultural heritage 
started in Tajikistan before Convention of UNESCO (2003). Nevertheless, speed 
temp of the process of globalizing and urbanizing over the world force out the 
forms of developing intangible cultural heritage survived and defensible for 
centuries, in view of that the necessity to take complex measures grows up. 

As historically orientated, Tajikistan is the country of traditional culture. 
Therefore, safeguarding intangible cultural heritage as an element of modern 
society of Tajikistan is quite topical. The traditions of intangible cultural heritage 
in Tajikistan are live and are the components of modern culture. However, the 
nation having rich traditions, giving a spiritual food to neighbor states 
historically and nowadays, has not formed its own intangible cultural heritage up 
to now.  

In this situation, Tajikistan should start a state forming its intangible cultural 
heritage as soon as possible and more dimensioned. The necessity to adopt the 
Program is explained thereby. 

Safeguarding intangible cultural heritage and developing it for sake of preserving 
a cultural originality of the Tajiks must be implemented by program-target 
method at the level of state. The realization of the Program needs the 
coordination of activities if different structures for safeguarding and 
disseminating intangible cultural heritage, including all local executive 
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authorities of state power and other relevant objects (RG RT, May, 31, 2012, № 
263). 

To reach this aim, according to the Program, it is necessary to solve the following 
tasks: 

• to safeguard and revive various kinds and forms of traditional culture 
determining the originality of spirituality of the Tajiks; 

• to provide and equal access of all layers of population to cultural values; 

• to develop and popularize the best types of intangible cultural heritage of 
the Tajiks, to disseminate the achievements of traditional culture over the 
cultural space of Tajikistan; 

• to develop culture, art education, to support creativity; 

• to support masters-bearers of traditions of folk culture; 

• to develop infrastructure, new forms of work, to modernize organizing, 
legal, and financial mechanisms of safeguarding and developing an 
intangible cultural heritage; 

• to prepare and improve qualified cadres of the sphere of intangible 
cultural heritage; 

• to provide a legal protection of the forms of preserving a traditional 
culture; 

• to gather, to improve the ways of registration, and to use different forms 
of fixing the elements and objects of intangible cultural heritage 
(publication, audio-video materials, note decoding etc.); 

• to publish the issue of intangible cultural heritage of the Tajiks in many 
volumes; 

• to create serial cycle of documentaries on intangible cultural heritage of 
the Tajiks; 

• to conduct different forms of event for the purpose of propagandizing the 
forms of intangible cultural heritage; 

• to implement different field works for the purpose of gathering 
information and materials on intangible cultural heritage; 

• to create stationary laboratories in the organizations being engaged in 
intangible cultural heritage. 
 

The plan of events of the Program provides the realization of many projects 
meaning gathering (field works), preparing and publishing ICH, creating the films 
of different kinds of ICH, establishing the stationary laboratories for digitalizing 
ICH, studying the handwritten materials, and conducting forums. Inventory and 
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improvement of local potential of ICH specialists takes special place in the 
Program tasks. Naturally, to work with the bearers and to involve them and their 
activities’ results in a modern life is a basic direction in the Program. Since itself 
population of Tajikistan is of traditional orientation in large degree even at the 
start of the XXI century, all these measures are taken by the nation with pleasure. 
Any event on ICH turns into national celebration. Each family carefully prepares 
themselves to conduct one or other ceremony of traditional celebration. 
Therefore, the Program reflects a real process and is in demand among modern 
society of Tajikistan. 

Main direction of the Program implementation is to elaborate a complex 
approach in the solution of the problem of safeguarding intangible cultural 
heritage: 

• to form a state system of support of intangible cultural heritage; 

• to implement a target and address expense of budget means for the 
purpose of solving priority tasks in the area of safeguarding intangible 
cultural heritage; 

• to unite the efforts of governmental and non-governmental sectors in 
solving the tasks of safeguarding intangible cultural heritage of the Tajiks; 

• to provide a real scientific and cultural solution of the problem of 
intangible cultural heritage taking into account a modern socio-cultural 
situation; 

 
The realization of the Program is implemented by Ministry of Culture of the 
Republic of Tajikistan jointly with Committee of Telecast and Broadcast at 
Government of the Republic of Tajikistan, Academy of sciences of the Republic of 
Tajikistan, local executive authorities of state power of Mountain Badakhshan 
Autonomous Region, Regions, Dushanbe, cities, and districts. 

Ministry of Culture of the Republic of Tajikistan is coordinator and responsible 
for realizing the Program. 

Main source of financing the realization of the Program are yearly means given 
from State budget to develop culture, science, and grants of international 
foundations. 

The Program covered the first stage of realization of measures of safeguarding 
intangible cultural heritage of the Tajiks, therefore, the Program at full realizing 
its aim and executing its tasks will have its continuation. 
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As Results of executing the Program is noted, that the Program realization will 
allow: 

• to create the conditions that provide safeguarding and reviving various 
kinds and forms of traditional culture determining the originality of the 
Tajiks; 

• to enhance the level of the access, social demand and effectiveness of 
quality of service in the sphere of traditional culture, folklore, social-
cultural activity; 

• to activate the involvement of population in a social activity; 

• to provide a wide access of different layers of population to the values of 
traditional and modern culture, art education; 

• to create an effective infrastructure of culture, to strengthen material 
resources of institutions being engaged in safeguarding and reviving a 
traditional culture, developing folklore; 

• to form the qualified cadre potential of the sphere of traditional culture; 

• to publish the issue of intangible cultural heritage of the Tajiks in many 
volumes; 

• to present intangible cultural heritage of the Tajiks in the cycle of serial 
documentaries; 

• to centralize the fund of intangible cultural heritage of the Tajiks and local 
structures at the level of state; 

• to form Gold Fund of intangible cultural heritage of the Tajiks; 
 
Parallel with the realization of directive document “Program of Safeguarding 
Intangible Cultural Heritage of the Tajiks for 2013-2020”, within the framework 
of which many projects of safeguarding and reviving ICH are implemented, the 
cultural policy of Tajikistan encourages the realization in governmental and non-
governmental sectors of projects for supporting ICH. 

“State Program of Development of Theatrical Art in RT for 2013-20120” (№ 675, 
December 3, 2012) and “State Program of Development of Circus Art in RT for 
2013-2017” (№ 606, November 2, 2012) are the Programs of special 
appointment for developing a concrete branch. These Programs connected with 
ICH because in them there are the measures of developing traditional theatrical 
genres and forms as well as rich Tajik traditional circus. These Programs are 
important because there are 34 theatrical and entertainment organizations in 
Tajikistan. And this number has increased recently. The desire to create own 
theatre or musical-theatrical institution is especially visible in cities and districts 
of the country, for example, folk philharmonics have been established in 
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Hamadoni, Faizabad, and Matcha. And in the capital city, youth’s initiatives are 
activated. So, in 2014, himself president of the country took part at the ceremony 
of opening a new building for children theatre “Ahorun”. In the theatre repertoire, 
there are many traditional plays with rich artistic decoration and ethnographical 
context. A traditional direction of theatres’ and circuses’ activities is in wide 
demand at a modern stage. This direction reflects many-centuries-old circus art – 
dorboz, pochubon, masqaraboz (clowns), askiyachi; and a rich theatrical art – 
shohnomakkhoni, qissagui (storytellers) etc. – and operates with representing the 
circus folk groups and folk theatres. 

One should remind that Tajikistan ratified Convention of UNESCO “On Intangible 
Cultural Heritage Safeguarding” (2003) in 2010 only. In spite of that, the people 
and government of Tajikistan have been showing a large interest in the 
consolidation of cultural values since the first days after acquiring the 
independence. For the people of Tajikistan, the desire to devote much attention 
to the preservation of native cultural, moral and spiritual traditions was as a 
natural result particularly after a civic conflict in the 90s. Independent Tajikistan 
has been formed as an open country with a democratic orientation since the first 
steps. Nowadays, a peace-loving policy of Tajikistan is well-known as one of 
historical examples in the peace attainment. Culture is one of basic bricks in this 
constructive process.  

Concerning a historical way of development of Tajik culture, it is necessary to take 
into account the followings. The Tajiks is the nation who had a rich various and 
unique culture from the earliest times. All history of the Tajiks is the struggle to 
preserve and develop native culture. In the period of the almost thousand-year-
old alien government, the Tajiks were always as bearers of top culture in all state 
formations. Persian/Tajik language always remained to be official language over 
a huge territory of Central Asia. That was the admission of top artistic traditions 
of the Tajiks.  

However Government of Soviet Country unjustly removed Tajik cultural centers 
from their people, having given the territories of main cultural centers of the 
Tajiks - the cities of Bukhara and Samarqand - to the Soviet Uzbekistan. In science, 
that division was known as “clumsy” (the term of R. Masov). Then, during all the 
soviet period, a purposeful one-sided policy, which was advantageous for the 
Soviet Country, was carried on toward the Soviet Tajikistan.  
Today, about hundred years later, many things from Tajik culture have been 
studied and taken by neighbors - Uzbeks. Therefore, many things from a Tajik 
primordial culture are current not only in Tajikistan but also in Uzbekistan. By 
the start of the XXI century, under influence of a Tajik culture, the culture of 
nomadic Uzbeks became more similar to the culture of settled Tajiks than to the 
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culture of other nomadic nations of Central Asia. So, perhaps, top classics conquer 
new linguistic spheres. History knows many similar borrowings. In general, 
probably, that was one more example to preserve culture. However, overall, the 
political sub-tasks of the XX century played a quite unfavorable role in the 
preservation and development of many spheres of the Tajiks’ life. In that process, 
culture, specifically an intangible one, was not exception. In that process, it was 
very important to save a historical truth. Otherwise a Tajik culture is threatened 
to become “neighbor” at least. In this issue, the much more loyal thing is the 
attitude of Tajik researchers, who do not deny the fact that, in a new walk of life, 
the second generation already contributes its mite in the development of 
borrowed culture. Therefore, for example, by the start of the XXI century, it is 
appropriate to consider the greatest memorial of intangible cultural heritage 
Shashmaqom as a cultural memorial of both nations already. Though, this 
masterpiece’s destiny is not easy either. 

Shashmaqom, in the form we have today, had been formed in the historical center 
of Tajik culture – the city of Bukhara – by the end of the XVIII century. After a 
cultural center of the Tajiks had to be outside the Tajik statehood, the 
intelligentsia, who wished to preserve a Tajik classical art, literature, and culture, 
cultivated a new capital city – Dushanbe. Among them, there were the 
coryphaeus of maqom art – Fazliddin Shahobov, Shohnazar Sohibov, and Boboqul 
Faizulloyev. A great work was made by them in order a Tajik classical maqom 
school could be transported from Bukhara to Dushanbe.  

In this situation, in order to recognize Shashmaqom as a phenomenon that was 
historically located in a Tajik cultural space, it is necessary to refer to the kind of 
figurative-geographical interpretation of cultural space, so-called “meta-
interpretation”, i.e. the unrestricted with bounds of geographical and political 
realities existing now. And in this plan, the differentiation “mountains-valleys”, 
underlying an integral geographical figure of Tajik culture allows us laconically 
and expressively to reflect the integrity based on an internal contrast.  

The high traditions of Bukharan (Tajik) classical maqom school migrated within 
one of the components of figure denoted: from Zeravshan Valley to Hissar Valley. 
Since that was single culture of the valley Tajiks, the migration did not destroy an 
intonation field of either the tradition itself or the culture adopting it. Especially 
as, for centuries, the developed cyclic pieces of maqom style also existed in the 
other valley districts of Northern and Central Tajikistan – Hissar Valley, sectors of 
Zeravshan and Ferghana valleys. In essence, they rose under a big influence of 
Shashmaqom and were the varieties of Bukharan maqoms but, however, were not 
included in a Shashmaqom cycle. 
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All of that is evidence of that a musical-intonation base of Shashmaqom was 
formed for centuries and covered almost all intonation sphere of Tajik music. In 
the XVIII century, a high flourishing of Tajik professional music had a great and 
omnipresent influence on all Tajik music. The manifestation of that large wave of 
artistic creation of the Tajiks was quite natural, specifically for Kulob, which 
formed part of Bukharan emirate and was closely related to cultural centers – 
Samarqand and Bukhara. One should note that, in Kulob, there was the final 
formation of the professional variety of another genre of Tajik professional music 
– a kulob falaki roghi – supposedly at the end of the XVIII – the start of the XIX 
centuries. During all the XIX century, there was the process of enriching the genre, 
“polishing” it, according to the principles of oral tradition. At the same time, the 
brunches-versions of the genre were formed, acquiring a gradual autonomy. And 
all-important point was that a new mode system chormuqom/chormodaron was 
formed altogether with the formation of professional brunch of falak genre. As is 
known, the formation of mode system is a long, gradual, and even epochal 
process. Therefore, in the developmental history of falak genre, it is appropriate 
to define that period as a principal new stage. So, the integrity of Tajik culture of 
the XVIII - XIX centuries is shown by the examples of Shashmaqom and Falak. In 
spite of weakening in the Soviet period, the process of recognizing the integrity of 
the valley and mountain Tajiks’ culture is quite stable in a cultural policy of 
sovereign Tajikistan.  

Tajikistan considered the question of safeguarding its many-centuries-old 
cultural traditions as top-priority from first days after acquiring the 
independence. At the governmental level, this position has caused a purposeful 
and well-thought cultural policy.  During the first decade, a number of directive 
documents are adopted. And in 2002, President of the Republic of Tajikistan was 
the first to proclaim special festival of classical Tajik music “Shashmaqom Day” – 
May 12. The proclamation of so national festival was striking manifestation of 
cultivation of native musical traditions. Shashmaqom is the basis of Tajik 
traditional music and highest manifestation of musical mind of the people. The 
system of musical grammar of professional traditional Tajik music has been 
formed on the base of maqoms. 

In 2000, the status od state ensemble was given to Ensemble of maqom singing of 
broadcast and telecast named after Faliddin Shahobov – Ensemble of maqomists 
in Tajikistan, which for a long time (until the end of the 1970s) was functionally 
both educational center and concert organization, and creative pantry of 
coryphées of maqom art of Tajikistan. 

In 2003, UNESCO recognized Shashmaqom as the masterpiece of intangible 
cultural heritage of mankind. The step regarding Shashmaqom was the 
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recognition of historical truth for Tajikistan. Having recognized a Tajik originality 
of Shashmaqom, UNESCO put Tajikistan after Uzbekistan, which took the classics, 
in the first place in the recognition document. 

 On the 10th October of 2005, Tajikistan Day was conducted for the first time in 
the head-quarter of UNESCO. 

On that day, President of the Republic of Tajikistan, E. Rahmon took part in the 
work of the 33rd Session of General Conference of UNESCO and appeared with his 
speech. Before the start of official ceremonies, the group of artists singing a Tajik 
song had met the delegation from Tajikistan and guests of General Conference in 
the foyer of main building of UNESCO. 

After becoming familiar with the works presented in the exhibition, 
Memorandum was signed between Government of the Republic of Tajikistan and 
UNESCO. In practice of UNESCO, for the first time the signature was in the 
presence of delegates and guests of General Conference, which became the 
confirmation of warm and friendly attitude to Tajikistan and, especially, to its 
President. 

The delegates of the 33rd Session of General Conference warmly heard the speech 
of President of RT, E. Rahmon, made in native Tajik language. 

On that same day, the concert of Tajik masters of Arts was given in UNESCO. 
President of Tajikistan, E. Sh. Rahmon, and General Director of UNESCO, Koichiro 
Matsuura, took part in all events. 

The concert shown in the main building of UNESCO was taken with the 
unconcealed delight. The delegates of General Conference, the officers of UNESCO, 
and visitors noted that, for a long time, there had not been so beautiful 
celebration in UNESCO, and the most notable was that the Head of country knew 
his performers very well, had respect for his culture, and appreciated it. 

The President’s speech about culture, intercultural dialogue, and cultural variety 
carried conviction from the rostrum of General Conference. Tajikistan Day was 
conducted successfully in UNESCO. 

The speech of President of the Republic of Tajikistan, E. Sh. Rahmon, was 
broadcasted in France, and the materials of Tajikistan Day in UNESCO were 
placed on website. 
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Tajikistan Day in UNESCO caused a wide resonance because the event gave the 
opportunity to the delegates from more than 191 countries and the visitors of 
General Conference to know about Tajikistan better. 

In that same night, the reception was given on behalf of President of Tajikistan. 

The second concert, organized in one of the largest and most beautiful concert 
halls of Paris, was warmly taken by French audience and guests too and 
successfully passed on the 11th October in Grand Opera Hall. 

Later, the letter from Vice General Director of UNESCO on international relations 
and cooperation, Ahmed Sayad, was sent to Minister of foreign affairs of 
Tajikistan, T. Nazarov, where it was noted: “… I would like to congratulate you on 
that the speech of President Rahmon at the session as well as cultural events, 
specifically exhibition and concert presented by your delegation, were 
appreciated in the headquarter of UNESCO…” 

Step by step, Tajikistan makes progress in safeguarding intangible cultural 
heritage. 

Later, in 2007, another festival of traditional music – “Falak Day” – October 10, 
was proclaimed, and State ensemble of falak was established. That was the 
continuation of the chosen way of cultural policy of State. One should note that, 
regarding falak, such attitude of government was manifested for the first time. 
Thereby a social status of top art of mountain-dwellers was strengthened 
considerably. Both those festivals were proclaimed in honor of two leading 
phenomena of intangible cultural heritage of the Tajiks. Why these two? Because 
each of them personifies not only a just genre but also a central phenomenon of 
traditional musical culture in two poles: valley and mountain Tajiks. Around 
them, they centralized the specialties of whole musical heritage of the Tajiks. For 
centuries, fuller reflecting a type of musical mind of the Tajiks, they personify a 
traditional professionalism. And, at last, it was the phenomena in Tajik music that 
were the bearers of canonical musical systems. After one-side cultural policy of 
Soviet period, in regard to local many-centuries-old artistic traditions, an integral 
picture of the life of cultural tradition, represented by unique but complementary 
systems – valley maqom and mountain falak – in a musical field, is gradually 
formed again because of the proclaimed festivals. They worthily represent an 
integral geo-cultural figure of artistic tradition of intangible cultural heritage of 
the Tajiks and determine a cultural landscape of the Republic as a whole. 
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These steps in a state policy are evidence that the state declares its responsibility 
for safeguarding and further developing a many-centuries-old art, intangible 
cultural heritage of native people. 

The speech of President of Tajikistan, Emomali Rahmon, was deeply-thought and 
timely in the meeting with creative intelligentsia conducted within the 
framework of annual meetings of the head of state with the workers of culture 
and art under the device “Culture Is the Life of Nation” (2005). In it, the head of 
state denoted priority directions: development of traditional professional music, 
theatrical art, and art crafts. Special attention was given to the problem of “live 
playing music” with critic of the practice to work under phonogram. In the course, 
there was a special resolution “On phonogram”. The measure has been directed 
for reviving performance – vocal and instrumental – traditions. It is known that, 
in musical traditions of the Tajiks, contact is an important moment between a 
performer and a listener. The process of playing music is dictated by the 
perception of listener in many aspects. Here, the cult of phenomenon tarab takes 
place. However, the use of phonogram kills this important creative moment of 
performance art. Therefore, it was necessary to forbid the use of phonogram in 
concert programs. Theatrical shows in large stadium are exception.  

So, for the first time in the history of last two centuries, the significance of the 
sphere of traditional culture as a live tradition in Tajikistan was realized at the 
level of state. 

As a result, all kinds of intangible cultural heritage with its stable traditions are 
gradually involved in the orbit of modern processes. 

In this context one should note special state programs touching different aspects 
of the sphere of intangible cultural heritage: 

• State program of the preparation of cadres in the sphere of culture and 
polygraph for 2007-2010; 

• State program of the development of culture for 2008-2015; 

• State program of the development of folk-art crafts for 2009-2015; 

• State program of the development of professional musical art for 2011-
2015. 
 

Gradual passage from general programs to private, narrower, is manifested in 
elaborations of the Programs. This is caused by that another level of the condition 
of culture is improved.  



 

26 | Safeguarding System & Policy 

These steps in state cultural policy have deep strategic significance. This process 
means the review of all parameters of the development of traditions of intangible 
cultural heritage, the determination of priorities in them. 

The priorities, first of all, concern two factors providing the development of 
traditional art: 

• educational sector; 

• forms of its functioning in a modern culture. 
 
The following aim is to turn an intangible cultural heritage into an active part of 
culture of modern Tajikistan.  

Thanks to new festivals of music, national cultivation of musical masterpieces is 
annually throughout Tajikistan. In these celebrations, performers – maqomists 
and falakkhons of all regions of country are involved, the results of scientific 
studies are summed up, the problems to introduce traditional methods into an 
educational process are discussed, and others.  

Non-governmental organizations actively take part in supporting, safeguarding, 
and developing an intangible cultural heritage. Among them, there is the 
Academy of maqom (Dushanbe, 2003, directed by A. Abdurashidov). Its activity is 
double – educational and concert. Thanks to it, a Tajik Shashmaqom has been 
presented in the USA, Great Britain, Germany, France (many times), Belgium, 
Austria, Hungary, India, Iran, Arab countries, Uzbekistan (many concerts, as well 
as master-classes in Tashkent, Samarqand, Bukhara, and Urgench), Kazakhstan, 
Kyrgyzstan, and China. The aim – to preserve maqoms as immediate part of 
modern life, to give back the status of top art, real classics, to a maqom art – is 
exactly denoted in the activity of Academy. To this purpose, Academy conducts a 
concert activity, propagandizing the return to a traditional form to perceive 
maqoms. As a rule, a concert program only includes one maqom but performed in 
an integral form. Concert lasts, at least, two – two and half hours without braking 
because such performance cannot be broken. It is pleasant that, by the present 
time, such concerts have introduced in the tradition excepting other forms to 
perform maqom within the framework of the institution. The attitude of the Head 
of state, President of the Republic of Tajikistan, Emomali Rahmon, to this 
immortal art exemplifies the admiration of maqom art. President personally 
attends at uninterrupted concerts lasting for many hours. This example positively 
influences on state officials to attend such concerts, what affects the process of 
solving the problems in safeguarding an intangible cultural heritage. 
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One should note that the Ensemble of maqomists at the Academy consists of 
singers and performers on such instruments as tanbur, satto, dutor, and doira. 
Each of its members equally manage the art of vocal and instrumental 
performance and, at the same time, have intimate knowledge of the theoretical 
fundamentals of maqom and the system of versification – aruz. 

In 2007 (on account of the first graduation), the Academy of maqom gave the 
cycle of six-day concerts, where musicologists and musicians-maqomists from 
neighbor Uzbekistan were invited. One maqom was performed every day. It was 
very pleasant that the hall was crowded during six days.  

