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KINODA MUSIQI VO VIZUAL RIiTM QARSILIGI
(“O OLMASIN, BU OLSUN” FILMININ NUMUNOSINDO)

Nadir Badalov
Azorbaycan kinogiinaslar va Kinotangidgilor
gildiyasinin sadri, dosent

Kinoda sas va tasvirin parametrlari

Kino heg bir zaman sassiz olmay1b. Hotta “sossiz kino” deyilon zamanlarda
da, ekranda niimayis etdirilon harokatli tosvirlor sohnads qoyulmus pianoda ifa
olunan musiqgi ilo miisayist edilib. Bozon hotta piano da kifayst etmayib, kino
seanslarina xiisusi dovet olunan orkestrlor vasitssilo filmlorin emosional tosiri
giiclondirilib. Bunu tokca insanin gordiiyii obyekti sensor yoxlugda (deprivasiya)
gobul eds bilmamayi ils izah etmok diizgiin olmaz. Horgond bunu da, miitlaq
olaraq, mithiim sabab Kimi nazards tutmaq lazim goalir. Amma bizi bu yazida daha
cox diisindiiron sual ses, eloco do musigi ilo tosvir garsiligi vo bu qarsiligda
hansinin aparici rol oynamasi, yaxud hansiin digorini miisyyon etmasidir. Ona
goro da ilkin olaraq hor iki torafin parametrlorini yadimiza salagq.

Sasin, elaco do musiginin parametlarina galdikdos, birinci olarag, sasin
zaman daxilindo tosokkiil tapdigin1 qeyd etmok lazimdir; istonilon musigi
asarinin avvaldon axira kimi saslonmasi miioyyon zaman daxilinds bas tutur;
mahn1 3-4 doqgige, mugamat, yaxud simfoniya 30, 40 dogigs, yaxud daha ¢ox
bir miiddat arzinds, dramatik anlar1 vurgulayan, yaxud “emfazis” adlanan musiqi
frazalar1 bir saniy9, {i¢ saniy9, bes saniy9, bir s6zlo, az ya cox davam edacok qisa
zaman kasiyindo ifa oluna bilor. ikinci parametr sosin tamasaci tarafindan
miioyyan edilon manba ilo baghligidir; insan qulagima golon sasin manbayini
mioyyanlosdira bilmoadikds, 6zlindon asili olmadan narahatliq kegirir, odur ki,
g0z agar sasin manbayini axtarirsa, bunu tabii talobat kimi gobul etmok lazim
golir. Ugiinciisii, sasin mokanla bagliligidir; har bir mokanda, — ekrana tosvir
goalirsa, demali bu tosvir hansisa mokana aiddir, — sas (saslor) olur. Sonuncu, yani
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dordiincli parametr sosin konkret tosvirlo bagliligidir ki, bunun shamiyyati
tosvirin hekayassini yaratmaq giictinii gork etdiri.

Kino tosvirinin parametrlori iso, dord osas Olgli vahidino uygun
oldugundan, buna ¢ox zaman kinonun qrammatikasi da deyilir. Birincisi hasiyo
monasina galon kadrdir; bizim gérmo sahomiz 220 daracani ohats edir. Lakin bu
saho baxigimizla eyni deyil. Biz yalniz maraq dairomizs uygun olaraq baxisimizi
yonaldirik. Kinoda iso baxisimizi hasiyays, yoni kadra saliriq vo bu andan
baslayaragq, goriinan hor bir detal informasiya menbayino gevrilir. ikinci parametr
bu hasiya-kadrin daxilinds harokatlo baglidir va bu, kino is¢ilari tarafindan plan-
kadr (ingilisca shot) adlandirilir. Kino adabiyyatlarinda, ager hasiys-kadr harflo
miiqayiso edilirso, plan (plan-kadr) s6z kimi mioyyan edilir. Dilin
grammatikasinda climlo vahidini iso, kinoda sohna anlayis1 avoz edir ki, bu da
kino tosvirin ti¢iincli parametri sayila bilar; kamera noyi ¢akirss, homin ¢okilon
obyekt goriintiidon savayr ham do sohna adlana bilor. Nohayat, kino tasvirin
dordiincii parametri epizod anlayisi ilo iist-lista diisiir; epizodun sohnadon farqi
oldur ki, burada hadisa bas verir, bu hadisa digar hadislora qosularaq filmin stijet
Xottini yaradir.

Amma biitiin bunlarla barabar, kino tosvirinin ilkin vahidi fotografik
goriintli olaraq galir. Yalmz donuq foto goriintiilor birlosdikdon sonra tosvir
harakata galir vo sasin miisayiostetms funksiyasi iso diisiir. Gergokds biz istonilon
horokati etdikdo otrafdaki 6li siikkutu pozmus olur, yaxud onun gergokliys hakim
kasilmasina imkan vermirik. Gergokda sas (eloca do musiqi) harokotdon, ifadan
asilidir, ekranda iss tasvirin ayri-ayr1 donuq foto goriintiilordon oldugunu ham do
sos goriinmaz edir vo bununla da kino tesvirina canliliq gatirir. Gergokda bizim
har bir harokatimiz sas yaradir, ekranda iso horokot sos dogura bilmir, hotta canli
sinxron ¢okiliglarda bels sas harokatdon ayri fikso edilir.

Belo olduqgda, horokat sanki soso yetmok, ona uygunlasmaq 6hdsliyini
lizarino gotiiriir. Masalon, agar sas, birinci parametrs uygun olaraq, zaman
daxilindo bas tutursa, demoali, onun ardicil davamiyyatini sortlondiran ritma
malikdir. Bu zaman esidilon saslo sinxron goriinan harakat do ritmas riayst edon
ardicilligla qurulmalidir. Biz bunu Uzeyir Haciboylinin eyni adli operettasi
osasinda 1956-c1 ildo ¢okilon “O olmasin, bu olsun” filminds gostormays
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calisacagiq. Lakin burada kino tosvirindon savayi, ham do kino dilinin na
oldugunu yada salmaq lazim galocak.

Kino dilinin adabi va damisiq dilindan farqi

Hor bir xalqin 6z dili olur vo buna minnatdar olaraq, har bir xalqin 6z
odobiyyati, 6z s6z sonati Vo on timdssi, 6z adobi dili olur. Biitiin digor sonat
novlarinin birbasa vo ya dolay1 sokilda s6zlo alagods oldugunu, xiisusils da kino
sonating bir ¢ox nozariyyagilor torafindon odobiyyatin goriintiilii davami kimi
baxildigin1 nazars alsaqg, onda belo bir naticays golo bilarik — hor bir xalqin 6z
sanati, 6z kinosu va 6z kino dili var. Amma burada miihiim bir fargi unutmaq
olmaz. Kinonun moévcudlugu xalqin danigdigi dilden asili deyil. Kinonun 6z dili
var. Buna oks arqument kimi, onillordan bari milli sarvatimiz sayilan filmlardon
dialoqlari, yaddaslarda galan, dillor ozbari olan ugurlu ifadslori misal gatirmok
olar. Lakin bu ifadalor daha ¢ox filmin oadabi asasina, yoni adabi ssenariys aiddir,
nainki filmin kinematoqrafik teksturasina.

Kino dili dord tnsiir tizarinda gorar tutur: mizan-sahns, kamera-gakilis
movqeyi, montaj va saslondirma. Bu iinsiirlarin bu va ya basqa xalqin danisdigi
dil ila heg