In 2001, the Centre “Hunar” was opened by a musician-dutorist, Prof. S. 
Khudoiberdiyev, in another region of Tajikistan – Khujand. Its aim was to revive 
the style traditions of maqom performance art. In 2004, 4 children schools were 
established on the base of the centre, and, by 2011, the quantity of schools 
continuing the traditions of 4 local schools of maqom reached 10: Khujand, Isfara, 
Istravshan, Spitamen, Ganchi, Matcha, Kanibadam, Asht, and Bobojon Ghafurov. 
Their concerts demonstrate the secrets of traditional mastery to children.  From 
2009, at the schools, two other departments on intangible cultural heritage were 
opened: (1) production of musical instruments, (2) assimilation of traditional 
system ustod-shogird (teacher-pupil) as a method. So, for the first time, the kinds 
of intangible cultural heritage are in one perspective of schooling, parallel with 
itself object being performed. This methodical position is oriented to restore 
historical artistic traditions. In it, the combination of the master who knows his 
profession in different aspects in one person is important. Therefore, a musician-
performer is concurrently a singer, theorist, teacher-ustod, master-producer of 
musical instrument which he plays on, connoisseur of versification system, and 
poet. It is historically known that it was such combination in one person that 
developed all kinds of traditional culture, which are now called with one term 
‘intangible cultural heritage’. 

In 2003, taking into account the priority of educational sector and in spite of 
difficult situation, Tajik National Conservatory was established. In Tajikistan, 
Conservatory includes both a musical art of West-European orientation and 
traditional one. A Tajik classical music and a traditional professional music are 
important blocks of traditional art. Here, an important kind of intangible cultural 
heritage functions: a traditional schooling method ustod-shogird (teacher-pupil), 
where to transfer all knowledge and skills concerning all kinds of art crafts 
connected with a traditional culture of one’s people is a main target. On this 
course, state policy is directed to the revival of the institution ustod-shogird 
because all artistic education of the Tajiks has historically been based on this 
educational institution. 
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A special attention is given the use of it in an artistic upbringing of new 
generation.   

In this plan, an important role belongs to the projects aimed at the introduction 
of traditional system ustod-shogird and, concurrently, the representation of the 
integrity noted above. Annual project “Ustod-Shogird” of A. Nizomov (2006), 
which has covered many kinds of art craft and, on course of musical art, 
combined the schools of maqomists and falakkhons. In a concluding children 
concert, young musicians, who had been schooled by the masters of falak and 
maqom, demonstrated two poles of single professional tradition. At the same 
time, it was very important that the ustods, who had prepared them, were 
present at all process. The project was implemented on the base of traditional 
system ustod-shogird with the strikingly expressed moment of attachment to 
family life. 

One should note that a traditional institution ustod-shogird, which has been 
functioning mainly at the level of private and family schools, is involved in an 
official state system because of cultural policy of Independent Tajikistan. 

However, a state cultural policy sets new tasks every time. For example, after 
establishing new festivals of traditional Tajik music – Shashmaqom Day and 
Falak Day as well as taking measures on the direction at a governmental level, the 
denoted issue is actualized in annual seminars dedicated to the development of 
Shashmaqom and Falak. The new forms and directives of new content on the 
development of all traditional culture of Tajikistan are seriously elaborated at the 
level of Ministry of Culture. 

In this process, two first-priority tasks have been set: 
1) to establish educational institutions of traditional kinds of culture and art; 
2) to compile manuals on the base of traditional forms of art. 

 
These measures are sequent after realizing that, in its deep essence, it is 
education that is the part of culture which is responsible for developing all the 
culture of nation as well as transferring it from generation to generation. The 
problem to introduce all kinds of culture and art in a state educational system 
was solved gradually. 

After establishing new festivals of music, first of all, the system of musical 
education was under consideration. The sub-faculty of Eastern music, which was 
established basically to study Shashmaqom as long ago as 1979, was divided into 
two ones later (1987): the sub-faculty of traditional Tajik performance and the 
sub-faculty of history and theory of traditional Tajik music. It is pleasant that, 



 

Safeguarding System & Policy | 29 

since the start of the 1980s, within the framework of the structure, the interest to 
the genre falak was shown as a result of field work conducted. However, at that 
time, both serious researches and the revival of tradition to perform it were out 
of the question. Therefore, not denying the timeliness of its appearance and 
positive role in a musical education of the 1970s and the 1980s, one could assert 
that, through its one-sided approach to a traditional professional art, in a certain 
extent, the sub-faculty put the brakes on the process of assimilating a cultural 
space of those traditions. And moreover, it destroyed an integral model of 
traditional system. Therefore, all tries to include musical (and non-musical) 
schools of traditional type in a state educational system were met with resistance 
argued by referring to Eastern sub-faculty functioning. It was necessary to solve 
the problem correctly and fully. 

And here, the question of written form of teaching was arisen. In May 2006 at the 
seminar “On the forms of Shashmaqom study in a musical educational system of 
the XXI century”, and later at the meeting of round table of II International 
festival “Falak” (Kulob, July 2006), it was noted that a musical education in 
republic, which was turned to written methods of professional teaching (as all-
European system), did not provide an adequate study of professional Tajik music. 
From those considerations, it was decided to differentiate a musical educational 
system of Tajikistan for two directions, conditionally denoting them – academic 
and traditional. 

It means that, in the net of the system of state special artistic education, 
exceptional traditional schools are allowed to be established as well as to 
function equally with academic educational institutions functioning nowadays. It 
is they that, in a modern society, must provide an intangible cultural heritage 
with vitality. Later (2008), those offers were supported by a governmental 
program on the development of art crafts. 

The process provided the review of all developmental parameters of traditional 
art, the determination of priorities providing a professional oral art with a full 
functioning. Among those priorities, there was the development of educational 
sector and the forms strengthening it in a modern culture, what was reflected in 
special state programs touching upon all spheres of traditional art: “State 
program of the preparation of qualified cadres in the sphere of culture, art, and 
polygraph for 2007-2010”, “State program of the development of culture for 
2008-2015”. And “State program of the development of folk-art crafts for 2009-
2015”. 

In the question of the education on a traditional direction, there were a number 
of concrete points: 
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• to prepare the specialists (teachers) in the sphere of traditional art for 
educational institutions; 

• to re-prepare the cadres of periphery to use them locally; 

• to establish an educational-methodical center for establishing  unified 
norms and forms of educational-methodical directives with the purpose 
of elaborating a harmonious educational system; 

• to organize a regular team-work of Ministry of Education, Culture, and 
Mass Media in this direction. 

 
At the present time, the trials to solve problems of safeguarding and developing a 
traditional art are often manifested in project forms. Not only professionals are 
activated to implement such purposes. Everybody, who appreciates a traditional 
art, overcoming social-economic difficulties, using all possible methods and 
forms (mass media, internet, the support of state institutions, and the help of 
international organizations and local ones as well as sponsors), took different 
steps to implement them. Enthusiasts – professionals have taken part in the 
process: private schools are established by type of family traditional schools. 

So, the above-mentioned Academy of maqom, denoted as an institute of post-
graduate preparation of performer-maqomist, factually, is a non-governmental 
institution specializing in preparing the specialists of traditional music. In its 
syllabus, the Academy is based on the norms of traditional schooling system 
ustod-shogird. Enthusiasts – professionals have taken part in the process: private 
schools are established by type of family traditional schools. The Academy’s 
curriculum provides the study of such subjects as tanbur – a canonical 
instrument of Shashmaqom, doira – percussion instrument that, in a musical 
practice of maqoms, performs usul – a rhythm-formula as well as the versification 
system aruz and the fundamentals of musical-creative process (compositions – 
maqombandi) etc. Overall, not differing in content from the former Eastern music 
sub-faculty specializing in studying Shashmaqom, the Academy of maqom 
provides a good quality of teaching as well as the detailed well-thought 
elaboration of subject program. In the process of teaching, this institution 
published a special manual based on the system of classical versification aruz for 
musicians. In 2006, the children school of Shashmaqom was opened at the 
Academy of maqom. 

The net of above-mentioned children musical schools provides the teaching for a 
maqom art in Sugd Region. The necessity to establish the net of maqom schools 
particularly in the territory of this Region has been conditioned by so artistic 
tradition available. Sugd Region belongs to Ferghana Valley, where the local 



 

Safeguarding System & Policy | 31 

maqom traditions representing a local reflection of classical Bukharan tradition 
were formed in the XIX century. Nowadays, they are called with concrete names 
in a Tajik musicology. 

The same necessity rises because of the availability of historical tradition of 
family school on falak. Nowadays, such trial has been undertaken by a well-
known ustod (teacher-master), D. Kholov, who, in 2007, opened falak schools in 
two cities concurrently: in Dushanbe (headed by himself) and in Kulob 
(supervised by his brother). Thereby, the pupils who are not related to Kholovs 
enter his family school. 

Overall, in the period of Independence of Tajikistan, another arrangement of 
accents is observed in the propaganda of falak art. Here, traditional institutions – 
family schools – demonstrate a big activeness. Young generation of falakkhons is 
also involved through family schools in the process. At the same time, the 
cultivation of falak among urban intelligentsia was and remains the part of 
cultural life of mountain regions (a Tajik Kuhiston). Falak never disappeared from 
a musical life in itself regional center – Kulob as well as in so provincial centers as 
Kangurt, Baljuvon, Sari Hosor, Shurabad, Dashti Jum, and Khovaling. A new thing 
is that the interest to falak art has overcome the boarders of “mountain” region, 
and, at the present time, falak has taken a worthy place in a cultural space of the 
republic. 

At the same time, it is necessary to note that to solve the problem of education on 
a traditional direction positively is an important moment in acquiring the 
spirituality by all educational system. This solution is topical not only for special 
institutions of the sphere of culture and art but also for the net of comprehensive 
schools. It is a traditional art represented by an intangible cultural heritage now 
that is one of ways of spiritual-moral upbringing in a modern society. 

To produce the manuals able quantitatively and qualitatively to provide an 
educational process of all the complex of the subjects allowing a traditional art to 
be studied in all respects is not a less-important aspect of the problem concerned. 
The equipment of theoretical disciplines is special topical. Factually, since the 
open of Eastern sub-faculty mentioned above (1979), a theoretical cycle has been 
remaining without change. Practice has visually demonstrated the necessity to 
elaborate the cycle combined with special subjects. Among the top-priority tasks 
on the elaboration of recommendations and manuals for chief disciplines, there 
are the subjects reflecting the essence of brunch. For a traditional music, for 
example, this is a methodical provision of solfeggio course. In the process of long 
historical development of traditional Tajik music, a native system of musical 
mind, esthetical purposes and appraisals has been formed. In this connection, the 
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necessity to create so-called an ethno-graphical solfeggio based on the material 
and traditions (manual of such kind was created after disintegrating the Soviet 
Union, and it successfully fulfills its functions in other Central-Asian republics of 
former Soviet Union). To assimilate the norms of traditional musical language 
and mind by restoring traditional forms of musical upbringing, to introduce 
adequate terminology on a traditional music in the thesaurus of educational 
material, and others are its main task. At the present time, the subject of solfeggio, 
included in educational program at the departments of traditional music, is based 
on the other (European) esthetic principles providing not only another musical 
psychology and acoustic tuning but also another conception of musical art. 
Because of the problem of the development of intangible cultural heritage, it is 
necessary to elaborate the course of ethnographical solfeggio, taking into account 
all specific aspects of traditional professional music. Many educational disciplines 
on traditional kinds of art, which are elaborated again, must be solved by so.  

The following task, which requires an immediate solution in the process of 
producing manuals, is connected with the problems of terminology in a Tajik 
traditional art. It has become in essence a stumbling block at elaborating manuals. 

In any developing science needs a constant adaptation of musical terminology in 
the process of renewing language. It is topical for a Tajik art-study. The 
unification of terminology is significant in forming a new system of schooling. 
The simpler, clearer a term is, the easier it is used. 

Nowadays, the problem of study and unification of educational and scientific 
terminology in the sphere of intangible cultural heritage remains to be 
unsolvable. One should note that even the term ‘intangible cultural heritage’ has 
been popularized with Convention of UNESCO (2003). 

For many centuries, a concrete traditional system of schooling ustod-shogird, 
which improved constantly and to which its own educational and scientific 
terminology was peculiar, functioned in a Tajik culture. This terminology is 
known for us from the scientific treatises of Middle Ages. However, because of 
arising situation in Tajikistan, the problem acquired a special acuteness in the XX 
century. A Tajik science of art joined to the historically formed type of European 
science of art. However, a scientific-conceptual system of the last cannot finally 
solve the problem, first of all, because of inadequate terminology and many 
phenomena of live traditional practice. 

The trials to improve the situation were undertaken as long ago as the Soviet 
time. But their solutions were incorrect because those were usual translations of 
manuals from Russian language and no more. Firstly, many terms looked 
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artificially because they were fruit of individual comprehension (or translation) 
and had not an analog in a teacher’s or researcher’s practice. Secondly, the 
phenomenon that was expressed through the term often did not take place in the 
practice of traditional Tajik art. Many researchers – philologists reproached art- 
historians for European-centrist orientation, ignorance of traditional terminology 
stated in medieval scientific treatises. In the process of discussing, optimal ways 
were determined to elaborate a terminological system of science of art: the 
treatises of the last epochs, a live practice, and, taking into account the 
commonality of language, now functioning underlying Persian terminology of 
schooling the specialists in the sphere of traditional art  in Iran.  

Of course, the information adequate to one or other level of the readiness of 
concepts being used in practice can be taken from any sources mentioned above. 
Therefore, they (terms) can be involved in a modern conceptual-terminological 
system of the sphere of traditional art if they are useful to present one or other 
phenomenon of intangible cultural heritage of Tajikistan adequately. 

Comprehending the process noted, one can link different forms of scientific 
reflection, directed to the study of various aspects of live functioning of all kinds 
of intangible cultural heritage of the Tajiks. At the present time, there is a unique 
issue – “Encyclopedia of Shashmaqom” (“Donishnomai Shashmaqom”).In the 
history of the study of maqamat, the work combining the features of reference-
bibliographical and scientific character was created for the first time. Other 
spheres of intangible cultural heritage of the Tajiks can also have analogical 
issues. 

All of that is evidence that Tajikistan conducts a purposeful cultural policy 
toward an intangible cultural heritage. Nevertheless, the establishment of 
intangible cultural heritage center in Korea – ICHCAP – was one more rich 
grounds of co-operation in the sphere of intangible cultural heritage for 
Tajikistan. An active co-operation of Tajikistan with ICHCAP at the level of 
leadership of Ministry of Culture of the country was explained thereby as long 
ago as the first forums (Tashkent, 2010, Seoul, 2010) conducted by the Center. 
From the first day, when ICHCAP was proclaimed as Center and started 
functioning officially as well as acting under the aegis of UNESCO, Tajikistan 
declared  the recognition of ICHCAP and the purpose to become a member of 
ICHCAP in the official letter of minister of culture. 

Nowadays, by the start of the XXI century, a Tajik culture preserves its 
uniqueness and variety. The stability of existence is typical to it. However, an oral 
form and the absence of its fixed version threaten many forms of intangible 
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cultural heritage to be preserved. It needs in a special attention to the 
documentation and cultivation of the heritage in a modern society.    

The work for safeguarding ICH after 2010 differs firstly, in that the realization of 
the following directive documents is continued: 

• State program of the development of culture for 2008-2015; 

• State program of the development of professional musical art for 2011-
2015; 

• State  program of the development of folk-art crafts for 2009-2015; 
 
secondly, new programs are elaborated in a governmental sector. Among the 
adopted ones – special directive document on an intangible cultural heritage – 
“Program of safeguarding an intangible cultural heritage for 2013-3020”. Within 
the framework of the Program, there are field work, description, publication of 
ICH, conduction of forums, analytical work, digitalizing ICH, and others. 

The conduction of different forums on an intangible cultural heritage is an 
important specialty of cultural policy. They have different contents. 

Overall, cultural policy of Tajikistan adheres in the following aspects for ICH 
safeguarding: 

1. Improvement of legislative measures for ICH safeguarding; 
2. Conceivable support and coverage of all kinds of ICH over the country: 

• Compilation of ICH lists; 

• Conduction of seminars, conferences, and other forums that contribute to 
the increase of ICH’s role in society, inclusion of ICH safeguarding in 
planning; 

• Publication, conduction of exhibitions, and other supports to contribute 
to the activation of studies, initiatives. 

3. Strengthening of institutional potential in the area of ICH safeguarding 
both in the preparation of cadres and in the establishment of responsible 
organizations for ICH safeguarding; 

4. Activation of measures for strengthening the ICH place in society: 

• Increase of awareness; 

• Events for creating and strengthening the potential of ICH sphere; 
5. Support of traditional forms of the knowledge transference; 

 
In supporting ICH, cultural policy encourages joint activity of NGO and state 
institutions with international organizations, directives of which the 
development of ICH is. In the connection with the last, the work with ICHCAP has 
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a special importance. Three-phase project on ICH (jointly with NGO “Odam va 
Olam”) proved to be quite expedient and useful in supporting ICH in Tajikistan. 

In the adhered course of cultural policy of Tajikistan, the trial to turn ICH into the 
part of native modern society is visible. Therefore in cultural policy of Tajikistan, 
itself intangible cultural heritage is understood as a dynamical phenomenon. 

And in connection with that, it is not limited in the characteristic of the objects of 
intangible cultural heritage only in exceptional traditional meaning, though, in 
itself term there is the word “heritage” and, especially for last decades, 
tendencies to interpret only a traditional aspect of ICH is more evident.  

The task to describe the condition of intangible cultural heritage and its existence 
both in the past and in the present was put for the compilers of the inventory of 
Tajikistan. 

It is such description that modern cultural policy adheres in to preserve it – 
intangible cultural heritage for the future. At the same time, telling about the 
dynamics of the process of self-identifying, one shouldn’t forget of objective 
scientific notions. 

Therefore, in cultural policy 2011-2014, the processes of ICH safeguarding by 
reviving and developing kinds of ICH through modern forms of events have been 
activated. 

The development and study of masterpiece – Shashmaqom  -  is supported stably. 
The third International festival-symposium was devoted to the centennial of the 
coryphaeus of maqom art, Fazliddin Shahobov (2011). Fazliddin Shahobov, 
eminent scholar-maqomist, composer, singer-maqomist, and unsurpassed 
performer on tanbur, musicologist opened a new page in the history of Tajik 
classical (traditional) music. He was the only from all maqomists in Tajikistan 
and Uzbekistan to was engaged in studying Shashmaqom in Soviet time. As is 
known, at the start of the Soviet period, the professionalism of Tajik music (as of 
other Eastern nations of USSR) was not recognized, a nice experience of Tajik 
ethno-pedagogy represented with the system ustod-shogird was not taken into 
account. A full disappearance threatened Shashmaqom and the system of 
schooling ustod-shogird. Understanding all danger of the process, Fazliddin 
Shahobov, having veiled the form of traditional scientific treatise, stated a 
practical theory of Shashmaqom in the form of radio- and telecasts. Therefore, he 
stated the theory in fragments by tele-broadcasting, illustrating all he says to 
wide mass of tele-viewer and radio-listeners on a basal instrument of 
Shashmaqom – tanbur. That was a real large enlightening-propagandizing work. 
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After his death (1074), 1000 pages of his heritage remained. Thanks to his family, 
a private archive of Fazliddin Shahobov survived to us. By his centennial, the 
issue in three volumes named “Osor va Pazhuhish” (“Heritage and Study”) was 
published on the base of those materials, it included his treatise on Shashmaqom 
(volume 1), collected articles – his and about him (volume 2) – named “Shihobi 
Musiqi” (“Star of Music”), and his collected articles, speeches, reviews, (volume 3). 
The materials of international symposium devoted to him have been published in 
the book “Shihobi Shashmaqom” (“Star of Shashmaqom”); Dushanbe, 2012). By 
the twentieth anniversary of the Republic of Tajikistan (2012), the first record of 
complete text of Shashmaqom in Tajikistan, which was made in the 1950s-1960s 
by coryphaeus-maqomists, Boboqul Faizulloyev, Shohnazar Sohibov, and 
Fazliddin Shahobov, was reissued.  

Today, active studies are conducted both on Shashmaqom and on Falak and on all 
Tajik traditional music. More and more, syllabus on the direction of Tajik 
traditional music is concretized in all three links of the system of musical 
education, beginning from schools to HEIs. 

Regular condition of festivals and symposiums on Falak and Shashmaqom has 
been provided within the framework of “State Program of the Development of 
Culture for 2008-2015”, “State Program of the Development of Art Crafts for 
2009-2015”, and “State Program of the Development of Professional Music for 
2013-2015”. 

As it was mentioned above, the third international festival-symposium of 
Shashmaqom (2011) was devoted to the centennial of Fazliddin Shahobov, one of 
coryphées of Tajik Shashmaqom. The fourth interntational symposium of 
Shashmaqom (2013) named “Shahsmaqom”: Study and Schooling” put and 
discussed many questions of schools and HEIs, appraised the researcher on 
Shashmaqom conducted for last years. 

In 2012, there was the fourth symposium on Falak, where the questions of falak 
condition in a modern society were considered. 

An analogical process is observed in the development of traditions of Tajik 
painting. Opening of special new HEI – Institute of Fine Art and Design in 
Tajikistan (GR of RT № 144, dated from the 30th March, 2013) is explained 
thereby. Several pleads of eminent artists of Tajikistan have flown into a creative 
and pedagogical potential of the HEI. Opening the Institute of Fine Arts and 
Design is quite timely. The results of acceptances of two first years are evidence 
of that. Modern youth goes to the institute with pleasure; open of it was expected 
long ago.  



 

Safeguarding System & Policy | 37 

Very many things are done within the framework of realization of adopted state 
programs. In 2012, according to State program of the development of art crafts in 
the Republic of Tajikistan for 2019-2015, a colorful album “Gulduzi. Traditional 
Art of Embroidery” appeared. It is known that gulduzi – one of the most favorite 
kinds of ICH of the Tajiks. From a literary Tajik language, gulduzi means 
“embroidered with flowers”. Gulduzi is a traditional art of embroidery of the 
Tajiks with own embroidery technology, imaginative scope, function, and 
tradition. 

In the frame of state programs, the events “Eastern Bazaar” were conducted in 
Boghi Irame, where the exhibition of folk crafts with the show of itself process of 
producing the items of jewelry, wood carving, ganj carving, weaving, handicraft, 
embroidery, and others were organized. To gulduzi was giving the honor place. 
There, askiyachi told anecdotes, dancers and singers created their own music 
throughout bazaar, tellers and tale-tellers amazed listeners with their stories in 
groups. Overall, there was noisy, fanny, and, at the same time, wise eastern 
bazaar. 

Parallel with that, many forums – festivals of music as “Music of World Roof” in 
Khorugh (2014), constant annual celebration of atlas (Khujand), celebration of 
chakan (local embroidery (Kulob, Kurghan-Teppa). Celebration of craftsmen 
(Dyshanbe, Istaravshan, Khujand) and others were annually conducted 
throughout Tajikistan. 

Celebrations turn into festivals. Both old people and young people come to these 
celebrations. 

At the same time, the problem of increase of qualification on collection and 
inventory of ICH remains to be in large demand. Though first versions of 
inventory were confirmed till 2011, and the second replenished – in 2014, 
nevertheless, the replenishment of the inventory is required. Because, probably, 
it is wide by coverage but concretization is required inside.  

In 2012, for the purpose of increasing the potential, National Committee was 
formed from leading specialists of the ICH sphere at Ministry of culture: artists, 
ICH researchers, scholars-art-historians from Academy of Sciences, 
representative of Young People and Tourism Committee.  

In ICH National Committee, last state documents of safeguarding a cultural 
heritage of the Tajiks, adopted for the period of independence of Tajikistan, were 
studied. In the process of discussing, positive tendencies were noted and new 
offers were submitted in government to improve state policy in the question of 
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safeguarding ICH. In view of that, it was offered to elaborate a special project of 
the program of safeguarding ICH. 

The members of administrative group and the authors of questionnaire compiled 
several kinds of letterforms – barga, classified in accordance with Convention of 
UNESCO (2003) for ICH genres, bearers-craftsmen and musicians, producers of 
musical instruments, kinds of folklore, dance and circus, traditional educational 
institutions, all richness of the Tajiks’ ICH, which were taken as a base in working, 
after often discussing in general meetings. 

Art-expertise Council of Ministry of Culture elaborated: 

• status of ICH Council; 

• instruction of the conduction of expertise of ICH values; 

• booklet of the member of art-expertise Council; 

• passport of ICH items; 

• review of specialist/expert; 

• ICH classification; 

• an electronic-information bank. 
 
In 2012, not only state structures but also active NGO, leading ones – “Odam va 
Olam” (Dushanbe), center “Hunar” (Khujand), Academy of maqoms (Dushanbe), 
“Chakan” and “Zari Kulob” (Kulob), and others are involved in safeguarding ICH 
in Tajikistan. The most active participation of communities, groups in 
safeguarding ICH is obvious throughout the republic; even individuals who are 
engaged in creating, preserving, and transferring ICH, new representatives of 
their family and not family are involved in the matter. 

In non-governmental sector of the period, the following projects act: 

Three-phase Project for 2011-2014, the period entitled “Facilitating ICH 
Inventorying and Utilizing Online Tools for ICH Safeguarding in the Central Asian 
Region” NGO “Odam va Olam”. The project takes concrete measures in ICH 
safeguarding by facilitating ICH inventorying in Tajikistan (all Central Asian 
countries) through the utilization of online tools. The project is supported by 
ICHCAP. 

NGO “Center Hunar”. The project “Revival of Traditional Musical Culture of 
Ancient Cities of Northern Tajikistan” (from 2004 to present time) supported by 
Agha Khan Foundation. 
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NGO “Center Hunar”. The project “Establishment of Children Musical Schools of 
Maqom Performance” (from 2005 to present time) supported by Agha Khan 
Foundation. 

NGO “Center Hunar”. The project “Elaboration and Introduction of the Discipline 
‘Music’ Based on Traditional Tajik Music in Education Process of General-
Educational Schools” (3013-2014) supported by Agha Khan Foundation. 

During 2011-2014, the center “Hunar” actively continued the work with local 
children schools of maqom, more increasing its geographical territory in ther 
regions of the country. Moreover, a practical discipline of production of musical 
instruments was introduced into syllabus. One should say that, recently, the 
branch of production of musical instruments has degraded strongly. Therefore, 
the step made by the center ”Hunar” is quite timely and important in the period.  

During 2011-2014, Academy of maqom, unfortunately, did not continue its 
activity as an educational institution. Although the only graduates were 
specialists who became a creative potential of Tajik National Conservatory and 
state ensemble of Maqomists of Broadcast and Telecast of Tajikistan. Today, the 
function of Academy of maqom as a concert organization is restricted, 
unfortunately, for concerts abroad.  

It is pleasant that, a new record of Shashmaqom is conducted in its walls. In its 
activity, the Academy is directed to preserve a canonical sound-height of 
Shashmaqom through canonical instrument of Shashmaqom – tanbur. Thereby 
the Shashmaqom system will be revived in its initial form. All of that will give 
maqom the possibility to develop further theoretically. 

In this connection, the Academy prepares the completed publication of six 
maqoms (a note fixation and audio-record), which will be made in this canonical 
sound-height. 

The results of the work are not still being disclosed because it has not finished. 

For NGO “Odam va Olam” the intangible cultural heritage is main theme. The 
organization has fulfilled a large work for the period. The kinds of activity were 
different. That was the work with archives – private and state ones, the influence 
on an educational process by introducing the patterns of traditional music or 
methodical elaborations, and the improvement of syllabuses etc.  

The master-classes of almost disappearing traditional genres of music in a state 
educational institution – Tajik National Conservatory (2004). Within the 
framework of the project “Master-classes of falak in Tajik National Conservatory”, 



 

40 | Safeguarding System & Policy 

for the purpose of making up for a deficiency in the syllabus of this HEI, the NGO 
“Odam va Olam” invited two master-performers of the ancient genre of Tajik 
traditional music falak. The work was organized in the following way: daily 
classes with students, daily conversations with two musicologists – F. A.  Azizi 
and S. S. Karimov. The result surpassed all expectations. During conversations 
with masters, it was clear many things from the mind of musical practice. 
Especially that concerned the schooling method ustod-shogird – the creation of 
Tajik ethnopedagogigs of the sphere of culture and art. This method has a 
practical character. It was during conversations that a new term was found. The 
master of falak, Akai Murodali Kholov (from a far mountainous village of 
Shurabad), said about the term “chormuqom”/ ”chormodaron”. The results of 
studying this term-phenomenon in music has showed that it means a system of 
scientific order – a mode base of the mountainous Tajiks’ music. Introducing the 
term chormuqom/chormodaron is estimated as a scientific discovery. 

From 1999 year, the NGO started studying the private archive of Fazliddin 
Shahobov – a great musician, the connoisseur of Shashmaqom. The manuscript of 
the treatise on Shashmaqom, written by Fazliddin Shahobov in the 50s-60s, was 
found in the process of working. The treatise was the last treatise of Tajik 
(Bukharan) classical school of maqom and only one treatise on Shashmaqom, 
written in the Soviet period. The NGO “Odam va Olam” was one of the authors of 
intergovernmental project supported by UNESCO in 2006 – 2007. Within the 
framework of the project, the NGO “Odam va Olam” has published the treatise 
and the part of Fazliddin Shahobov’s materials in two books – the treatise “Bayozi 
Shashmaqom” and collected articles “Shihobi musuqi” (“The Star Of Music”). In 
2011, for Fazliddin Shahobov’s centennial, the books were republished. One new 
book was added to them, from the materials of the private archive too. It is three-
volume edition “Osor Va Pazhuhish” (“Heritage And Research”): Volume 1 – the 
treatise “Bayozi Shashmaqom”; Volume 2 – collected articles “Shihobi musuqi”; 
Volume 3 – Makolaho, Takrizho, Sanadho (articles, reviews, and documents). At 
the present time, the NGO keeps on studying the archive. 

In Tajikistan, there is the unique archive in the Folklor Fund of the Institute of 
language and literature named after Abuabdulloh Rudaki at the Academy of 
sciences of Tajikistan. Its activity is closely connected with the name of 
academician Rajab Amonov. During 70 years, the officers of the institute collected 
their own fund as a result of field works. With time, a huge material was 
accumulated. In contents, territorial coverage, and historical period, the fund 
excels other funds existing in Tajikistan.  This is national riches of the Tajiks. As a 
result of open voting at a central forum (2006), the NGO “Odam va Olam” was 
chosen as an executer of the project of digitizing the archive of Folklor Fund 
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(2007 – 2009).  “Odam va Olam” has digitized the part of materials the Fund only, 
which is equal to almost 300 hours.    

Parallel with a technical digitizing, so-called cultural restoration has been made. 
It meant that, on the materials of archive, concerts were produced in the local 
places, i.e. in the districts, from which the material was collected almost half 
century ago. It was pleasant that an old generation visited those concerts. But, it 
was pleasant too that, parallel with them, young people came to the concerts. As a 
consequence of that, the NGO “Odam va Olam” made a movie in a state TV. And on 
the results of technical restoration, Catalogue of digitized material was published.  

The NGO “Odam va Olam” cooperates with ICHCAP during several last years. 
Nowadays, within the framework of projects supported by ICHCAP, seminars and 
the field works for collecting the Tajiks’ intangible cultural heritage have been 
conducted, books have been published, a certain database has been collected, and 
the inventory of intangible cultural heritage is being compiled. The compilation of 
the site of art crafts of Tajikistan (we hope the site address will be added very 
soon here) is the result of this cooperation. 

For the period 2011-2014, NGO “Odam va Olam” works in the cooperation with 
the departments of Ministry of Culture. It is by this NGO that idea to establish 
local centers of ICH has been given. And administrative group, established at 
Ministry of Culture, adopted it. 

Administrative group gave attention to the question of selection of local centers. 
At the same time, the importance of the choice of location of centers was taken 
into account. Therefore, within the framework of the project, often trips to 
concrete institutions were organized to study all possibilities of potential center 
of inventory. During those trips provided by the project, meetings with 
population were organized, percentage correlations of the bearers’ living places 
and the prevalence of concrete kinds of crafts were determined; relations of 
nearby educational institutions to the question of safeguarding ICH were studied, 
and other. 

Resume of the direction of work was that, overall, tendency of gradual refusal of 
the use of state Departments of culture as local centers for inventorying ICH took 
place.  Experts studying the situations in places came to such conclusion. Today, 
it has been found that, recently, the staff of Departments of culture in local 
authorities has decreased in number very much. Many of former Departments 
turned into sectors, other ones decreased to two-three persons. Therefore, the 
potential of the structure of local authority has thinned out very much. Former 
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Departments of culture have undergone such changes in quantitative aspect, 
whereas the volume of their duties has remained in former view. 

The revelation of so internal changes has brought us to a conclusion that it is 
rather expedient to choose cultural-historical, cultural-educational, and youth 
institutions including in a state structure as local centers. These are the 
institutions that themselves are engaged in a cultural activity directly, have 
authority among local population, and have a creative potential to conduct ICH 
inventory.  

At the same time, there are non-governmental institutions that are actively 
engaged in preserving, reviving, and developing an intangible cultural heritage of 
the Tajiks. These non-governmental organizations have taken the direction of the 
revival of ICH traditions, have involved the part of population in the work, and 
have got authority in their activity among population. Their activities are directly 
connected with the development of concrete forms of intangible cultural heritage. 
So, in the selection of local centers, the following factors are taken into account: 

• belonging of activity to ICH revival/development; 

• society’s appraisal of activity; 

• local population’s opinion and attitude to the specificity of work; 

• historical memory of nation; 

• propaganda of ICH safeguarding policy among young generation; 

• educational nuance in the wok of ICH safeguarding; 

• transference of experience on the work of ICH safeguarding; 

• ICH bearers’ number and place of living; 

• adequacy of the transference of ICH traditions; 

• gathering information of ISH’s past (bearers, kinds). 
 

All these purposes were published in the form of the book “Hifzi merosi farhang 
ma’navii mardum” )”Safeguarding a Spiritual Heritage. Guidance.”  [Dushanbe, 
“Adib”, 2013] issued on three-phase project of NGO “Odam va Olam” under 
ICHCAP support. The material stated in the book is actively used by local experts 
of ICH to correctly instruct and conduct the work locally. 

As ICH local centers were chose: 

• educational institutions 

The people’s crafts College of Istarvshan town is product of the period of 
independence of Tajikistan. It was also a center of safeguarding intangible 
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cultural heritage from the first days of its functioning. In college, classes on all 
kinds of crafts are practically conducted by masters. That served as a forcible 
argument to elect the educational institution as potential local center for 
inventorying ICH of Istaravshan. Nowadays, the inventory of Istaravshan college 
is one of large and detailed inventories on craftsmen. Director of college, 
Nasriddin Khojayev, is a great initiator of this matter. 

Another educational institution that served as ICH local center was Children 
school of arts in Kurghan-Teppa, which was factually modified into the center of 
culture and art of Vakhsh Valley because of the adoption of new status of syllabus 
provided by the acquaintance with local kinds of intangible cultural heritage. 
Practical courses on some kinds of crafts acquired the character of constant 
perfection for account of invented masters of the place. That caused a forcible 
motiveto elect the educational institution as a local center for inventorying ICH of 
Vakhsh Valley. Director of the school, Sherali Kosimov, composer, who is 
interesting in a local folklore, traditional musical genres, mastery of craftsmen, 
particularly, producers of musical instruments, started working with enthusiasm. 

• old fortress 

Another institution as Khulbuk (Vose district, Kurbonshakhid village), which  
represents a cultural-historical monument of the IX-XII centuries and turned into 
a cultural center  of Vose region (including Khovaling, Boljuvan, Danghara, 
Temurmalik, Kanghurt, nearby villages of the named districts as well as the 
districts Khovaling and Farhor), includes, besides an old fortress of Khatlon 
padishahs  (IX-XII), museum and large library, large photo-, audio-, and video-
archives. Local population quite actively uses the library of Khulbuk because of a 
rich fund increasing annually. Different meetings both for youth (schoolchildren 
and students) and for girls and women are conducted here. Khulbuk is the place 
for meeting of local patriarchs. Overall, attitude of local population to a historical 
Khulbuk remains to be as to a holy monument. 

• unique museum complex 

Kulob museum complex consists of three museums, objects of important 
historical significance, particularly, Mausoleum Mir Sayid Alii Hamadoni (XIV-XV). 
Mausoleum is factually considered as the place of pilgrimage – ziyorat. Here, a 
grave stone of scholar, Shah Muhammad Abdullo (XV-XVI), one of progenies 
(grandchildren) of Temurlang), unique ceramic oven of the times of Ahemenids 
(VII-VI BC) with a big diameter, the most ancient in Central Asia. 
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Recently at Museum complex, craft shops on restoration and production of 
jewelry and other items function. In the process of the first phase, the agreement 
of opening of educational center of craft was reached. In museum of literary-
written heritage of Mir Sayid Alii Hamadoni (XIV-XV), there is a large library with 
unique exemplars of manuscripts. And here, courses of ancient script and 
calligraphy are conducted regularly. Therefore, together with restoring 
workshops and calligraphic courses, the museum represents a certain center-
bearer of intangible cultural heritage. It is because of it that the museum has been 
elected by us as a zonal center of the work for inventorying ICH. 

• historical centers 

In Badakhshan, the work was conducted basically in two famous centers of 
culture of Pamir – Khorugh and Rushan district. However, during trips and 
following years, the question of local centers of Badakhshan was reconsidered. 
And choice fell on Ishkashim and Roshtkal’a. ishkashim is place rich with local 
traditions, historically glorified Vakhan Valley that has preserved pre-Islamic 
cultural-historical monuments, the largest location of many-centuries-old 
petroglifs in CA (more than 10,000 petroglifs), where there is house-museum of 
known enlightener of the XIX century, Muborakshohi Vakhoni, which even today 
represents a certain city of craftsmen with rich spiritual traditions. Rostkal’a is 
location of last badakhshan rulers before the Soviet period and differs in striking 
local traditions of folk creativity. 

For the purpose of increasing local potential and further determining local 
centers, educational-instructive seminars have been conducted. The seminars 
were conducted within the framework of state program “Development of Art 
Crafts in Tajikistan for 2008-2015” and within the framework of three-phase 
project of NGO “Odam va Olam” supported by ICHCAP. At first (2012), seminars 
were conducted to determine as potential local centers – Kala’i Khulbuk (Vose 
district, Kurbon Shahid village), Kala’i Hissor (Hissor district), and Museum 
complex of Kulob (one of leading cultural institutions of Kulob zone). About 100 
representatives of the districts of Vose, Kulob, Hovaling, Muminabad, Boljuvan, 
Hissor, Tursunzoda, Shahrinav and others as well as Ministry of Culture, Youth 
and Tourism Committee, houses of folk creativity, bearers-craftsmen, musicians, 
producers of musical instruments and others attended those seminars. Besides 
studying the basic regulations of Convention of UNESCO (2003), main tasks of 
seminars also were practical assimilation of elaborated barga, filing in them in 
accordance with local kinds of ICH, consultations in forming local centers and 
selecting responsible persons. 
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Besides special seminars, instructive-consulting work was conducted 
everywhere – Khorugh, Rushan, Khujand, Panjakent, Istaravshan, Hissor, 
Tursunzoda, Rudaki, Danghara, Kulob, Vose, Kurghan-Teppa, and others. 

In 2013, seminars were conducted in cities: Istarvshan, Kulob, Khovaling, and 
Kurghan-Tybe. Those seminars were conducted both within the framework of 
events of state program and within the framework of ICHCAP projects again. 

So, at the seminar in Istaravshan, 126 craftsmen from itself city and nearby 
villages were involved. Craftsmen were sincerely inspired with the interest to 
their creativity manifested by Ministry of Culture and NGO. They themselves 
came to submit the information of themselves and to enter, “to be registered” as 
they defined, database. 

The people`s crafts College of Istaravshan town established in 2009 was elected 
as center in the city of Istarvshan. Parallel with classes (trainings), many things 
were discussed with craftsmen. Participators of seminar attended workshops of 
craftsmen, became familiar with their work, saw many thing by their own eyes. 

Similar seminar was conducted again in the city of Kulob, where Kulob museum 
complex was elected as center for conducting the work on ICH.  

Mayor of Kulob, Rahmonov A.A., 
was present at opening the 
seminar. He noted special 
significance of the preservation of 
traditions and safeguarding 
intangible cultural heritage of own 
ancient city. 

In the seminar, there were 
representatives of cities and 
villages of Danghara, Muminabad, 
Shurabad, Farhor, Hamadoni, 
Boljuvan, and Kulob. 

Therefore at the seminars, the 
work for improving the form of 
inventory was conducted: fuller 

questionnaires were created, working groups were taught in local centers of 
Istarvshan, Kulob, Khovaling, and Kurghan-Tyube; it was pleasant that young 
people were involved in local centers. It formed 77% members of local groups; 

Banner of ICH Seminar in Kulob City 
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overall, at the seminars, 163 craftsmen were involved; representatives from 21 
cities and districts took part in the seminars (Khorugh, Rushan, Rudaki, Kulob, 
Vose, Hissar, Danghara, Muminabad, Shurabad, Farhor, Hamadoni, Boljuvan, Vose, 
Tursunzoda, Shahrinav, Temurmalik, and city of Kulob; Khovaling, Shaartuz, 
Kubodiyan, Abdurahmoni Jomi, Bohtar, Vakhsh, Khuroson, Pyanj, and city of 
Kurghan-Tyube; Istarvshan, Khujand, and Penjikent); therefore, 150 (100 in the 
first phase and 59 in the second one) persons were taught. 

The seminars were accompanied with various cultural programs of local 
musicians, storytellers, and craftsmen. 

 

 

 

 

 

 

 

 

 

 

Well-known master from Kulob, Shohkurbon Hakimov, started teaching youth for 
jewelry. The school was opened at a local ICH center in 2012. Local girls are main 
its contingent. 

Jewlry makers from Zari Kulob 

Local Family Falak Ensemble of Kholovs (Kulob, 2013) in 
the concert program of ICH Seminar  
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Pupils produce ear-rings, rings, and all women’s decorations. There is silver for 
men too – finger-rings, bozubands, and others. 

 

 

 

 

 

Decorations from Zari Kulob 
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Ⅱ. Intangible Cultural Heritage Inventory 
 
 
 
 
 
 
1. National Inventory 
 
A national inventory is controlled by Ministry of Culture. A national inventory 
started being formed as data base in 2011 and then, in that same year was 
established as National inventory in the first version (See: Hifzi merosi farhang 
na’ravi mardum (Safeguarding a cultural spiritual folk heritage. Guidance. 
Dushanbe: “Adib”. – 2013). During the following years, special trips for recording 
kinds of ICH and its bearers were often organized. The work was executed mainly 
by the officers of the department of culture, departments of culture of cities and 
districts of the country. NGO “Odam va Olam”, which, according to the project of 
ICHCAP provided field works in different places of Tajikistan, closely cooperated 
with them. In the first year, about 76 kinds of ICH and 83 bearers of ICH were 
inventoried; in 2012, the quantity increased for 102 kinds of ICH and 191 bearers 
of ICH; in 2013, as a result of trip for inventorying, officers of Ministry of Culture 
inventoried again, therefore, applications – bargas – were full up for the end of 
year – kinds of ICH became 127 and bearers – 391. To the end of 2014, the 
bearers were about 500 and kinds of ICH – 196. During the work, questionnaire – 
barga – changed several times. Changes and supplements to it were made during 
seminars and other practical works. By 2013, the questionnaire looked as follows: 

 
Code 
 
 

 
 

1. Name and Surname______________________________________ 
2. Nationality______________________________________________ 
3. Date of Birth____________________________________________ 
4. Place of Birth___________________________________________ 
5. Place of Work___________________________________________ 
6. Position________________________________________________ 
7. Address________________________________________________ 
8. Existing skills – Embroidery, sewing “chakan” (national embroidered 

dress)_________________________________________________ 
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9. Master of craft__________________________________________ 
10. What kind of products he/she produces?_________________ 
11. Description of master’s ability of art production from the view of 

professionalism, mastery, genre of aesthetics_________________ 
12. Picture (discs, posters, and programs) about artist__________ 
13. Existence of private workroom of artist (addres, phone)______ 
14. Information about the pupils of master of art production (address, phone, 

name and surname, date, month and year ofbirthday)_______________________
________________________ 

15. Family status of master of art production__________________ 
16. Participation of master in competitions, festivals, and other cultural 

events (name of event, year, and place)_______________ 
17. Weather was the master awarded? What was awarded with?__ 
18. What is the best master’s achievement?_________________ 
19. Collector (name and surname)_________________________ 
20. Compiler of application (name and surname)______________ 
21. Attachments, amendments___________________________ 
22. Date of preparing the application form: 

         For the first time____________________________________ 
         For the second time_________________________________  
 
 
Application form on kinds of ICH: 
 
 

Code 
 
 

 
 

1. Name of skill ________________________________________  
2. Place(villages are pointed)_____________________________ 
3. Name of appearance (from what time the skill is known by people of 

your district. If there is narration, please indicate. Information can be 
taken from artist’s spouse)_______________________ 

4. Description of teller’s skill (please describe each art skill to prepare 
art production from the start to the end)_____________________ 

5. Raw materials of art___________________________________ 
6. Terminology of teller’s art______________________________ 
7. Name and surname of local storytellers (age, address, phone)__ 
8. Genre of storyteller’s production___________________________ 
9. Study of storyteller in recent time (through family, schooling “ustod-

shogird”)_______________________________________ 
10. Benefits of storyteller’s skill in present time (taking into account 

social factors0_______________________________________ 
11. Restriction of storyteller’s skill in present time______________ 
12. Ways of improving teller’s skill (personal opinion of master)___ 
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13. How many art workshops do function in city?_______________ 
14. What literature do you know about the teller’s skill? (compiler’s and 

master’s response)_______________________________ 
15. Pictures of the art production (audio and video materials)____ 
16. Date of registration of the art (first, second, etc. time)_______ 
17. The application was completed after conservation with the following 

tellers_______________________________________ 
18. Information about collectors of the application____________ 
19. Compiler of the application___________________________             

 
 
One should say that if the increase of bearers occurs for account of the 
involvement of new geographical territories – not only of districts and cities but 
also of villages subordinated to them as well as for account of the concretization 
of internal branches of each kind. For example, in the inventory of 2011, wood-
processing craft was presented with one word – chubtaroshi, to 2014, the kind of 
craft (it is as kind of ICH) was concretized with the following seven words – 
duredgari (timbering), kandakori (engraving, wood carving), shonataroshi 
(mastery of producing combs), gavkhorasozi (mastery of producing cradles), 
tabaktaroshi (mastery of producing wood dishes), koshuktaroshi (mastery of 
producing wood engraved spoons), sanduksozi (mastery of producing chests) – 
other kinds.  

Every of these kinds differ from each other. Every of them has own nuances of 
making and designing. Every kind has its function in the using by men. For 
example,  

Sanduq is a big wooden box that is used for keeping household’s things, such as 
jewelries, important documents, clothes, dishware, and many other important 
belongings. This kind of sandug is usually decorated and painted. There is also 
another type of sanduq where wheat is kept. Sanduqs used for keeping wheat, are 
not decorated and they are usually bigger than those used for keeping jewelries 
and other belongings. In old times, baskets were called sanduq as well. Usually 
they were used in wars, where warriors riding elephants hid themselves in there 
and shot. Making sanduq is one of the craftsmanship and different types of 
sanduq play a significant role in people’s life. Sanduq has two essential roles: 
firstly as a treasury, where valuable and precious things are kept. Secondly, it is 
used for decoration house interior, where quilt and clothes necessary for quilt 
are placed.   

Sanduq is widely utilized in wedding ceremonies. Tajik brides usually bring one 
to two sanduqs to the groom’s house when they get married and all the clothes 
necessary for quilt are placed on top of the sanduq to decorate the house. 
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Initially, craftsmen made sanduqs from the skin of animals. Then, wood and iron 
has replaced the skin. Each parts of the sanduq is glued together then nailed. The 
front site of the sanduq is then painted and decorated.  

Sanduq- makers use iron for decorating the sanduq. They cover the front site of 
the sanduq with iron, nail it and then draw different pictures to decorate the 
sanduq. In some cases, they first decorate the iron and then nail it to the sanduq. 
The top part of the sanduq, the head, is an arched form attached to the main part 
of the sanduq with loop. There are two handles on the left and right sites of the 
sanduq and four small legs at the bottom of the instrument.     

In the early years, there were several special places in the market of Khujand, 
Hulbuk, Khatlon, Samarqand, Bukhoro, Istaravshan, Qaratogh, Hisor for selling 
sanduq. 

This tradition is still in practice and there are special places in the markets of 
cities and districts in Tajikistan for making and selling sanduqs. 

Today, different types of sanduq represent the craftsmanship of the Tajik people. 
In Tajikistan, special factories are running today to make sanduqs. Even though it 
is an inherited tradition, transmitted from generation to generations, each 
sanduq-makers possesses their own secret and special techniques of making the 
instrument. Every corner of Tajikistan has a sanduq-maker.  

Perhaps, outside Tajikistan, such division inside of one kind of intangible cultural 
heritage will seem to be excessive to a certain extent.  However, in a Tajik 
traditional culture, each above-pointed craft has its own master-bearer, and 
themselves items remain to be in demand very much. Therefore, these concrete 
kinds have their customers and producers. And children of masters-parents go on 
the way of family craft. 

Since 2013, the amendments and replenishment of National inventory has been 
imposed as a duty on a Scientific-researching institute of culture and informatics 
at Ministry of Culture of the Republic of Tajikistan. 

Recently, in accordance with the inventory of Ministry of Culture, local 
inventories are created in districts and cities of the country. Their inventories 
represent the part of national inventory that is resented by them in national 
inventory from their place. Therefore, they conduct their inventories, constantly 
updating it, adding new information. Other local centers quite actively started 
inventorying ICH of their place by themselves. The followings belong to them: 
inventory of local center – folk craft college of Istaravshan (Istaravshan) and local 
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center – republican museum named after Rudaki, situated in Penjikent. The 
inventory of folk craft college of Istaravshan is in a sense profile and covers the 
kinds of art craft and names of bearers dwelling in the city of Istaravshan. It was 
in the college that NGO “Odam va Olam” conducted purposeful seminar in 2012. 
As a result, a certain quantity of teachers was taught for conducting inventory. In 
2014, inventory of folk craft college of Istaravshan included 76 kinds of art crafts 
(as kinds of ICH) and about 300 bearers (from interview with director of college, 
Nasriddin Khojayev). They dwell in Istaravshan and its environment. Afterwards, 
after conducting the seminar, NF|GO “Odam va Olam” constantly cooperated with 
folk craft college of Istaravshan and consulted and helped it in creating inventory. 

In 2013, NGO “Odam va Olam” implemented the trip in Panjikent. According to 
consultation of NGO, local inventory of all kinds of family schools was created in 
Pepublican museum named after Rudaki  in penjikent in 2013-2014. It is very 
interesting inventory. It includes only traditional family schools of Panjikent and 
its environment. Only 31 family schools are presented from two to four 
generations. In direction, these are schools of music, embroidery, puppeteers, 
weavers, embroiders of suzani, gulduzi, and others. The inventory was published 
in 2014 in the form of brochure “Sulolai hunarmandori shahru dehoti Panjikent” 
(“Dynasties of craftsmen of Panjikent and its environment”). Here, the 
generations of master with their photos and dates are presented in the form of 
schemes. The brochure “Ustodi shogirdon” (“Teacher of Pupils”, Panjikent, 2014) 
about an embroider Matluba Aminova, has also published. 

The second inventory that was published in the same local center includes all 
kinds of ICH of the city and its environment. In content, the second inventory is 
mixed. Here, a main criterion was (according to interview with director of 
Republican museum named after Rudaki in Panjikent, she heads a local center of 
ICH, Fotima Rofiyeva) territorial coverage of ICH in Panjikent. Inventory covered 
17 mahallas and 14 jamoats. Totally, 341 kinds of ICH were fixed over the 
territory noted. All kinds of ICH have their bearers. And the map has been created 
on the place of bearers’ dwelling. According to the results of the dissemination of 
ICH in the town and villages of Panjikent, local center created the map of ICH, 
which was published in the form of brochure in 2014 “Khrutai vfhflli zisti 
hunarmandon dar shahri dehoti Panjakent” (“Karta of ICH bearers’ dwelling in 
Penjikent and its environment”). 

All published data of family schools, kinds of ICH, and map – are meant to conduct 
a further work. 
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2. Non-Governmental Inventory 

From the moment of its existence, the center “Hunar” conducts the inventory of 
traditional musicians, musical genres and masters-producers of musical 
instruments. A quantitative indicator of the inventory is about 100. Today, it 
increases. 

From 2013, NGO “Odam va Olam” conducts its inventory that includes 71 names 
today. Some kinds of ICH are covered in one, others – in group, i.e. have branches 
inside. These kinds of ICH cover only the sphere of art crafts, traditional cuisine, 
traditional cosmetics, textile etc. on the base of the inventory implemented, NGO 
“Odam va Olam” created the site that will appear in Tajik soon in Internet. 

 

3. ICH Inventory of NGO ‘Odam va Olam’ and Panjakent Local ICH Center   
(as of 2014)  

Following data is from two separate inventories – NGO “Odam va Olam” and 
Panjikent ICH local Centre: 

No. Domain Name of Element 
1  

 
 
 
 
 
 
 
 
 
 
Crafts 
 
 
 
 
 
 
 
 
 
 
 

adrasbofi 
2 alochabofi 
3 atlasbofi 
4 ajubasozi 
5 beqasabbofi 
6 shohibofi 
7 bofandagi 
8 buryobofi 
9 gulbastpartoi 

10 mahsiduzi 
11 muzaduzi 
12 kokulbofi 
13 gulduzi 
14 zinsozi 
15 karbosbofi 
16 chitgari 
17 qolinbofi 
18 turbofi/keshbofi 
19 duredgari 
20 duzandagi 
21 tarrohi 
22 jomaduzi 
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23  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Crafts 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

suzanidazi 
24 ohangari 
25 sanduqsozi 
26 zargari 
27 gahvorasozi 
28 pupaksozi 
29 yakabanduzi 
30 gilembofi 
31 quroqduzi 
32 surmasozi 
33 garangduzi/gahvorapushduzi 
34 tunukasozi 
35 kashidaduzi 
36 zarduzi 
37 kandakori 
38 jihakduzi/sherozbofi 
39 gajkori 
40 nishollopazi 
41 oshpazi 
42 halvopazi 
43 fatirpazi 
44 osiyobbon 
45 muhrarezi/minchoqrezi 
46 qalmolpazi 
47 mahsiduzi 
48 chakanduzi 
49 joynamozduzi 
50 gupizani 
51 dughkashi 
52 yahtakduzi 
53 chodarduzi 
54 kurpachaduzi/kurpaduzi 
55 pashmresi 
56 hishtrezi 
57 andovakuni 
58 kulolgari 
59 jamolaksozi 
60 popurzani 
61 surfasozi 
62 resmonresi 
63 tanursozi 
64 gilkori 
65 sabadbofi 
66 simbofi/julohi 
67 luhtaksozi 
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68  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Crafts 

chubkori 
69 sholbofi (resmoni) 
70 julbaroq, julbofi (gilemi pashmi) 
71 poyafzolduzi 
72 kashfduzi 
73 kordsozi 
74 hurjinbofi 
75 sangiosiyataroshi 
76 oshdonsozi 
77 ghilofsozi 
78 bolishtsozi 
79 namadbofi 
80 pustaksozi 
81 resandagi 
82 rangtayorkuni/sabboghi 
83 soztaroshi 
84 tabaqtaroshi 
85 qoshuqdonsozi 
86 qoshuqtaroshi 
87 salladuzi 
88 shaddabandi 
89 toqiduzi 
90 musiakduzi (for women) 
91 sangtaroshi 
92 jelakduzi (sarandoz) 
93 qurutsozi 
94 nonpazi 
95 gilkori 
96 chakka tayorkuni 
97 julvari 
98 qannodi 
99 misgari 

100 nabotpazi 
101 na’lzani 
102 na’lsozi 
103 parvardapazi 
104 chakanduzi 
105 chakmanduzi 
106 chapotipazi 
107 charmgari 
108 jurobbofi 
109 luladuzi 
110 Performant arts-

music 

maqomkhoni –singing classical music maqoms 
111 saroyandagi – singing classical and others genres of  

music 
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112 dutarnavozi – playing musical instrument dutar 
113 tanburi – playing musical instrument tanbur 
114 savtkhoni – singing musical genre savt 
115 khonandagi – singing songs 
116 doyrazani – playing musical instrument doyra 
117 rubobchi – playing musical instrument rubob 
118 karnaynavozi – playing musical instrument karnay 
119 naynavozi – playing musical instrument nay 
120 ghijjaknavozi – playing musical instrument ghijjak 
121 satonavozi – playing musical instrument sato 
122 falakkhoni – singing falak 
123 maddohkhoni – singing maddoh 
124 ruboikhoni – singing ruba’i 
125 ghazalhkoni – singing ghazal 
126 nasrchi – singing nasr 
127 tavlakzani – playing tavlak 
128 dumbrazani – playing dumbra 
129 ashulakhoni – singing ashula 
130 badehasaroi – singing badeha 
131 ashulai kalon – improvisational songs (without 

musical instrumental) 
132 shahdkhoni – improvisational singing on falak 
133 falaki dashtikhoni – singing falak without musical 

instrument (separate genre) 
134 taronasaroi – singing tarona 
135 

Performants arts- 
Traditional 
dancing 

raqossagi – dancing 
136 rapo – dancing rapo 
137 raqsi kulobi – dancing raqsi kulobi 
138 raqsi yakka 
139 raqsi dukasa 
140 raqsi guruhi 
141 Performants arts- 

Traditional 
Theatre 

luhtakbosi – puppet theatre 
142 askiyaguyi 
143 dorbozi 
144 

Performants arts- 
Painting 

naqshofari 
145 rassomi 
146 kundal – special kind of painting 
147 miniatyura 
148 khattoti – designing by calligraphy 
149 

Performants arts- 
Oral traditions 

afsonaguyi – story-taller 
150 gurughlikhoni – epic story taller 
151 askiyachi – anekdot-taller 
152 shohnomakhoni – shohnoma epos taller 
153 chistonguyi – riddle’s taller 
154 zarublmasalguyoi – proverb-taller 
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155 qissaguyi – epic poems-taller 
156 naqshkhoni – epic poems-taller on religious 

contents 
157 Performants arts- 

Traditional 
cosmetics 

mashshotagi 
158 hinobandi 
159 usmamoli/usmakashi 
160 surmakashi/surmamoli 
 

4. List of ICH Bearers by NGO ‘Odam va Olam’ and Panjakent Local ICH 
Centre (as of 2014)  

Following data is from inventories of NGO “Odam va Olam” (Director 
Faroghat Azizi) and Panjikent ICH local Centre (the chief Fotima Rofiyeva): 

Name Year of 
Birth 

Name of Element 

Crafts 
Zevaroy Muhtorova 1952 suzaniduz 
Guliston Rahmatova 1918 quroqduz 
Onajon Nazriyeva  quroqduz 
Onajon Qosimova 1941 quroqduz 
Shodmonoy Rajabova 1926 suzaniduz 
Islom Oripov  duredgar 
Muslima Jumayeva  duzanda 
Maqsadoy Jobirova  jomaduz  
Matlyuba Aminova 1957 suzaniduz 
Muhiba Komilova  suzaniduz 
Usto Abdurahmoni ohangar    
Uroqboy Fattoyev  sanduqsoz 
Hasan Umriyev  zargar 
Mirzoali Toshbekov  gahvorasoz 
Madina Aliyeva  pupaksoz 
Bahrinisso Mufazzalova 1945 yakabandduz 
Sabohat Boboyorova  1948 qolinbof 
Sohiba Jalolova  surmasoz 
Muzaffara Mukarramova  garangduz 
Usto Islom  kandakor 
Istoda Mahmadrizoyeva 1948 suzaniduz 
Mavzuna Jalolova 1981 suzaniduz 
Mishgona Ganiyeva 1978 suzaniduz 
Shahnoza Qodirova 1979 suzaniduz 
Mastuba Saidova 1959 suzaniduz 
Mehrangezi Alisher 1996 suzaniduz 
Farangisi Alisher 1993 suzaniduz 
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Mahdiyai Mu’min 1996 suzaniduz 
Dilafruz Subhonova 1996 suzaniduz 
Mavzuna Rustamova 1998 suzaniduz 
Manishai Ismoil 1993 suzaniduz 
Sabrinai Rustam 2000 suzaniduz 
Bibi Mufarriha  suzaniduz 
Sultonoy Ismoilova 1933 suzaniduz 
Zulola Kholova 1987 suzaniduz 
Bibi Qambaroy Aliyeva  Qolinbof 
Parvina Boboyorova  Qolinbof 
Mu’tabar Rajabova  Qolinbof 
Martaba Rizoyeva  Qolinbof 
B. Bozorova  Qolinbof 
Sh. Shafiyeva  Qolinbof 
G. Karimova  Qolinbof 
H. Mahmudova  Qolinbof 
Zevaroy Halilova  suzaniduz 
Bibikalon Sharifova 1948 suzaniduz 
Zarina Sharifova 1966 Suzaniduz 
Nigina Sharifova 1970 Suzaniduz 
Firuza Sharifova 1998 Suzaniduz 
Mumtozbegim Bahodur 1999 suzaniduz 
Muharram Ghiyosova  suzaniduz 
Onatugi Sultonova 1948 suzaniduz 
Onabibi Rahimova 1935 pupaksoz 
Nisso  qolinbof 
Gulbahor  qolinbof 
Halima  qolinbof 
Shahodatoy Majidova  suzaniduz 
Bibi Ughuloy 1924 suzaniduz 
Sanamoy  suzaniduz 
Dodaroy  suzaniduz 
Zarina  Khudoynazarova  1971 suzaniduz 
Parvina Khudoynazarova 1972 suzaniduz 
Sulhiya Khudoynazarova 1986 suzaniduz 
Khayrinisso Jurayeva (1906-?) suzaniduz 
Farida Bahronova 1962 kashidaduz 
Dilovar Bahronova 1968 turbof 
Tamara Nasriddinova 1970 yakabanduz 
Mishgona 1986 Suzaniduz 
Zebijon Qarshiyeva  Suzaniduz 
Mahkamboy Haqberdiyeva  Suzaniduz 
Barno Jurayeva  Suzaniduz 
Guchehra Rustamova  suzaniduz 
Mohira Otaqulova  yakabandduz 



 

Intangible Cultural Heritage Inventory | 59 

MamlakatQurbonova 1940 Suzaniduz 
Muaqddamoy Ruziyeva 1937 Suzaniduz 
Burinisso Esoyeva 1958 Suzaniduz 
Mohinisso Bobomuradova 1964 Suzaniduz 
Ziyoda Bobomurodova 1967 Suzaniduz 
Madina Bobomuradova 1972 Suzaniduz 
Mutribai Umar Bobomuradova 1991 Suzaniduz 
Shahodat Boboyeva 1970 Suzaniduz 
Bibijon Yunusova 1988 Suzaniduz 
Iqboloy Iyosova 1949 Suzaniduz 
Muharram Ghiyosova 1910-2001 Suzaniduz 
Halima Turobova 1950 Suzaniduz 
Mahsura Bahriyeva 1947 suzaniduz 
Khosiyat Obloqulova 1940 yakabandduz 
Hafiza Tohirova  quroqduz 
Saodat Tohirova  yakabandduz 
Gulsara Sharopova  yakabandduz 
Sadbarg Halifayeva  yakabandduz 
Gulnora Noyobova  Yakabandduz 
Ulughoy Atoboyeva  Yakabandduz 
Guchehra Ahmedova  Yakabandduz 
Matluba Ahmedova  Yakabandduz 
Mehrangez Ahmedova  Yakabandduz 
Nigina Shukurova  Yakabandduz 
Gulbahor Ne’matova  Yakabandduz 
Gulnora Ne’matova  Yakabandduz 
Sayhuna Sa’dulloyeva  Yakabandduz 
Farangis Sa’dulloyeva  yakabandduz 
Mahbuba Sirojiddinova 1967 kashidaduz 
Mahbuba Rajabova  kashidaduz 
Muhiba Komilova  quroqduz 
Matlyuba Rofiyeva  quroqduz 
Nazokat Tohirova  quroqduz 
Sokina Shafiyeva  pupaksoz 
Khursheda Shafiyeva  Pupaksoz 
Gavharoy Badehova  pupaksoz 
Мadina Aliyeva 1991 Pupaksoz 
Sarvaroy Habibova 1948 Pupaksoz 
Khursandoy Valiyeva  Pupaksoz 
Bibi Ulsunoy  Pupaksoz 
Dilafruz Urunboyeva  1981  Pupaksoz 
 Gulruhsor Rahmonqulova  1981  Pupaksoz 
 Diloromi Bahodur   1994  Pupaksoz 
 Tahmina Roziqova  1980  Pupaksoz 
 Mishgona Barotova   1980  Pupaksoz 
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 Muslima Komilova 
(Jumayeva)  1933  duzanda 

 Ochiloy Sirojiddinova  Duzanda 
 Ra’no Khuseynova  Duzanda 
 Muhtarama Nabiyeva  Duzanda 
Zoya Sigbatulina   Duzanda 
 Khayrinisso Jurayeva  Duzanda 
 Maqsadoy Sobirova  1949  Duzanda 
 Zuhro Berdiyeva  Duzanda 
 Muqaddasoy Berdiyeva  Duzanda 
 Nisso Qarobekova   1960  Duzanda 
 Ma’rifat Muqaddasova 1955  Duzanda 
 Mahbuyba Rajabova  1955  Duzanda 
 Mehrinisso Pulodova  duzanda 
 Mavluda Mirzoyeva  Duzanda 
 Sanavbar Otaboyeva  Duzanda 
 Marjona Salimboyeva  Duzanda 
 Zuhro Mirmatova  Duzanda 
Zebo Nuraliyeva  Duzanda 
Zarrina Jumayeva   zarduz   
Parvina Shasiyeva  duzanda   
 Parvina Mamatova  duzanda   
 Dilnoza Nabiyeva  duzanda   
 Istoda Karimova  duzanda   
Istoda Mahmirzoyeva  quroqduz   
Bahtinisso Otaboyeva  duzanda   
Bizuhro Mavlonova  duzanda   
 Marjona Salimboyeva  duzanda   
 Zebo Saidaliyeva  duzanda   
 Shahnoza Jalilova  duzanda   
 Dilnoza Jalilova  duzanda   
Mulkiya Muhammadiyeva  1962 tarrohi libos   
Parvinai Amon  tarrohi libos   
 S. Mukarramova  tarrohi libos   
 O. Abdulloyeva  tarrohi libos   
 Husniya Valieva  tarrohi libos   
 Azizbonui Khurshed  tarrohi libos   
 Farangisi Mahmud  tarrohi libos   
 Mahdiyai Mu’min  tarrohi libos   
Tahsina Rajabova  tarrohi libos   
Mavluda Abdurahmonova  1976  zarduz 
Mohira Taghoymurodova  1980  luhtaksoz 
 Bibijon Eshonqulova  1949  turbofi   
Zarina Jumayeva  1980   zarduz 
Hojaroyi Lutullo  zarduz 
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 Zulolai Suhrob  Zarduz 
 Umedai Nu’mon  Zarduz 
 Mohrui Olim  Zarduz 
 Nigina Raupova  Zarduz 
 Mavzuna Bahodurova  Zarduz 
 Jonona Boboyorova  Zarduz 
Shoira Rahimova  1971 quroqduz   
 Ma’rifat Azizmuridova  1971  quroqduz   
Malikai Sadriddin  1994  quroqduz   
 Mehrona Azizmuridova  1966  quroqduz   
 Mishgona Azizmuridova  1980  quroqduz   
 Salima Dustova   1980  quroqduz   
Onajon Yoqibova  1950   suzaniduz 
 Ziyoda Abdulkhayrova  1987 suzaniduz 
 Bahtinisso Bahriyeva  1984  suzaniduz 
Onajon Ahmadbekova  quroqduz   
 Zarina Mahmirzoyeva  quroqduz   
 Norgul Mahmirzoyeva  quroqduz   
 Manzura Azizmurodova  quroqduz   
 Manisha Azizmurodova  quroqduz   
 Guliston Rahmatova  1918  quroqduz   
Musicians 
Gulob Amonovsinger  1892-1990 dutarchi  
Minoqul Khudoyorov  1908-1995   singer  
 Bayon Obloqulov    singer    
Mullo Botur 
(the teacher and farther of 
Minoqul Khudoyorov) 

 singer   

Dodaroy Minoqulova 1956 singer   
Juraqul Khudoyorov  1958  singer   
Mu’min Khudoyorov  1954 singer 
Iskandari Savti/Iskandari 
Tanburi/Iskandar Boboyev, 
singer- savtkhon 

 1913-1989 tanbur   

 Temuri Jalol   1920  singe r 
 Imom Boboyev dutar  1922-1986   singer  
Mizrob Boboyev  
(Imom Boboyev’s farther)  dutar, singer   

Gulob Boboyev  
(Imom Boboyev’s uncle)    dutar,singer 

Murodjon Boboyev  1950  dutor, singer 
 Rasul Boboyev  1961  dutor, singer 
 Imom Boboyev  1991  dutor, singer 
 Ulughbek Boboyev  1993  dutor, singer 
 Jurabek Boboyev  2004  dutor, singer 
Siroji Khonanda/Siroj Safarov   1926-1991  singer   
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Safar Mahmudov 
(Siroj Safarov’ farther)    singer 

Siroj Safarov’s chidren  
Muhammad Safarov  1950   singer  
Nabijon Safarov  1956   singer  
 Sharifamoh Safarova  1958   singer  
Muborakshoh Safarov  1957   singer  
 Komiljon Safarov  1954   singer  
 Ishqiddin Safarov 1980   singer  
Siroj Safarov’s grandchidren 
Ishqiddin 1980   dutar, singer  
Firuz  1985   rubab, singer 
Nosirjon  1983   singer  
Nasim 1983   dutar  
Olim  1974   tanbur  
Gholib  1989   dutar  
Romiz  1994 dutar 
Musicians  
Rabimqul Mahmudov 1940   singer  
 Karim Nofiyev   1940   singer  
 Khujamqul Soqiyev  1950  singer  
 Yunus Tuydiyev 1948  singer  
Usarboy   1936 Nasimovghurughlikhon   
Imomiddun mahmadqulov  1936  singer, rubab    
Umriboy Bahriyev   1943 singer   
Mizrobshohi Rahnai  1948 dutar 
Hosiyat Khojayeva  1942   singer   
Muhammadsharif Kholov  singer   
 Sobir Qalandarov  singer   
 Azimjon Khurramov  singer   
 Sanginoy Taghoyeva  1950  singer   
 Savrunisso Ma’murova   1968  singer   
 Mizrob Boborajabov   1967  singer   
 Farightamoh Khujamurodova   
 Toshpulod Naimov  1950  dutar 
 Asliddin Mastonov  1949  singer   
 Bozorboy Pulodov  1957  singer   
 Zarif Mirov  1961  singer   
 Homid Bobomurodov  singer   
 Zulfiyai Yusuf  singer   
 Istad Jamolova  1943  Dancer, singer   
 Olim Boboyev/Olim Iskandari 1957-2012 singer   
 Obid Boboyev/Obidshohi 
Iskandari  1963  singer   

 Sobira Boboyeva  2001  singer   
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 Iskandar Boboyev  1988  singer   
 Narzullo Qurbonov  1942  singer   
Maston Boboyev  (925 - ?)  Singer, tandur  
 Dodo Boboyev  1960  singer   
 Uktam Boboyev  1964  singer   
 Homid Bobomurodov  1962  singer   
 Turdiali Mirzoaliyev  1962  singer   
Sobir Ismoilov  1965 tanbur   
Surayo Abdullozoda  1969  singer, doyra  
Bahtiyor Bayoni   1971  ghijjak 
 Tohir Ayubov  1977  singer 
Rahmon Vohidov  rubob 
Zaynab Bangiyeva   doyrazan  
 Dodo Bangoyev  doyrazan  
 Hano Elizarova  doyrazan  
 Abdullo Norov  doyrazan  
 Mardon Barotav  doyrazan  
 Otaqul Najmiddinov  doyrazan  
 Shavkat samadov  doyrazan  
 Hadanboy Bozorov  doyrazan  
 Safar Karimov  doyrazan  
 Ne’mat Tursunov  doyrazan  
 Ulughbek Boboyev  doyrazan  
 Ahmadjon Boboyev  doyrazan  
 Toshmurod Naormurodov  doyrazan  
 Norqul Berdiyev  doyrazan  
 Ghayrat Mastonov  doyrazan  
 Juraqul Tojiyev  doyrazan  
 Ulmas Islomov  doyrazan  
 Amak Bobobekov  doyrazan  
 Rajab Bobokekov  doyrazan  
Davron Norbekov    doyrazan   
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Ⅲ. Relevant Organizations 
 
 
 
 
 
Governmental Organizations 
 
1. Ministry of Culture of Tajikistan 
 

• Sphere of activity: executive and organizational state activity, forums, 
festivals, professional competitions, museums, exhibition centers, art 
centers, schools, artistic, professional, and additional education, research, 
propaganda, support of traditions and bearers, organization of folklore 
and other ensembles, projects and programs; 

• Address : 34, Rudaki Av., Dushanbe, 734025, Tajikistan;  

• Phone : (+992-37) 221 03 05; 

• Fax : (+992-37) 221 41 77; 

• Website: www.vfarhang.tj. 
 
2. Ministry of Education of Tajikistan 
 

• Sphere of activity: the system of education, research, intellectual 
competitions (Olympiads), support  of traditional system ustod-shogird; 

• Address: 13a, Nisor Muhammad Str., Dushanbe, 734024, Tajikistan;   

• Phone : (+992-37) 221 46 05; 

• Fax : (+992-37) 221 70 41; 

• Website: www.education.tj. 
 
3. Academy of Sciences of Tajikistan 
 

• Sphere of activity: scientific institutions, museum of antiquity, scientific 
library; 

• Address:  33, Rudaki Str., Dushanbe, 734025; 

• Phone: (+992-37) 221 50 83; 

• Fax: (+992-37) 227 54 80; 
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• Website: www.an.tj. 
 
4. Broadcast and telecast Committee 

• Sphere of activity:  kinds of activities on propaganda and presentation of 
intangible cultural heritage – television movies, serials, shows, television 
festivals “Andaleb”, educational programs;  

• Address: 31, Chapaev Str., Dushanbe, 734025; 

• Phone: (+992-37) 227 75 27;  221 62 24; 

• Fax: (+992-37) 221 34 95; 
 
5. Youth, Sport, and Tourism Committee 
 

• Sphere of activity: support of traditional kinds of competitions, creation 
of youth, festivals etc.; 

• Address: 6, Sportivnaya Str., Dushanbe, 734025; 

• Phone: (+992-37) 235 10 23; 

• Fax: (+992-37) 235 10 24; 

• Website: www.yxs.tj. 
 
6. Women and Family Work Committee 
 

• Sphere of activity: women’s activities in safeguarding an intangible 
cultural heritage, festival-competition “Chakomai gesu”; 

• Address: 14, Lohuti Str., Dushanbe, 734013; 

• Phone: (+992-37) 221 34 71; 

• Fax: (+992-37) 227 17 40; 

• Website: www.kumitaizanon.tj. 
 
7. Regional, urban, and district administrations of culture at hukumats and 

jamoats  
 

• Sphere of activity: regional and local activities, organization of festivals, 
creative and concert activities. 

 
8. Committee on Religion and on traditions, celebrations, and ceremonies 
regulation 
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9. Association of Tajiks and all Persian-speaking worlds “Payvand”.  

• Sphere of activity: language, literature, folklore; 

• Address: 107, Omar Khayyam Str., Dushanbe, 734023, Tajikistan; 

• Phone: (+992-37) 221 84 67;  

• Fax: (+992-37) 221 84 67. 
 
10. National Commission of UNESCO in Tajikistan 
 

• Sphere of activity: conduction of all activities, projects, and programs of 
UNESCO in Tajikistan, participation in national, international, public 
activities, executive, explanatory, educational activities; 

• Address: 12, Bokhtar Str., Dushanbe, 734051, Tajikistan; 

• Phone: (+992-37) 221 60 01;  

• Fax: (+992-37) 221 02 52. 
 
Local-Governmental Organizations 
 
1. Republican museum named after Rudaki, Panjakent 

• Sphere of activity: museum creativity; local Centre of ICH.  

• Address: 43, Rudaki Str., Panjakent, Tajikistan; 

• Phone: (+992 3475 ) 5 27 27 

• Fax: (+992 34 75) 5 71 77; 5 27 27  
 
2. The people`s crafts college of Istaravshan town 

• Sphere of activity: education; craft creativity; local Centre of ICH.  

• Address: 136, Lenin Str., Istravshan, Tajikistan 

• Phone: (+992 34 54) 2 11 70; (+992) 92 857 66 70. 

• Fax: (+992 34 54) 2 11 70 
  
3. Museum complex of Kulob town: 

• Sphere of activity: museum creativity; local Centre of ICH. 

• Address: 10, Ismoili Somoni Str., Kulob, Tajikistan; 

• Phone: (+992-33 22) 2 26 99 

• Fax: (+992-33 22) 2 26 99 
 
4. GO “Zari Kulob” (2004) 
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• Sphere of activity: Art jewelry; education (since 2011, in the building of 
Museum of 2700-annivassary of Kulob town)  

• Address: 10, Ismoili Somoni Str., Kulob, Tajikistan; 

• Phone: (+992-33 22) 2 26 99;  

• Fax: (+992-33 22) 2 26 99;  
 
Non-Governmental Organizations 
 
1. “Odam va Olam” 

• Sphere of activity: fulfillment of national, international, and public 
projects for safeguarding an intangible cultural heritage;  

• Address : 66-6/2, Ghafurov Str., Dushanbe, 734058, Tajikistan; 

• Phone: (+992-37) 232 99 52. 
 
 
2. Academy of Maqom 

• Sphere of activity: educational institute of maqom art; 

• Address: Dushanbe, Tajikistan; 

• Phone: (+992) 918 70 32 10. 

• Website: 
 
3. Centre “Hunar” 

• Sphere of activity: a traditional art within the framework of system ustod-
shogird; 

• Address: 144, Firdausi Str., Khujand, 750700, Tajikistan; 

• Phone: (+992) 918 47 17 57. 
 
4. “Chakan” 

• Sphere of activity: safeguarding an intangible cultural heritage of 
embroidery chakan; 

• Address: 15, Ismoili Somoni Str., Kulob, Tajikistan; 

• Phone: (+992) 918 88 55 38.  
 
Associations for Safeguarding ICH 
 

• The Union of craftsmen 
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• The Union of composers 

• The Union of Artists 

• The Union of theatrical creators  
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Ⅳ. Meetings on Intangible Cultural Heritage 
 
 
 
 
 
1. Meetings on ICH till 2010 
 

• International festival of Tajik art “Arjang” (Dushanbe, 2003); 

• International conference “Professional Tajik music at the start of the XX 
century” (Dushanbe, 1999); 

• International festival-symposium “Shashmaqom at the start of the XXI 
century” (Isfara, 2003); 

• The first International festival-symposium “Falak” (Dushanbe, 2004); 

• Seminar “Shahmaqom” its forms of functioning today” (Dushanbe, 2005); 

• Seminar “Shashmaqom, its forms of functioning now” (Dushanbe, 2005); 

• Seminar “Shashmaqom and its part in the system of education in the start 
of XXI century” (Dushanbe, 2006); 

• Second international festival-symposium “Falak” (Kuliab, 2006); 

• International festival “Ustod-Shogird" (Kuliab, 2006); 

• International conference “Shashmaqom – Masterpiece of Musical culture” 
(2006); 

• Contemporary art exhibition “Parallel” (2006); 

• Republic festival “Chakan” (Kurgan-Tube, 2007); 

• Third international festival-symposium “Falak” (Dushanbe, 2009); 

• “Idi Atlas” (Khujand, 2004-2010); 

• Exhibition “Golden Locks of Tajik Silk”, where 150 sorts of atlas were 
exhibited (Dushanbe, 2009); 

• Festival of braiding dreadlocks and national dress “Chakomai Gesu” 
(Dushanbe, 2010); 

• Republican television festival-competition of folk art “Andaleb” 
(Dushanbe, 1996, 1999, 2001, 2004, 2006, 2008); 

• Republican festival of young artists (Dushanbe, 2009, 2010); 

• Republican festival of young musicians (Dushanbe, 2010); 
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• Republican festival of song and dance ensembles (Dushanbe, 2004, 2006, 
2008); 

• Republican competition “The Best Calligrapher” (Dushanbe, 2010) 

• International festival of professional theatres “Navruz” (Dushanbe, 2003, 
2007); 

• Festival of professional theatres “Parastu” (1988-1991 annual, 1993-
2007 biannual). 

2. Meetings on ICH during 2010 - 2014 

• Seminar “Subject “Music” and traditional Tajik music” (Dushanbe, 2013, 
2014) was conducted by non-governmental organization “Hunar”. 
Partner-executor was Conservatory. The manual of music for general-
educational schools is being elaborated as additional artistic education. 
The specialty of new manual is that it is being elaborated on the base of 
traditional music. 

• National festival “Eastern Bazaar” (Dushanbe, Bogi Iram, 2011). The 
celebration was organized in the form of exhibition-trade-fair of items of 
craftsmen. Craftsmen were gathered from cities and districts of Regions 
of Sughd, Khatlon, and Republican subordination. 

• Celebration “Navruz” – annually; 

• Republican festival “Ustod-shogird” (Dushanbe. 2011 – 2012); 

• International festival-symposium of Shashmaqom (2011, 2013); 

• Celebration “Ruzi Shashmaqom” – annually; 

• International festival-symposium ‘Falak” (Dushanbe, 2012); 

• Celebration “Ruzi falak” – annually; 

• Festival “Idi Atlas” – annually; 

• Republican television festival-competition of folk creativity ‘Andaleb” – 
biannually; 

• Republican festival of young artists – annually (Dushanbe, 2009, 2010); 

• Republican festival of song and dance ensembles – biannually; 

• International festival of professional theatres “Navruz” – biannually; 

• Festival of professional theatres “Parastu” – biannually; 

• Festival of music ‘Music of the World roof” (Khorugh, 2014). 
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Ⅴ. Inscribed Elements on the UNESCO ICH Lists 
 
 
 
 
 
 
 
Unfortunately, from so rich and many-centuries-old cultural heritage of the Tajiks, 
Shashmaqom was only included in Representative List of intangible cultural 
heritage of mankind It was recognized as masterpiece in 2003.  

Shashmaqom 

Heritage information 
Shashmaqom is not only a striking example of Eastern classic music but also a 
great achievement of mankind in the sphere of music. This music can be 
compared with powerful architectural constructions that has been enriching the 
spiritual life of millions people since the XVIII century. Shashmaqom (from Tajik-
Arabic: “Six maqoms”) exists as a multi-layer and integral phenomenon. Its 
integrity is expressed in building blocks and correlation of all its (structure’s) 
levels (layers) and elements. Therefore, first of all Shashmaqom is defined as a 
system of musical expression. 

In this plan, Shashmaqom is presented as an art, a philosophical credo that 
inspires a spiritual reflection and enjoyment from a divine beauty expressed in 
sounds. It keeps deep ideas in perfect forms, embodying people’s mind in the 
beauty of melodies and rhythms. Here, there are fantasy and rationalism together. 
In this synthetic base, which combines music and poetry, everything is in the 
power of harmony: principles of organization, musical elements, structure, 
rhythm, and melody.  

By the end of the XVIII century, Shashmaqom as one of the forms of maqom 
system and macro cycle had been formed in the centre of Tajik musical culture – 
the city of Bukhara. Shashmaqom was formed on the base of synthesis of Tajik 
music and Tajik classical poetry. Shashmaqom was only performed in Tajik 
language until the start of the XX century.  

Today, being based on data bank and bearers’ systemization, modern 
musicologists use new methods, and scholars successfully study mode 
fundamentals of Shashmaqom. In this direction, further progress of science 
depends on how deep and wide will a scientific and cultural heritage be 
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appraised and enriched, and how effective will safeguarding work be. 
Safeguarding activity is not only the record of music but also the revival of 
Shashmaqom as a social process in the life of society.  

Shashmaqom is a vast cycle of musical composition that includes 256 vocal and 
instrumental pieces. It is important that this vast compound musical piece is 
expressed orally and is always in the process of moving.  

However, the last century, when tradition of system ustod-shogird became to be 
gradually weakened, and a number of bearers got thin out, Shashmaqom was 
losing its specificity of motive art. In that situation, notation – to fix in note – was 
the only one way to safe, preserve, and transfer the text of Shashmaqom to the 
generation following. That was done both in Tajikistan and in Uzbekistan. One 
can say that, in the XX century, a note version was a basic orientation to perform 
Shashmaqom. During that period, new parts of maqom were not done. 
Shashmaqom stopped replenishing with new pieces. The process of motive art 
was stopped in it. It was called “frozen music” by Professor Ted Levin, researcher 
of Central-Asian music. What does it mean? 

According to traditions of maqom art, each Ustod has his own version. However, 
in the XX century, both Tajiks and Uzbeks could preserve only one version of 
Shashmaqom, which was in note. Moreover, Uzbeks might introduce a full Uzbek 
text in Shashmaqom. Therefore, the notation of Shashmaqom was on the one 
hand the way to safe it, on the other hand to freeze it.   

The key to understand Shashmaqom is in terminology. Basically, it is in Tajik. 
Terminology becomes to be more significant because Shashmaqom exists in the 
conditions of oral tradition.  

The role of terminology is similar to the factor of reflection of different form-
building processes in maqom. The Researchers of Shashmaqom use terms but 
sometimes could not explain their meanings.  

And it is important to clarify each term, to know each its meaning, sense. There 
are not casual or subjective terms concerning an oral tradition. The terms 
elaborated on the base of practice and many-centuries-old traditions are the 
terminology of maqoms. This kind terminology is concrete functioned. The 
terminology of such kind is able to function.  

According to last researches of manuscripts of prominent expert in Shashmaqom, 
Fazliddin Shahobov, (1911-1974), it is necessary to review some terms being 
used. The aim is to return to the original meanings of many concepts used by 
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musicians in the past and to introduce them as basic in a modern scientific 
musical terminology of traditional music. 

Shashmaqom has been preserved by joint scientific-composing work of the 
masters-musicians of many generations. Factually, we cannot divide theorists 
(scholars) and practitioners (musicians) in Shashmaqom because this is one 
person – Ustod. Shashmaqom characterizes a mode mind of our nation. Therefore, 
it finds its expressions not only in Shashmaqom cycle but far wider, in many 
other forms and genres of Tajik music. It means that Shashmaqom can be 
considered as a basis of all Tajik traditional musical expressions. 

Shashmaqom: history and theory 

From the point of view of musical logic, maqom is a compound, self-depended, 
and complete system. This is the world of sounds and sound connections, 
expressed in melodic, rhythmic, and constructive processes with their own 
semantics. From the point of view of structure and logic, maqom is one of the 
greatest phenomena of monodic music. 

Maqom causes many different musical ideas and forms which are difficult to be 
explained by easy language and which are in high flight of imagination and 
intellect. This is a top classic art, where vocal and instrumental music and poetry 
are combined. It cans express everything about the nature and universe. In 
Shashmaqom, you can hear the heartbeat and pulse of human existence. Here, the 
rhythms of colorful human life and sad heart are heard.    

The philosophy of Shashmaqom is close connected with the philosophy of Tajik-
Persian classic poetry. It is manifested not only in figures and ways of mind but 
also in its basal morphological and syntactic principles of form-building as well as 
in the process of rhythmical and melodic organization. It has been formed within 
the framework of Tajik-Persian classical poetry. Nevertheless, Shashmaqom is a 
top form of musical mind and has formed its own basal principles of rhythmic 
system and form-building. 

The phenomenon Shashmaqom can be better understood by studying the history 
of maqamat. In it, the first question would be “What maqom is?”  

The Arabic term “maqam” has several meanings “place”, “sound-scale”, “level”, 
and “step”. As a musical term, it has a wide range of meanings: step of mode, a 
mode system, mode, a compound musical piece, genre, multilayered cycle, style, 
and the way of musical mind. However, in music, the first meaning is “location of 
hand’s fingers (where sound is reached) on the neck of musical instrument”. 
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Primordially, a Tajik term ‘parda’ exactly expressed the meaning. And Arabic 
term “maqam” was introduced instead of ‘parda’ in the process of arabization of 
scientific musical terminology. We remind that “Haftparda” (from Tajik/Persian – 
“seven parda (modes)”) was the first system of Tajik professional music. That 
was pre-Islamic musical system of all Iranian nations.    

In musicology, there is a stable opinion that maqom is the net of melodies and 
songs created in a perfect sound-scale. In Shashmaqom, each maqom is a mode 
sound-scale.  Each mode sound-scale and has its own family of modes, on which 
new melodies are generated. Harmony is a main principle in organizing the net of 
mode sound-scales. All mode passages (modulations) fall under the category 
‘gradual’. 

Almost till the XII century, ‘parda’ was only used as a main term expressing the 
maqom phenomenon. It is known both from the works of outstanding scholars 
Al-Farabi, Ibn Sino and local authors Muhammad Nishopuri (in Tajik/Persian 
“Risola-i musiqi”) or didactic work “Qabusnoma” etc. Gradually, parda is 
restricted with the meaning ‘step of mode-sound-scale’ in a musical practice.  

The idea of perfect sound-scale, scale of sound net was well-known as long ago as 
the Antiquity. The musicians of ancient India, China, Iran, and Greece practiced in 
that direction. Moreover, ancient Greeks considered the scale’s perfectness as a 
great influence on the behavior of people and society. For example, the great 
philosopher and scientist Pythagoras noted that the scale’s perfectness is able to 
influence on the mood of person. He even elaborated a mathematical theory 
supporting the idea. Later, oriental scholars and musicians used and elaborated 
the theory in detail. So, Abu Ali Ibn Sino used the aspect in a musical theory of 
medicine, afterwards known as a musical therapy.    

There are legends that, basically, ancient maqoms remained from Prophets. For 
example, a Tajik theorist Darwish Ali Changi (XVII) wrote in his book “Tuhfat-us-
surur”: those maqoms were connected with the names of seven prophets. For 
example, maqom Rost expresses the sufferings of Adam when he was banished 
out of Edem Garden. Husayni came from Jacob who cried because of separation 
with his son Josef. Therefore, Ushshoq is related to Noh, Navo to David, Hijoz to 
Ayub, and Rohavi to Muhammad.  

The great Amir Khusraw (XIII) defined a musical performance art as divine and 
gave many ideas of that aspect in his treatise “On basic and derivative principles 
of music” (in Tajik/Persian). His ideas were supported by a whole direction of 
musical science reflected in the treatises of tradition Indo-Adam synthesis. All 
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those treatises were written in Persian-Tajik and reflected musical culture of all 
the territories of Central Asia and North-West part of India.  

The word “maqom” was used approximately in the IX century. It is known from 
musical treatises. Since the XII century, Duvozdahmaqom (from Tajik – twelve, 
Arabic – maqam) gradually became the leading system of maqamat. But even in 
the XII century, authors called the system Duvozdahparda. For example, 
Muhammad Nishopuri did it in the treatise pointed above.  

The main reason is that the system continued pre-Islamic traditions of Iranian 
nations – the system Haftparda. As a medieval system of maqamat, 
Duvozdahmaqom was disseminated in the territories of Iranian, Arab, and 
Turkish (only those Turkish nations who were under influence of neighbor 
Iranian culture) nations. The system of maqamat had a universal character in 
Eastern Music.   

The native city of the third system of maqamat – Shashmaqom – was a Tajik 
cultural centre, Bukhara. In a Tajik music, new system of maqom was formed to 
the end of the XVIII century. From the point of its content and structure, it was 
based on a Tajik/Persian classical poetry. We remind again that a compound 
word “shashmaqom” means “shash – “six” (from Tajik/Persian), “maqam”– 
“mode” (from Arabic). As the name of system, this compound word means that 
six modes = six maqoms were elected as basic ones in a new system. Certainly, it 
was the continuation of the traditions of medieval maqamat. But, probably it was 
more perfect system with its own nuances, on which it was based.      

Shashmaqom is close connected with folk sources. The formation of maqamat 
was accompanied by the process of selecting independently existing folklore 
genres of vocal and instrumental music to include them in own cycle. The process 
of selecting could last for centuries. Every time, it caused the modification of first 
primary source in a maqom cycle. The genre tarona clearly demonstrates the 
process.  

The musical genre under such name was known as tronak in the pre-Islamic 
period. It was favorite song genre of ancient Iranians.  A prominent Tajik poet, 
Abu Abdulloh Rudaki (858 – 941), was the first to include tarona in a maqom 
system. He was excellent musician and singer. He could use tarona in different 
maqoms. It is known fact that Rudaki sang tarona in the mode Ushshoq. Certainly, 
a music system of maqamat was another in the epoch of Rudaki. Then, 
widespread the traditions and genres of Iranian nations of pre-Islamic epoch 
were wide-spread, but they existed among the population. And Abu Abdulloh 
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Rudaki chose tarona as more specific thing for a musical culture of Iranian 
nations, especially for the Tajiks. He developed tarona as a musical genre. 

An Indian author Vojid Ali Khan (XIX) writes: “Tarona is song rapid in tempo that 
was created by Rudaki (IX). He sang all his ruba’is in tarona” (“Matla’ al ulum”). 
Shams Qaysi Ar-Razi (XIII) confirmed that point of view earlier. Of course, Rudaki 
didn’t create the genre because tarona was known as far ago as the pre-Islamic 
period. But, probably, a Rudaki’s contribution to the introduction of tarona into a 
classical music was considerable. Rudaki started using tarona with classical texts 
and classical maqoms. That was common process of Renaissance of Tajik-Persian 
culture after the Arabs’ government. Afterwards tarona never lost its position in 
the context of Duvozdahmaqom. 

The style of Rudaki was defined as “sahli mumtane’”. It meant “say a deep 
meaning by a simple way”. One can say that Rudaki had “sahli mumtane’” both in 
poetry and in music.       

Later, in the XIII century, a great Amir Khusraw introduced tarona into Indian 
raga. He would like approximate Indian and Iranian musical traditions. In this 
plan, the genre tarona was more specific for Iranian musical mind. Therefore, he 
chose it. So, thanks to Rudaki and Amir Khusraw, this simple genre of folk music 
has played so important role in the historical way of maqamat. Today, tarona is a 
good evidence of Shashmaqom’s connection with a folk art.  

Tarona is one and single genre that takes place in Shashmaqom. After entering a 
maqom cycle, tarona didn’t change its specificity. Moreover, tarona is 
autonomous in Shashmaqom. It is not fixed by a concrete rhythm-formula – usul. 
Its easy and light character contrasts with a deep philosophical nature of maqom 
compositions. The function of tarona is very concrete in Shashmaqom.  It allows 
us easily to determine a tarona’s role in the dramaturgy of Shashmaqom. Tarona 
only takes place in the first group of shu’bas – nasr. The quantity of taronas in 
each maqom is different. Total number of taronas in Shashmaqom is 74. They are 
different in character, mode, rhythms, and melodies. The analysis shows that, in 
Shashmaqom,  tarona has three concrete functions: 

• intermediate part; 
• copula; 
• prelude. 

 

In the stated aspect, it is expedient to analyze each function in detail.   
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1) As an intermediate part, tarona is autonomous and represents a self-
dependent musical piece. It preserves its democracy, dance, and simple 
structural specificity. By these attributes, it contrasts with other parts. At 
the same time, this contrast takes place in the extent that doesn’t violate a 
general dramaturgical line of maqom composition. So, it (tarona) follows 
to the canons of maqom compositions.  And its contrast function means to 
be subordinate to maqom. 

2) As a copula, it is called suporish (from Tajik «handing»). In this case, it 
takes concrete place – before and after the part ufar (specifically ufari 
vaznin), last part of dance character in a vocal section of maqom. When 
tarona goes before ufar, it is called suporishi avvalin (from Tajik – «first 
handing»). When it goes after ufar, it is called suporishi okhirin («last 
handing»). In both cases, tarona is based on the rhythm-formula – usul – 
of the first shu’ba of vocal section – sarahbor.  Thereby the cycle of vocal 
section of maqom becomes to be like a circle. So, in a moqom cycle, 
motion is similar to “circling”. Istparda (from Tajik –“step of stoppage”) is 
different in the both cases. Overall, the function of tarona-copula is the 
provision with a smooth rhythmical transition to the end.  

3) As a prelude, tarona is called даромад (from Tajik – “entrance”) and 
placed before the basic parts of maqoms – talqins and nasrs. In both cases, 
it is based on the usul of following part. So, it becomes to be prelude. The 
function of such tarona is the preparation for the start of following parts.  

So, one can say that in the process of Shashmaqom, tarona is poly-functional.  

The analysis of Shashmaqom proves that it contains even much more ancient 
types of folklore music. First of all, this fact shows to the another ancient (pre-
Islamic) source – Navruz – (from Tajik/Persian -“new day”) – celebration of 
spring and renewal with song-singing, playing music, dancing, specific meals, and 
other festivities. In Shashmaqom, there are such parts as Navruzi Ajam, Navruzi 
Khoro, and Navruzi Sabo. Probably, they have only the word “Navruz” in their 
names but not a relation with this celebration. It becomes clear from yhe musical 
texts of maqom parts. Within the framework of Shashmaqom, all parts named 
Navruz correspond to maqom canons with a typical character. These parts are 
the patterns of classical music but not of folklore one.  At the same time, the 
presence of the word “Navruz” is evidence of deep roots of maqom art and many-
centuries-old connections with local artistic traditions.  

So we can understand that abovementioned melodies and parts “Navruz” 
excellently exemplify maqom pieces and are composed in canons of Shashmaqom. 
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In this case, the term “Navruz” has rather symbolic meaning that points to the 
relation with former musical traditions. Neverthelass, we can point to the pieces 
of Navruz as the relations of maqoms with a folk music. 

However that may be, many forms and genres of Tajik music – falak, na’t, naqsh, 
qissa, ruba-i, and ghazal – use the different principles and specific nuances of 
Shashmaqom in the process of self-organizing. The vocal tradition - ghazalkhoni, 
which is a basal style of Shashmaqom art - is very popular as style vocalstyle in a 
Tajik music. Therefore, many kinds of Tajik Music are based on this way. It gives 
opportunity to consider many principles of Shashmaqom as general for all Tajik 
music. 

This fact means that ancient history of maqoms is not only the history of maqoms 
but also the history of music in general. Maqom became to be manifested at the 
stage when music reached the form of system and multi-layer art. 

Overall, we can mention that, at the same time, the process of forming the cycle of 
Shashmaqom was the process of selecting certain folklore genres of vocal and 
instrumental music to be included into maqom cycles. Thts is a logical historical 
way for Shashmaqom, because it represents the highest kind of oral musical 
expression of the Tajiks.  

A maqom art was always concerned with a musical life of court. Art of maqom 
originates from an urban culture. Therefore, it cannot be unconnected with a 
court. It is the highest achievement of musical mind of nations. It is known from 
history that the first maqom system of Iranian nations Haftprada was created by 
a court musician Borbad (VI). He served to Shah Khusraw Parviz II. Therefore, 
when he presented his creation to Shah, it was named khusrawoni according to 
the name of King. Music khusrawoni was only spread in court ceremonies and 
parties. However, in further epochs, it became widespread as a leading style of 
performance. The second system Duvozdahmaqom was also widely used by court 
musicians. There are known cases, when shahs gave new names to singers or 
musicians. For example, a famous singer Zebopari got his name from his ruler.  

The existence and development of Shashmaqom through centuries to these days 
also points out that Shashmaqom was listened and supported not only by public 
but also the aristocracy and courtiers.  

Investment from a court allowed the gifted musicians to be maintained as well as 
contributed to the development of Shashmaqom and the establishment of 
musical schools (by type ustod-shogird). All of that gave the possibility to enjoy 
the rich auxiliary of Shashmaqom today. 
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On the other hand, rough economic, social, and political reality erases this kind of 
perfect but vulnerable art. 

The formation of maqom systems was the result not only of the development of 
music, arts, excellent performing-proficiency and composing-proficiency of 
masters and composers but also of the development of musical science, 
philosophy, mathematics, the formation of urban culture, and other social factors. 
The description of medieval period of maqom system by scholars was 
interdependent with a scientific development in the world. Eastern masters and 
scholars compared music with such sciences as medicine, philosophy, and 
mathematics and claimed that they were interconnected. The point of view took 
place in all musical treatises of so-called academic direction of treatise-writing 
tradition. The second kind of treatise-writing was called sharti mutribi. The 
tradition developed within the framework of educational institution ustod-
shogird. Usually, the authors of treatises were masters – singers and musicians-
instrumentalists, who had excellent practical knowledge and experience of 
maqom art.  

The court was interested in finding masters of maqoms.  At the court were 
constantly organized musical and poetical competitions so-called bazms.  Those 
were favorite concerts for people too. In this aspect, the court served as a stage 
for its people.    

In times of Samanids, a performance art flourished. All typical forms and genres 
of Tajik music were sounded at the court. The court of Samanids cultivated the 
art of improvisation. Poets and musicians wielded a skilful of improvisation 
perfectly. In this plan, the mastery of prominent Tajik court poet, Abu Abdulloh 
Rudaki, was well-known. Now, his qasida “Buye Juye Muliyon” is a historical 
example. Rudaki sang his qasida in maqom Ushshoq. He achieved the highest 
level of improvisation not only in poetry but also in music. The art of 
improvisation was always typical for the maqamat art. That was the continuation 
of artistic traditions of pre-Islamic period. And even by analogy with pre-Islamic 
system Haftparda, the second system of maqamat – Duvozdahmaqom – was 
called Duvozdahparda by many authors (See: Muhammad Nishopuri. Risola-i 
musiqi. (Treatise on Music), XII century). Glorifying the improvisation art of pre-
Islamic traditions by a famous musician of that epoch, Borbad (VI-VII) as well as 
the highest art of improvisation of that time of improvisation was called than 
“ajubat ud-davr” (“wonders of epoch”), “kamolot uz-zamon” (“completing of 
epoch”) (See: Amir Khusraw Dehlavi “Dar inshiobi uzul va furu’I Musiqi” (“On 
basic and derivative principles of Music”) XIII century). The glorifying and appeal 
to achieve the highest level of vocal and instrumental performance art took place 
almost in all treatises written in Persian till the XVI-XVII centuries.       
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During that period many treatises on Music were written by Maroghi (1353-
1435), who lived in Khujand), Abdurahmon Jomi (1414-1492), Kamoliddin Binoi 
(1453-1512) – the great theorists of music. The treatises of Najmiddin Kavkabi 
(XVI) and Darvesh Ali Changi (XVII) were last treatises of Bukharan classical 
school of maqom. 

Each system of maqom - Hadftparda, Duvozdahmaqom or Shashmaqom – brightly 
reflected the ideology of epoch. That was cosmology and pantheism of pre-
Islamic time for Haftparda. Sufism was an ideological position of the epoch of 
Duvozdahmaqom. Sufism is one of the strong philosophical directions of Islam. In 
the Middle Ages, Sufism was significant almost at the level of state ideology. In 
the context of ideas and principles of Sufism, the word “maqom” means “way” or 
“road” to a spiritual perfection of person. This way consists of several steps to the 
perfection. 

The idea “Insane-I komil” (from Tajik/Persian - “perfect person”) takes a central 
place in maqoms and its philosophy. It was a central conception of Sufism. It was 
adopted by Duvozdahmaqom. The several factors directly and indirectly point to 
the relations between Sufism and the art of maqom. But a main thing is 
connected with the following: each singer or musician of maqom thinks through 
the figures of Sufism. A figurative sphere of Sufism contributes to the 
comprehension of maqoms. One can say that all medieval culture was similar to 
Sufism. It was of great importance both for a Tajik/Persian classical poetry and 
for a Tajik classical music – maqoms. Therefore, Sufism was an ideological basis – 
key to understand both systems – Duvozdahmaqom and Shashmaqom.  

At the start of the XX century, the situation of Bukhara as a centre of maqom art 
changed considerably. By the period of formation of Shashmaqom, to the end of 
the XVIII century, Bukhara became as native city for Shashmaqom – a new, more 
improved, system of maqoms. It was the third musical system of maqom in the 
history of Tajik musical culture. The high flourishing of classical poetry also 
contributed to the high level of the development of musical culture. It is known 
that, for centuries, Tajik/Persian classical poetry and music developed jointly. 
One should note that, in the first treatises, there was the chapter on the 
correlation of poetry and music. By the time of the formation of Shashmaqom, 
they both were based on the same rhythmical system. It was aruz. Therefore, it 
was not casual that, at the start of the XX century, Shashmaqom as a cycle was 
performed in Tajik-Persian language only. An educational institution ustod-
shogird functioned everywhere from Zerafshan and Ferghana Valleys to Kulob, 
Badakhshan and Karategin Regions. The local kinds of maqoms were spread 
there. Masters – Ustods tried to preserve the Shashmaqom art and transfer it to 
another generation.   
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Among them, there were Bobo Jalol Nosirzoda (1845-1928), Bobo Giyos 
Abdughanizodai Buhoroi (1859-1927), Hoja Abdulaziz Rasulov (1852-1936), 
Domullo Halim Ibodov (1878-1940), Levi Bobokhonov (1873-1926), Sodirkhon 
Hofiz (1847-1931), Umar Hofiz (1845-1935), and many others.  

Bobo Jalol Nosirzoda, who was the follower of great Tajik educator, Ahmadi 
Donish (1826-1897), taught and brought up many talented musicians at the Art 
School in Bukhara.  

Bobo Giyos Abdughanizoda Bukhoroi was a famous connoisseur of Shashmaqom. 
He studied the theory of music from his farther and Ahmadi Donish.  He was a 
court musician for a long time. But he devoted a part of his life to bring up pupils, 
his followers in Shashmaqom. In 1924, Shashmaqom was recorded from group of 
connoisseurs, where Bobo Giyos, Bobo Jalol, and Mirzo Nasrulloh took part.  

Domullo Halim Ibodov was one of the most talented and prominent musicians in 
Bukhara. He also brought a great contribution to the preservation and 
development of Shashmaqom. He was the pupil of Bobo Jalol and Bobo Ghiyos. 
Domullo Halim Ibodov was the teacher of a number of famous singers and 
musicians. Among them, there were Shohnazar Sohibov and Fazliddin Shahobov.   

One of the schools of Shashmaqom was established in Samarqand. Hoja Abdulaziz 
Rasulov, known as Samarqandi, was an excellent singer, performer on tanbur and 
dutar, and the сreator of his own performance school (instrumental and vocal) of 
maqoms. The style was the mix style of the mountain and valley Tajiks’ music. His 
piecess “Bozargoni”, “Gul’uzoram”, “Ushshoqi Samarqand”, “Bebokcha”, 
“Chapandozi Gulyor”, and others were included in Gold Fund of musical heritage 
of the Tajiks and Uzbeks. He brought up many singers and musicians, who later 
would become famous in a maqom art.  

At the start of the XX century, Shashmaqom was involved in “political games”. In 
1924, for the first time, Shashmaqom was recorded in European system of 
notation. The text was recorded from the singers and musicians – connoisseurs of 
Shashmaqoms, famous Bobo Jalol, Bobo Ghiyos, and Mirzo Narzulloh. Notation 
was made by Russian composers and ethnographers V. Uspenskiy and N. Mironov. 
The text (musical and poetical) of Shashmaqom was published in Moscow under 
the review of A. Fitrat, who was scholar and Nazir (minister) of Culture of 
Bukharan Peaple Republic. It was commanded to publish Shashmaqom without 
poetical texts. At that time, the territories between Tajikistan and Uzbekistan 
were divided. The problem was connected with Bukhara and Samarqand. The 
presence of so vast macro-cycle as Shashmaqom in Tajik only proved in favor of 
Tajik-speaking Bukhara. Therefore, the goal of publication of Shashmaqom 
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without poetical text was to conceal Bukhara as a city of the Tajiks. The campaign 
of recording all Tajiks as Uzbeks accompanied the process.    

In the 1930s, the condition of Shashmaqom became critical as the Soviet 
government had a negative approach to it. According official policy: 
“Shashmaqom was the heritage of aristocracy and it is opposite to Soviet 
ideology”. The opinion was developed in accordance with privileges of class 
ideology of that time. So, a traditional musical system ustod-shogird was not 
recognized adequately. It was not introduced into a state educational system of 
Tajikistan. It was the second political step against real roots maqom art. The main 
achievement of Tajik musical-intellectual heritage remained outside from Soviet 
musical educational system.  

However, in spite of that, such masterpiece of art could not be unforgotten as a 
valuable top art. So, real patriots tried to preserve and transmit it.  

After giving the centers of Tajik culture, Bukhara and Samarqand, to Uzbekistan 
that generation of Tajik intelligences, who lived in those cities, gradually moved 
to Dushanbe, a new capital of the Tajiks. Thanks to the energy and efforts of 
eminent maqom-masters, a Tajik maqom classical school moved from Bukhara to 
Dushanbe. In that move, there was not a dissonance. That migration was within 
one musical space: from Zerafshan Valley (Bukhara) to Hissar Valley (Dushanbe). 
Those were the territories of the valley Tajiks’ music. Therefore, the migration 
did not destroy the tradition and culture. That was single culture and tradition of 
the valley Tajiks. 

Among those moved to Dushanbe, there were the performers and connoisseurs 
of maqom art: Boboqul Fayzulloyev (1897-1964), Shohnazar Sohibov (1903-
1972), and Fazliddin Shahobov (1911-1974).  

In 1946, Shashmaqom Ensemble was formed at the Tajik State Telecast and 
Broadcast Committee. The ensemble was directed by Fazliddin Shahobov. 
Famous singers of Shashmaqom, Boboqul Fayzulloev and Shohnazar Sohibov, 
worked in it too. A musical ensemble started performing and recording 
Shashmaqom.  

The Ensemble became the centre not only of performing but also of studying 
Shashmaqom. It was also an educational centre. Abovementioned connoisseurs 
worked purposefully. They were the experts, singers, musicians as well as 
teachers, researchers, and propagandists of Shashmaqom. Many parts of 
Shashmaqom were recorded by the Ensemble. The Ensemble was directed by F. 
Shahobov till 1968. Today, the Ensemble named after Fazliddin Shahobov and 
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has state status. In 1960, B. Fayzulloyev, Sh. Sohibov, and F. Shahobov opened the 
Department of Shashmaqom at Musical College in Dushanbe. They selected many 
talented young candidates to be taught for Shashmaqom. However, the 
Department was closed because of an oral schooling. According to a Soviet 
educational musical system, teaching must be conducted in the form of European 
notation. From the point of view of Soviet pedagogy, everything being orally 
studied was unacceptable.  

Thanks to the efforts and laborious task of prominent maqom-masters, 
Shashmaqom started being recorded and notated. In their memory, maqom-
masters kept a vast material of Shashmaqom – about 260 musical pieces! The 
material consisted of thousands poetical lines of poems and music.  Eminent 
maqom-masters knew all that by heart. The process of notating was after 
finishing audio records. The process was difficult. Each of them knew own 
versions. The versions differed from each other. So, they listened to, discussed, 
selected, and notated all versions. During 1950-1967, Shashmaqom was 
published in 5 volumes (the 5th and 6th were combined in the 5th volume).  

From 1967, F. Shahobov started his educational activity through his famous cycle 
of television programs. The direction of work was very important in the 
developmental history of Shashmaqom in the XX century. The Head of Ensemble, 
Fazliddin Shahobov, established a special musical television program through 
which he explained theoretical fundamentals of maqoms. The master recognized 
that listeners should have certain notion of Shashmaqom to understand it. In the 
conditions of Soviet regime, that was necessary because Shashmaqom remained 
to be outside an educational system. 

So, for a long time, Fazliddin Shahobov’s Ensemble also became an educational 
centre – school of maqom art. These three persons were the greatest Masters – 
Ustods of Shashmaqom. They brought up many singers and musicians-
instrumentalists. Here, Neryo Aminov, Barno Ishoqova, Boymuhammad Niyozov, 
Nison Shaulov, Ahmad Boboqulov, Alijon Soliev, and many others, who presented 
a Tajik art of Shashmaqom to a further generation, were grown as Masters of 
Shashmaqom. 

All six maqoms were recorded on a magnetic film Shashmaqom by the Ensemble 
of Shashmaqom named after F. Shahobov, and now they have been included in 
the Gold Fund of Tajik Broadcast.  

At the same time, the outstanding Master, Fazliddin Shahobov, was also engaged 
in scientific activity. His scientific materials are kept in a family’s private archive 
and needs special good care of descendants, because their condition is not good. 
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Here, there are 1000 handwritten pages that keep the secrets of Shashmaqom. 
Among them, the materials written in the form bayoz are very impoortant. As is 
known, bayoz is a last form of treatise-writing in Shashmaqom. The tradition has 
been stable and known as bayoznavisi (From Tajik – “bayoz-writing”) since the 
XVI century. The publication of so unique materials was necessary for schools, 
conservatory, and others educational and scientific institutes. Thanks to the 
support of UNESCO, within framework of the project of Shashmaqom, one part of 
the materials was issued in the book “Shihobi Musiqi” (Dushanbe, 2006). But, the 
publication of the treatise of Fazliddin Shahobov – “Bayozi Shashmaqom” was of 
more importance (Dushanbe, 2007). It was last treatise of Bukharan classical 
school, last treatise of the tradition bayoz, and the only treatise on Shashmaqom 
in the XX century. It reveals many secrets of Shashmaqom to modern musicology. 
Fazliddin Shahobov could transfer the treatise-writing tradition to a new 
generation by writing this treatise. He excellently stated theoretical fundamentals 
of Shashmaqom. That was a new opinion for modern musicology. The problems 
studied by F. Shahobov are of great importance not only for Tajikistan but also 
for all the history of maqamat.  

At the present time, the other part of scientific heritage of F. Shahobov needs to 
be published. 

The sub-faculty of Eastern music was opened at the State Institute of Arts named 
after M. Tursunzoda in 1979. Such singers and musicians as Barno Ishoqova, 
Nison Shoulov, Almoskhon Abdulloyev, Alijon Soliev, Hakim Mahmudov, 
Boymuhammad Niyozov, Muzaffar Muhiddinov, Abduvali Abdurashidov as well 
as musicologists Aslidin Nizomov and Faroghat Azizi practically and theoretically 
taught the new generation for the music of Tajik cultural heritage. Such scholars 
as Abubakr Zuhuriddinov, Muhammadjon Umarov, and Ahmadjon Sanginov 
taught the course “Aruz – Eastern system of versification, Arabic language and 
country-specific studies. Later, in 1987, the department was divided into two 
ones:  

• Sub-faculty of traditional musical performance, where Falak started being 
studied besides Shashmaqom; 

• Sub-faculty of the history and theory of Eastern music. 

The department provided musicians and singers with new educational facilities 
in the sphere of Shashmaqom and Falak. Syllabuses were based on traditional 
and modern methods. Nowadays (since 2003), these departments have been 
functioning at the Tajik National Conservatory. 
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In 1990, the International Symposium “Borbad and the cultural traditions of 
Central- Asian nations: history and modernity” was held in Dushanbe, after that 
International Borbad’s Musical Foundation (headed by Prof. A. Rajabov) was 
established. Among the materials of the International symposium, there were 
many important problems dedicated to the history and theory of maqoms.  The 
question “Was Borbad a historical person or a fictitious one?” was one of them. 
Some authors compared Borbad with European mythological singer – Orpheus. 
While discussing in the syposium, it was concluded that Borbad was not only a 
historical person, moreover, he was the musician and singer who served at the 
court of Sassanid King, Khusraw Parviz II (the end of VI – the start of the VII 
centuries). It is of large importance that Borbad created the first maqom system 
of Iranian nations – Haftparda. It is well known that, later, Haftparda was 
accepted by Turkish and Arabic musical culture through Duvozdahmaqom. 
Therefore, Borbad was the founder of professional traditional music of all 
Eastern culture.   

In 1993, Academy of Music was opened in Khujand (headed by Dr. N. Hakimov). 
Later, it was re-formed as a faculty of arts at the University of Khujand. On the 
base of the Faculty, the Shashmaqom Ensemble “Nuri Khujand” was established 
and headed by master of maqom, J. Murodov. 

In 1991, after acquiring independence in Tajikistan, many things were made in 
order to preserve and safe Shashmaqom and Falak as well as to restore their 
social significance. There was Decree of President of the Republic of Tajikistan 
«On further development of performance art of Shashmaqom in the Republic of 
Tajikistan» (2000). It meant that the government of Tajikistan would give a 
special attention and care to this top traditional art, the top kind of intangible 
cultural heritage of the Tajiks. Later, analogical document concerning Falak – a 
central phenomenon of the mountain Tajiks’ music – was signed. After President 
of Tajikistan had established special festivals for Shashmaqom (12 May) and 
Falak (10 October), many new initiatives and advances took place in a cultural 
life of society. 

It is usual now to hold international festivals and symposiums on Shashmaqom 
or Falak within these celebrations. These forums are attended by the 
representatives not only of neighboring countries but also of such countries as 
USA, Holland, England, France, India, and Iran. 

At the end of the 1990s – the start of the 2000s, the guided by a musician 
Abduvali Abdurashidov, another kind of educational institution for studying 
Shashmaqom – Academy of maqom – was opened (gradually, on the base of 
traditional center “Navo”). The Academy offered to teach for Shashmaqon 
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according to a traditional system ustod-shogird. Tanbur, a main musical 
instrument of the Shashmaqom system was chosen as “axis” in the process of 
studying Shashmaqom.  Really, the scale of the system Shashmaqom was formed 
through the instrument. It meant that a tanbur’s role played in a mode system of 
Shashmaqom is analogical to a piano’s role played in a European major-minor 
system. So, everyone being taught for Shashmaqom art must achieve the level of 
so called “tanbur mind”.  

Thanks to the Academy, a new form of maqom concerts was introduced into a 
modern cultural life. The program of such concerts consisted of performance of 
one maqom (from six) without brake. Concert could last about 1, 5 – 2 hours.  

The Academy Maqom of Tajikistan was awarded with many prizes in different 
festivals over the world.   

In 2000, Sultonali Khudoyberdiyev, musician and Doctor of Arts, opened the net 
of children maqom schools in Sughd Region. Maqom ensembles were organized 
in those schools. 

Such activity gave the possibility not only to cover and study musical schools of 
different regions of Tajikistan but also to improve the professional skills of young 
performers, to increase their knowledge and experience. This activity should be 
continued in all other regions of Tajikistan. 

Today, Shashmaqom takes a central place in a musical culture of Tajikistan. Many 
efforts have been made not only to develop it as musical piece but also to safe its 
unique nature, its successful existing.  

Parda and maqombandi (from Tajik – “to link maqom with each other”) or its 
synonym “pardabandi” are a central phenomenon, to which Tajik musicians and 
researchers give attention. Thereby, the trials of musicians to return to a classical 
(canonical) form of the system Shashmaqom as a mode system are conditioned, 
what will bring this art to.    

Approximately from the IX century, the term “maqom” as Arabic word has been 
used instead of Tajik/Persian word “parda”. But so great scholar as Abu Ali ibn 
Sino (980-1038) uses the word parda in the section ‘on Music’ of his treatise 
“Donishnoma”. In spite of more popularity of the term maqom, the word parda 
was always used. The first meaning of maqom, when it was introduced instead of 
parda, was “location of fingers on the neck of musical instrument”. In the context 
of musical system, it means a mode step. After publishing the treatise “Bayozi 
Shashmaqom” by Fazliddin Shahobov, it became clear that the concretization of 
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many terms is necessary for further successful development of Shashmaqom art. 
Each term in Shashmaqom expresses a concrete function. 

During its historical way, the phenomenon maqom had two universal systems as 
Haftparda and Duvozdahmaqom. In the culture of East, they were known under 
different names: raga, parda, maqam, maqom, muqom, dastgah, mugham, nu’ba 
etc. But Shashmaqom had been formed as a national system of Tajik music by the 
end of the XVIII century in Bukhara. In the XIX century, it was studied and 
disseminated in its different versions in Sughd, Zerafshan, and Hissar Valleys and 
mountainous Darvaz in a modern Tajikistan as well as in Khorezm and Farghana-
Tashkent regions in a modern Uzbekistan. Certainly, the disseminated versions 
adapted to local musical dialects. But in the XX century, the development of 
Shashmaqom was concentrated on the notation of its texts. Therefore, we have 
the texts today. At the start of XXI century, it is necessary to develop 
Shashmaqom art as a motive art. It requires the basal knowledge of theoretical 
fundamental of Shashmaqom. It is not secret that many performers, singers or 
players know only the texts of the parts of maqoms from the notated books or 
audio-records. Bu, not so long ago, at the start of the XX century, Shashmaqom 
was not a text only. It was a motive art. Each performer could not only sing or 
play but also create new pieces according to the canons of maqom. That moved 
the art. Therefore, we should have not only performers but also the creators of 
new form of pieces of maqom.   

The first meaning of Haftparda (from Tajik/Persian – “seven pardas”) was the 
system, on the base of which, according to its laws, musicians could create new 
pieces. The method of improvisation on the base of seven pardas was very active.  

Within the framework of the system Duvozdahparda/Duvozdahmaqom (from 
Tajik/Persian – “twelve maqoms”), improvisation was a central method. The 
abovementioned prominent Tajik poet, Abuabdulloh Rudaki (858-941), knew a 
maqom art very well. As a court poet, he had to create a verse or a musical piece 
immediately if his Shah (King) would like to listen to. By such way Rudaki created 
a famous piece “Bu-i Ju-i Muliyon oyad hame” in maqom Ushshoq. In that case, 
Rudaki immediately improvised both a poem (in the genre qassida) and a musical 
piece. This historical fact is evidence of the high level of maqom art and the 
improvisation placed in it.  

During the medieval period, the development of Duvozdahmaqom was 
accompanied by two kinds of traditions of treatises-writing.  One of traditions 
was academic. It considered music as a science. The treatises “Kitab al-musiqi al-
Kabir” by Al-Farabi (870-950), the part ‘On Music’ in “Kitab al Najot”, “Kitab al-
Shifo” and “Donishnoma” by Abu Ali Ibn Sino, “Kitab al advor” by Safiad-din 
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Urmavi (XIII), the part ‘On Music’ in “Durrat-ul Toj” by Qutbiddin Shirazi (1236-
1310), “Risola-I musiqi” by Abdurrahman Jomi (1414-1492), “Tuhfat us surur” by 
Darvesh  Ali Changi (XVII) etc can be added to the tradition . These treatises have 
a more theoretical character. Two first authors, Al Farabi and Abu Ali Ibn Sino, 
write on music and its basic categories. The system Duvozdahmaqom is in the 
centre of attention of the others.  Safiad-din Urmavi is the first author to mention 
Duvozdahmaqom.  The treatises of the tradition were written in Arabic and 
Tajik/Persian. 

Within the framework of the second tradition, music was treated as a profession. 
The second tradition was called sharti mutribi (from Tajik/Persian – 
“requestment to performance”). The authors of treatises of the tradition were 
usually Masters (Ustods-Teachers), who had, probably, their own schools or 
methods. Anyway, they had a good experience in a musical practice, and the 
treatise served as a manual for their pupils. Such treatises contained the 
questions concerning playing a musical instrument, singing, the order of using 
maqoms etc. Those problems were considered practically. The samples of the 
treatises of this tradition are “Risola-I musiqi” by Muhammad Nishopuri (XII), 
“Dar inshiobi usul va furu’-I musiqi” by Amir Khusraw Dehlavi (XIII), “Qonuni ilmi 
va amalii musiqi” by Zaynulobiddini Khusayni (XIV),  “Risola-I musiqi” and “Risola 
dar bayon-I Duvozdahmaqom” by Najmiddin Kavkabi (XVI). All treatises of the 
tradition sharti mutribi were written in Tajik/Persian. That is evidence of that, in 
the educational institutions ustod-shogird, the process of schooling was always 
conducted in Tajik/Persian.   

At the end of the XVIII century, when Duvozdahmaqom was substituted for 
Shashmaqom in a Tajik musical culture, the tradition sharti mutribi was also 
substituted for a new tradition – bayoz. First of all, that was conditioned by 
growing the role of poetry in a maqom art. Shashmaqom differs from two 
previous systems by in its close relation with poetry.  

In the formation of the structure of Shashmaqom, both kinds of rhythms – musical 
and poetical – are important. In this plan, the main difference between 
Shashmaqom and two previous forms is the presence of special rhythmic system 
– usul. The structure of Shashmaqom is similar to the book of ghazals, where each 
ghazal is based on different rhythmic formulas. Usul of Shashmaqom was under 
the influence of poetical system aruz. From this point of view, Shashmaqom is the 
creation of both Tajik/Persian classical poetry and Tajik classical music. Here, the 
both beginnings have equal meaning. Therefore, today we should we should 
cultivate such kind of specialist on maqom, who could not only perform maqom 
but also know how improvise rhythmic systems of usul and aruz. 
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The acquisition of experience in composing maqom pieces of abovementioned 
process maqombandi is another skill necessary for specialist of Shashmaqom. The 
use of maqoms in musical compositions requires a strict sequence. In this 
question, one should keep to concrete principles of maqom. It means to know 
how to use maqoms. There are many versions of compilation of maqoms. The 
canons of maqoms offer and allow us to choose other versions from all possible. 
According to information of Fazliddin Shahobov to know and differ pardahoi asli 
(basic modes) and pardahoi far’ii (derivative modes) is very important. The 
phenomenon parda is the key for maqombandi. Specifically, maqombandi is the 
heart Shashmaqom. The development of maqom art is possible through 
maqombandi. Unfortunately, today, the specialists of maqom have not the skills 
and knowledge of maqombandi. Therefore, the question of maqombandi takes a 
central place in researches of Tajik specialists. 

Nowadays, Shashmaqom is known us as the cycle from 256 vocal and 
instrumental pieces united in six maqoms: Buzruk, Rost, Navo, Dugoh, Segoh, and 
Iroq.  All the vast musical material is based on the canons of maqom art. Naturally 
that such cycle was formed gradually. First, the section I of vocal part Nasr was 
formed. It consists of basic parts: Sarakhbor, Talqin, Nasr, and Ufar. These parts 
take turn with different quantity of tarona. The section I also includes the pieces 
typical to each maqom: Nasrullohi (Buzruk), Navruzi Sabo and Talqinchai Sabo 
(Rost), Orazi Navo and Khusayni (Navo), Orazi Dugoh and Dugohi Khusayni 
(Dugoh) and Muhayyari Iroq (Iroq). Second, an instrumental part – Mushkilot was 
formed. This section consists of thefollowing main parts: Tasnif, Tarje’, Gardun, 
Muhammas, and Saqil. But it also includes such pieces typical to each maqom as 
Naghmai Oraz (Navo), Peshrav and Samo (Dugoh), Hafif (Segoh), Chanbar and 
Farfar Nimsaqil (Iroq). Final, the section II of vocal part that is represented by five 
parts of cycle was formed. There are several cycles in each maqom. Though each 
of the sections includes the cycles consisting of basic and derivative vocal and 
instrumental pieces, the character of their internal organization is different. The 
names of main parts both of instrumental ones and of vocal ones are identical in 
each maqom, but derivative ones are different. The quantity of derivative parts 
always changed before the Soviet Regime came. It depended on including the best 
patterns created in the composition of maqom cycle. Even the quantity of main 
parts was increased. In those cases, the name of creator was added to the name of 
part. Thereby were created Muhammasi Nasrullohi and Saqili Islimkhon in Buzruk, 
Muhammasi Khusayni in Navo, Muhammasi Khojakhuja and Saqili Ashkullo in 
Dugoh, Muhammasi Mirzohakim and Saqili Bastanigor in Segoh. All of that is 
evidence that musicians constantly created new compositions according to the 
canons of maqom art. In essence, it was not only a performing-proficiency art but 
also a composing-proficiency art. Since the 1920s, specifically from the start of 
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notating Shashmaqom, masters (ustods) were gradually oriented to the use of 
stable musical text. That phenomenon stopped the process maqombandi.  

Modern performers cannot change even poetical texts of maqom pieces, because 
of the absence of aruz knowledge. To achieve so essential knowledge, it is 
necessary to restore a traditional educational system ustod-shogird.  

Tajik schools of Shashmaqom 

In Tajikistan, there are several maqom schools. When the centers of Tajik culture 
– the cities Bukhara and Samarqand – according to political plans of Soviet 
Regime, were given to Uzbekistan, many bearers of maqom art moved to 
Dushanbe, a new capital city of Tajik Republic, to establish new schools of 
Shashmaqon. First, Fazliddin Shahobov, and later Boboqul Fayzulloyev and 
Shohnazar Sohibov headed that process. In a short time, they adapted to new 
conditions and opened the Ensemble of Shashmaqom at the Committee of 
Broadcast of the Republic of Tajikistan (now – State Shashmaqom Ensemble 
named after Fazliddin Shahobov). The Ensemble became both a school and a 
creative concert base for many singers and musicians. The most achievement of 
the Ensemble is the preservation of all aspects of Shashmaqom traditions. 
Fazliddin Shahobov headed the Ensemble, wrote the treatise on Shashmaqom 
(published in Dushanbe, 2007, F. Shahobov. “Bayozi Shashmaqom”). This is a 
unique example in the XX century. In the XX century, nobody in Tajikistan and in 
Uzbekistan could not write treatise on Shashmaqom. Academician, Yunus Rajabi 
(Uzbekistan), was consulted by Fazliddin Shahobov how to change poetical texts 
but not maqombandi etc. The publication made in Tajikistan during the 1950s-
60s was recorded from Boboqul Fayzulloyev, Fazliddin Shahobov, and Shohnazar 
Sohibov. It was not the material published in 1924. All three persons were 
experts and bearers of the art of Shashmaqom. They educated two generations of 
the bearers of Shashmaqom in Dushanbe. Nowadays, this school is known as 
Dushanbe Shashmaqom School in Tajikistan. 

At present this school is known as Dushanbe Shashmaqom School in Tajikistan. 

There are several local maqom schools in north and central parts of Tajikistan: 
Khujand Maqom School, Isfara maqom school, Panjakent maqom school, 
Istravshan maqom school. Each of them has own specify in performer, maqom 
compositions, rhythmic basis etc. The bearers of these schools stably continue to 
develop their high Art. 

In mountainous regions of Tajikistan, where maqom is not exists, there are the 
analogical system of falak. The basic mode system of falak also connects with the 
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word “maqom” and principles of maqom system. It calls “chormuqom” – “four 
muqoms”. That is means that falak system is “maqom’s” by its nature. But at 
present this aspect requires to be researched.   

Unfortunately, Tajikistan has not presented one more kind of ICH in the List of 
UNESCO for 2011-2014. 

However, in studying the masterpiece – Shashmaqom, many things were done: 
the third International festival-symposium was devoted to the centennial of the 
coryphaeus of maqom art, Fazliddin Shahobov (2011). By his centennial, the 
issue in three volumes named “Osor va Pazhuhish” (“Heritage and Study”) was 
published on the base of those materials, it included his treatise on Shashmaqom 
(volume 1), collected articles – his and about him (volume 2) – named “Shihobi 
Musiqi” (“Star of Music”), and his collected articles, speeches, reviews, (volume 3). 
The materials of international symposium devoted to him have been published in 
the book “Shihobi Shashmaqom” (“Star of Shashmaqom”); Dushanbe, 2012). By 
the twentieth anniversary of the Republic of Tajikistan (2012), the first record of 
complete text of Shashmaqom in Tajikistan, which was made in the 1950s-1960s 
by coryphaeus-maqomists, Boboqul Faizulloyev, Shohnazar Sohibov, and 
Fazliddin Shahobov, was reissued.  

Today, active studies are conducted both on Shashmaqom and on Falak and on all 
Tajik traditional music. More and more, syllabus on the direction of Tajik 
traditional music is concretized in all three links of the system of musical 
education, beginning from schools to HEIs. 

Regular condition of festivals and symposiums on Falak and Shashmaqom has 
been provided within the framework of “State Program of the Development of 
Culture for 2008-2015”, “State Program of the Development of Art Crafts for 
2009-2015”, and “State Program of the Development of Professional Music for 
2013-2015”. 

As it was mentioned above the Third international festival-symposium of 
Shashmaqom (2011) was devoted to centennial of Fazliddin Shahobov, one of 
coryphées of Tajik Shashmaqom.  The fourth international symposium of 
Shashmaqom (2013) named “Shashmaqom: Study and Schooling” put and 
discussed many questions of schools and HEIs, appraised the researches on 
Shashmaqom conducted for last years. 

In 2012, there was the fourth symposium on Falak, where the questions of falak 
condition in modern society were considered.  
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In Tajikistan, there is a unique mechanism of Tajik traditional art as a living 
tradition. It is named ustod-shogird. Within the framework of this institution, two 
persons – ustod (master) and shogird (pupil) – take part. The principles of ustod-
shogird became universal for many traditional cultures. The presence of the 
principles of the tradition of oral transference in Eastern cultures allows us to 
come to such conclusions: ustod-shogird in Tajikistan, ustoz-shogird in Uzbekistan, 
ustat-shakirt in Kyrgyzstan, uztaz-shakirt in Kazakhstan sina ba sina in Iran, 
iyemoto-seydo in Japan, and guru-shishya in India. One should note that this 
educational institution includes all traditional arts. Therefore, this institution can 
be defined as “Living Human Treasures System”.  

The system originated in ancient civilizations. During many centuries, it could 
preserve all nuances of its method. Today, at the start of the XXI century, it also is 
in demand everywhere. In a Tajik culture, all kinds of traditional art are based on 
it. However, in the XX century, the kind of schooling was not introduced into 
official educational system. So, during that period, ustod-shogird was restricted 
with the level of family school. Nowadays, ustod-shogird has lost many its 
attributes. And now, the restoration of them is needed.  

Today, the bearers of intangible cultural heritage try to restore all specificity of 
this system. The process of restoring is going gradually. However, one should 
note that, from the Middle Ages to the XX century, within the framework of ustod-
shogird, there are whole traditions of treatise-writing. It means that the 
institution ustod-shogird was accompanied by its science and educational 
principles. Therefore, one should try to achieve that level of safeguarding and 
developing an intangible cultural heritage both at the present and in the future. 

During the 2011-20144 years period in the center of attention of safeguarding 
measures for ICH, there are also the measures for reviving the unique traditional 
method ustod-shogird. In 2011-2012, unique festival was conducted with 
preliminary yearly preparation based on the system ustod-shogird on a state 
program of development of art crafts in 2009-2015. The aim was not only to 
remind and demonstrate the possibilities of today’s functioning of the many-
centuries-old system of artistic creativity but also practically to use the method in 
educational process of schooling for a traditional music and art crafts. So, during 
a year, children were taught by the method ustod-shogird on places of 
teacher/master. In the process of the project, syllabuses, control systems, and 
other documents necessary in the process were elaborated. Final examinations 
were taken by special commission approved by Ministry of Culture. Examinations 
passed publically. All young people, who studied and were interested in 
traditions, as well as scholars, workers of Academy of sciences, creative HEIs, and 
schools came here. Children, who had studied for a year, passed the exams of the 
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knowledge of classical poetry (mainly, ghazals and ruba’i), the eastern 
versification system, specialty (vocal, instrumental performance, jewelry, and 
embroidery), and ancestors’ alphabet. Educational-subject coverage was 
preliminarily compiled from the disciplines that were included in educational 
material of traditional schooling system ustod-shogird. On finishing study, 
teachers, who had successfully conducted classes and whose pupils had had good 
results, were given “Certificate of Ustod”, signed by minister of culture of RT, in a 
ceremonial conditions. All of that was included in the book “Korburdi sunnatii 
ustod-shogird, Rahnamo” (“Traditional Method Ustod-Shogird” Manual) 
[Dushanbe: “Adib”, 2013]. 

Nevertheless, the system ustod-shogird is to be studied. Today, it discovers 
general its outlines, whereas this system is quite concrete. Generations studied it, 
a vast musical and wordy material was memorized through it for centuries, the 
best experience of the epoch was passed through it in music, word, drawing, and 
all kinds of art crafts. It was the institution ustod-shogird that provided the 
vitality of traditions through an artistic education. And today, this is a traditional 
art education. In today’s speedy time, the necessity to revive this institution of 
culture and education is realized much acuter. 
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Ⅵ. ICH for Social Cohesion and Sustainable 
Development 

 
 
 
 
Tajikistan is a traditional country in the sense that, here, traditions were always 
in favor. And even the most striking fashionable women have traditional cloths in 
their wardrobes. And moreover, parallel with European vogue, there is own 
process of traditional cloths among young people in Tajikistan. Therefore, both a 
mere woman and a VIP woman wear a traditional dress. A traditional table at the 
celebrations Navruz, Mehrgon, and others is secret duty of each family. 

A social-economical aspect of the life of today’s Tajik has been formed so that to 
mastery a craft became as obligatory for almost each member of family. It brings 
its income in family budget. And this is very important. But one thing is more 
important – the man who has the mastery of a craft or art is esteemed in the 
society.  

Special esteem is given even to who dances very well. He is invited both in family 
celebrations and in mass state events. 

In last decades, the role of theatre and theatrical organizations was highly 
activated in conducting folk festivals and gaining public holydays. Including 
numerous festivals, theatrical performances have gained the forms of 
celebrations of anniversaries, major holidays of the country, the city’s 
anniversaries. It is an encouraging issue that involved people of different age in 
cities and peripheries for organizing festivals. And it yields positive results: 
children and adults, dwellers of different regions of the country become the 
enthusiasts of many creative endeavors. 

Such involvement of population in single kinds of activity to celebrate together 
one or other national celebration beneficially influences on the consolidation of 
all layers of the nation and draws them together. 

It is notable that, recently, the conduction of celebrations contributes to the 
appearance of new initiatives locally. 

Specifically, in last decades, a number of the genres of theatrical organizations 
increased. Currently, the network includes such institutions as: a national circus, 
folk theatre, a traditional theatre of musical comedy, folk music and theatre 



 

ICH for Social Cohension and Sustainable Development | 95 

complex, traditional ensemble group of storytellers, actors, dorboz, folk 
philharmonic, a professional theatre, state philharmonic and state circus. A very 
interesting fact is that local folk theatres draw together with state ones in their 
activities. State ones consult them as if take patronage of them. The reached 
results are jointly discussed with inviting a big group of experts from a state 
institution. One of example of such cooperation is the cooperation of ensemble 
Shashmaqom of Faizabad district with Tajik National Conservatory. And many 
similar examples can be presented. 

During last decades, choreographically art developed speedily in Tajikistan. In 
many respects, the opening of Republican Choreographically College named after 
M. Sobirova in 2003 contributed to that.  

In Tajikistan, a choreographically art is the oldest area of spiritual culture, which 
has its roots in the history of world civilization. In its historical development, it 
faced with ups and downs reflecting the variety of events experienced by the 
people. In Tajikistan, a choreographically art has a complex system of relations in 
which a traditional choreographically heritage takes a main part, therefore it 
plays a basic role in maintaining and developing the performers of folk 
choreography. 

Parallel with practice, a general theory of choreographic art develops. The book 
“Olami Bekanori Raqs” (“The Limitless worlds of Tajik Dance”) by N. Nurjonov 
has become an invaluable work for studying the Tajiks’ choreography. It covers a 
vast encyclopedic material on the Tajiks’ dance, its history, and theoretical 
analysis. Since 2000 the increase of interest to the study of Tajik dance, caused, 
firstly, learning the practical experiences of dancers, teachers, choreographers, 
and, secondly, the accumulation of great material on different types of Tajik 
choreography by researchers. Nowadays, a choreographically art is one of 
popular kinds of art in the country, where hundreds professionals are. The 
network of art institutions is partly modernized, and thereby the conditions for 
choreographers’ activities are provided. Generally, all of that stimulates the 
further development of choreographically art. 

The author of the work mentioned above, N. Nurjonov,  wrote: “a Tajik dance is as 
music, folk and classical poetry, the most beloved and popular form of art, which 
represents a plastic beauty and grace of human movements,  the motion of soul, 
thoughts, and feelings, the attitude to life events is also the greatness planted to 
everybody in childhood. A person who could not dance was hardly present 
among the Tajiks. Dance is always and everywhere. Dance is included in 
agricultural festivals, weddings, funeral rites, games, parades, songs, vocal duets 
(badeha and yalla), puppet theatres performances, and maskharabozes shows”. 
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These words of the researcher exactly reflect the place that is taken by dance in 
the life of Tajik society. Dance art of the Tajiks is one of stable branches of ICH. It 
is not causal that the revival of traditional dances has been elected as one of 
priorities of Tajik choreographically art at a modern stage. They represent one of 
striking kinds of Tajik dance. A traditional dance is a many-genres art. It has 
many kinds and rich with its content. At a modern stage, many traditional dances 
are on the verge of disappearance. They now need in supporting. It is pleasant 
that, regularly, festival of folk art “Andaleb” is conducted, in which cities and 
districts of country show their programs by turns. It here that. At festival of folk 
art, one can see a real Tajik dance. Since the performers of these dances are the 
representatives of different communities, one can often meet the modernized 
versions in professional ensembles. 

Literature takes an important place in the cultural policy of Tajikistan today. It is 
known that a Tajik-Persian classical poetry is the storehouse of morality, ethical 
and esthetic morality. And a kind of moral code of all time with the depth of 
thought, wisdom, harmony, presentation style an philosophy. A special role of 
declamatory and governs the due to the existence of active oral form of classical 
poetry; not mentioning many folk branches that are founded in traditions within 
a Tajik society. The presence of one segment such as baytbarak (competition in 
poems) shows the existence of traditional poetry and evidence of knowledge of 
poetry among the population. Today, the competition of poetry knowledge 
among all ages of population is of very importance. 

Nowadays in a Tajik land, there is the development of such kinds of arts as the 
embroidery of usual cloths - dress, skull-caps, belt scarves, coats, the beloved 
traditional carpets, suzani, chodar (davri), various curtains and window curtains 
for a home environment – zardevor, oinahalta, ruijo, borpush etc. the 
development of golden embroidery – zarduzi – is going by its way. The 
seamstress create rich ornaments on the robes, belts, camisoles, skullcaps, purse, 
shoes etc. all of that is in demand among the modern society of Tajikistan. These 
are clothes not only of artists, but also of other people appearing on the stage. 
These are clothes that are used at home and in guest. 

One of major industries of antiquity was ceramic pottery that included crockery, 
domestic glazed tableware sets, large and small dishes, kosas (bowls) and piyolas 
(cups), decorated bowls and vases, clay toys. All those items can be seen in 
houses of the most modern dwellers of Tajikistan. They use them carefully and 
especially, noting a kind energetic of craft labor. 

Secial attention of the Tajiks is given to such arts and crafts as wood carving and 
painting in national architectural ensembles. Trees were valuable, and their 
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expensive sorts for the work were equal to precious stones and metals. The cities 
of Northern Tajikistan – Khujand, Isfara, villages of upper Zaravshan and 
Ferghana, mountains of Karateghin and Pamir, villages of Vanj and Khorugh, 
Kulob – keep beautiful patterns of ancient and modern masters – kandakori 
(wood carving). Recently, the interest to this kind of decorative-applied art 
increases more and more. Parents send their children either to craft colleges or 
to a master. For a short time, a pupil can become a master and, then, during long 
time, will constantly improve his mastery. This way of study is implemented 
through a traditional method ustod-shogird. According to it, even eminent master 
daily makes the most elementary things and thereby he is in constant renewal of 
his craft. Saying in modern norms, this is analogical to that eminent doctor 
excellently gives easy injections (what is included in duties of medical assistant). 
Today, the craft ‘wood carving’ is topical. The result can be seen everywhere. 
Even in private house, one can see the carved columns and entire walls with grills 
(panjaras), geometric and floral design with favorite motifs: solar circles, 
swastikas, trefoils, branches, and others. 

In Tajikistan, the relation of generations in craft or art is active among population. 
To learn the matter of parents-masters is considered as almost sacrament. 
Person who took over the craft of father deserves esteem of society. Such 
atmosphere reigns particularly in cities where craft was in respect for centuries. 
For example, such cities are Istaravshan and Kulob. And today, the best masters 
of wood carving and ganch, weaving, blacksmith’s work, and many other kinds 
live in Istaravshan.  

Main target is to transfer the skills and the best experience of ancestors to the 
following generation. Today, it is in these two cities that local centers of ICH are 
located. These are 

1. the people’s crafts College of Istaravshan city  
2. educational-production association (NGO) of jewelry “Zari Kulob” in 

Kulob city; 
 

The city of Istaravshan is considered as the city of craftsmen by right. At home 
and private craft associations, population continues the craft of its ancestors: 
craft is their way of life. 

This city has all kinds of Tajik crafts.  Istravhsan’s cheat is today unique 
phenomenon in textile Arts. It is known that Tajik special silk that creates an 
unforgettable impression of conviviality, beauty, love of life, became famous all 
over the world. Women dresses, shalwar, kameez, scarves, men’s robes, turbans, 
skullcaps – all have their own designs, colors and silhouettes. It is preserved the 
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tradition of art of weaving cotton, which are made by hand on the loom fabric 
patterned in stripes used for the national clothing in Dushanbe, Karatag, 
Shahrinau: alocha, beqasab, Kulob – gulbast, Istravshan –  cheat. 

In the cities of Tajikistan it’s preserved the names of the old quarters of weavers, 
potters, tinkers, wood carvers and ganchers. In some areas produced, drew up 
patterned paper, silk and semi-silk fabrics. Mostly men wove on the complex, 
sometimes with four, eight pedal machine. In the mountainous villages women 
weaved pile rugs, wool and paper on simple looms, the men on primitive leg 
machine made fabric and fur, that used for robe and trousers. Khujand, Ura-Tube 
(Istaravshan), Karatag, Hissar, Kulob, Ishkashim, Roshtqal’a – these cities and 
towns are counted the outstanding handicraft centers. 

The pottery was well-developed. In the cities, in plain places, men were engaged 
in making the dishes on a potter’s wheel.  In mountainous area, the circle was not 
used – women sculpted variety of vessels by hands, increasing the clay ridges 
step by step. The pottery skills of Tajiks have passed from generation to 
generation. It exists till recent days. 

Istaravshan is one of places, which could keep his status of “craftsmen’s town” till 
today. For supporting this status and to make its direction more stable the 
people`s crafts College of Istaravshan town was opened.  

College was organized in 2009 with by initiative and support of the President of 
Tajikistan. 

The aim of organizing of this college is to revive, develop and to perfect ancient 
crafts of Tajik nation. The ancient art such as: embroidery, golden thread 
embroidery, chain embroidery carving, weaving, jeweler`s art, gifts making, 
copper smith (tinker), knife making, plastering, carpet pilling, pottery and other 
national crafts. 

Embroidery means embroidering in the traditional Tajik sewing art, having a 
special style, distinct designing style, has the social meaning and strict tradition 
of many centuries. 
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Golden thread embroidery is the art which is performed with golden threads 
(white or yellow) the various designs with special sophisticated art on material. 
Golden thread embroiders develop the given craft and create the new and 
meaningful designs. 

 

 

 

Chain embroidery is one of the practical people arts, in which the material is 
designed with various needles and threads. 

 

 

 

Among the Tajiks the most beloved and popular type of embroidery is gulduzi. Its 
roots go back centuries. He initially began as ornament (naqsh) on a stone, on the 
clothes from the skin of animals, representing the so-called “flower ornament”. In 
fact, initially originated as such, gulduzi gradually absorbs the different patterns 
of other natural phenomena, flora and fauna of the world, and along with them, 
geometric shapes. Considerable takes place in gulduzi and the swastika in its 
various interpretations.  

As the historical path guldizi, Tajiks cultivate nature at all times to the present 
day. This may have once said the great importance of nature in the life of this 
ancient, originally settled the Tajik people, for centuries engaged in farming. 

As the threads in different historical periods used wool, cotton, silk, and later 
gold, silver (the latter contributed to the emergence of the term “zarduzi” 
(literally, “to embroider with gold”).  

At all times gulduzi was made with hands and had different techniques of 
embroidery. 

Gulduzi items are clothing (skullcaps, dresses, shirts, coats, scarves, socks, etc.), 
all the utensils (mats, cushion covers bedspreads, wall hangings, kitchen towels, 
tablecloths and other accessories for dummies (choynikpush), kazan (degqapak) 
and so on). Gulduzi decorated all by yourself (all family members, adults and 
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children) and in the house. Anyway, with the associated gulduzi the lightest and 
warmest hopes. 

Gulduzi as the traditional decorative arts and today is very timely. One of the 
factors of this kind of vitality in the arts and crafts that gulduzi keenly responsive 
to time change its theme, the shape sphere. 

Today gulduzi fine example of the cultural heritage of the Tajik people is among 
the most fashionable trends of Tajik women’s and men’s clothing. Gulduzi still 
loved and claimed by modern society.  

Engraving on the wood is one of the ancient and popular kinds of painting art 
and it has various kinds. Designing and polishing is done with the help of wood 
engraving. Columns, beams and cross beams and the lower beams, doors and 
gates, decorated boards make the houses and buildings more beautiful. 

 

 

 

Copper smith is one of the ancient people crafts, which was very developed 
during the first Tajik State – in Samanid’s epoch (IX –X c.).  

The tinkers (Masters of copper smith) prepare various types of necessary things 
as tray plate, jug, candle stick and others with traditional and modern styles of 
high quality till today. 

 

 

 

The history of the craft of carpet making was known from the ancient times and 
goes through centuries. This craft was developed among Iranian and Tajiks either. 
The skill of hand-made carpets goes through the ages and dynasties and keeps 
the tradition of ancestors. 
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The process of carpet making. 

 

 

 

 

The skill of painting and creating special paintings and the result of creation of 
people crafts and one of the kinds of designing and practical art. 

Repairing and painting of the wall and ceiling, domes with geometrical paintings 
and like this give the houses and buildings a special beauty. 

Painting (mural painting, decorative plastering) is the popular kind of decorative 
and practical art is used for decorations of buildings and houses. The skill of 
decorative plastering is improved during centuries and today it has various 
technical kinds and styles. 

 

 

 

 

The skill of kundal is one of the painting styles originated in the XIV-XV centuries. 
The main paint of the given craft is a special style named naboti painting. The 
scrupulosity of creation and designing of kundal is in the special interest of 
society of the beginning of XXI century, probably because of its beauty and 
colorfulness.    
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Moulding – Gajkori – is one of designing kind of practical decorative painting, 
which is developed through centuries among the Iranian peoples. It is used for 
designing the walls, building’s columns and etc. The craft of gajkori is completed 
during the centuries and today Tajiks returned to it again and again.    

 

 

 

 

Knife making 

The knife and the sword were used during the centuries as armouries of men and 
one of the attributes of warriors. Our ancestors considered that having knifed 
with those the sign of being brave. According to tale Master of sword from 
Istaravshan Ozar became famous among the ancient Rome gladiators. He was the 
Companion-in-arms with the famous Spartak. 

 

 

 

 

Gift making 

The creation of gifts engraving various things out of wood is one of the kinds of 
painting. It was developed in Central Asia in the Pre Islamic period.  

Joiner-carpenter and the masters of wood making made the things of everyday 
necessities as bowl and platter, spoon, the figure of birds and others.  
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Gradually, the specialty of gift maker became to develop separately. Parallel with 
that, toys and souvenirs were also produced from clay. Today, the craft develops 
in two kinds pointed above. Modern children like whistles, different animals, and 
tale personages made from clay. 

 

 

 

 

 

Today, population wishing to acquire the best production of crafts goes to 
Istaravshan, and for decorations – to Kulob.  

Kulob region is one another important cultural space of the Tajiks. When we say 
about Kulob we involuntarily imagine the beauties in chakan dresses and boys in 
colorful caps. Kulob has an ancient origin. The 2700-Anniversary of Kulob 
celebrated in Tajikistan in 2006. The naming of old streets – guzars according to 
activities and by origin – Charmgari poyon («Lower Street of Curriers»), 
Charmgari bolo («Upper Street of Curriers»), Nonvoi bolo («Upper Street of 
Bakers»), Nonvoi poyon («Lower Street of Bakers»), Guzari Qavvalon («Qavval-
singer’s Street»), Guzari hisoriyon («Street of Hissoriyons»), Guzari ohangaron 
(«Blacksmith’s Street»), Guzari farghonachiyon – («Street of Farghonachiyons»), 
Guzari Tamoshoteppa («Tamoshoteppa Street») etc. – is the specific element of 
ancient and medieval periods of town-planning. Each of the names of 
abovementioned Streets has its own history or it is connected with specificity of 
Craft Corporation, which one functioned here for long time. It is the situation 
when Craft Art becomes a family business. In 2014, Kulob city declared the 
Cultural capital by Intergovernmental Foundation of humanitarian cooperation. 
And it is appropriate.      

And jewelry flourishes in Kulob. One of new educational-production association 
with short course of learning is open in Kulob under the name “Zari Kulob”( it 
established in 2004, as educational Institute since 2011). Today, 15 teachers, 40 
pupils, where 18 boys and 22 girls are from them, work and are taught in 
educational-production association “Zari Kulob”. A large afflux of girls into the 
profession ‘jeweler’ is explained by big demand of this production in Kulob. No 
one fiancée goes without a silver set of decorations. Duration of study is 6 months. 
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But some of them try to stay for three months more because they want to get 
more knowledge and stable skills. During conversation with a teacher it was clear 
that they preserve all traditional patterns but modify them by the desire of 
customer. Unfortunately, this educational workshop has not normal conditions, 
instruments of labor, and needs in support. Whereas working instruments are 
sold to each beginner for about the sum of 5,000 somonis (more than $1,300). 
However, because of absence of means, the use of instruments is general(from 
the Inventory of Director of “Zari Kulob”, manager, master of jewelry, Mirkurbon 
Hakimov, man, 60 years old.). 
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Ⅶ. Pending Issues & Urgent Needs 
 
 
 
 
 
 
Q1. Is any intangible cultural heritage in your country threatened with 

danger of disappearance or transformation? 
 

Yes, it is. The danger of disappearance threatens to handy production of coat 
chakman. Production of traditional healing dishes. 

 
Q2. What reasons are for the danger of the disappearance of heritage and  

what safeguarding measures are undertaken? Please, be exact. 
 

Chakman in Badakhshan and mountainous districts of Sughd and Khatlon 
Regions, because of disappearance of masters knowing the technology of 
production. 
Production of traditional healing dishes – because of the difficulty and 
exactness of preparation. There was the trial to revive them. 

 
Q3. What the barest problems of safeguarding ICH are in your country, with 

which you collided in the process of conducting interview of field 
survey? 

 
The absence of successors. Small interest of youth to ICH. 

 
Q4. What kind of problems and difficulties were revealed during executing  

safeguarding projects? 
 

The absence of the potential of working equipment, conditions of connection, 
and Internet. 

 
Q5. Please, describe more than one point of ICH in Tajikistan, which is  

recommended to be advanced and notified in international community  
and cooperation ICHCAP. 

 
a. Epic stories  
b. Ustod-shogird – traditional method of schooling 
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Q6. Please, describe more than one point of ICH in Tajikistan, which can be  

supported by international cooperation of safeguarding ICH (for 
example, general heritage, multinational nomination). 

 
a. Falak – musical art of the mountain Tajiks (Afghanistan, Iran); 
b. Atlas – silk-weaving of the Tajiks (or other silks); 
c. Chakan – embroidery of the Tajiks (or embroidery of other countries); 
d. Dances 

 
Q7. What plans in safeguarding ICH are for the future (program  

information)? 
 

Elaboration of special Convention and notion for forming the Law on 
intangible cultural heritage of the Tajiks; 

 
To realize the special Program on Safeguading the ICH for 2013-2020 in 
Tajikistan.  
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Wedding ceremony “Safedkunii Domod” in Badakhshan 
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Ostin Dance (Mastchoh)  
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Ostin Dance (Mastchoh) 
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Naqshsingers from Isfara _ Azizhoja Saidov, Abduqodir Abduvohidov and Murodjon Yulbarsov 

 (Three old men) 

 

 
Naqshsingers from Isfara _ Azizhoja Saidov, Abduqodir Abduvohidov and Murodjon Yulbarsov 

(Three old men) 
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Doyrabazm in Shughnon 
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Karnayplayers Family Ensemble of Shodiboy Jamilov 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

Photographs | １１９ 

 
Falaksinger Gulchehra Sodiq with her sister (plays on doyra) 

 

 
Isroil Fayziddinov - singer from Isfara 
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Gurughlikhon Akai ShefSulton from Sari Khosor 
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Singers - Hoshimov Brothers. Festival of Falak. Dushanbe, 2011 

 

 
Singer Akai Bulbul from Kulob 

 



 

１２２ | Photographs  

 
Page from Bayoz of Local Singer Sulton Mahmadov from Kulob 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fazliddin Shahobov author of only Treatise of 

Shashmaqon in XX century Soviet Regime 
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Falakkhon Safarmahmad Murodov. Accompanying on ghijjak Karimi Chapana 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Falakkhon Safarmahmad Murodov 
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Process of making musical instruments. 

 Son of instrument maker Usto Abdurahmon Murodov from Vose 

 
Process of making musical instruments. 

Son of instrument maker Usto Abdurahmon Murodov from Vose 
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   Akai Nodir from Kulob _ player and maker of surnay 

 

  Simple kind of folk ghijjak       
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Carpet maker from RoshtQala. Badakhshan 
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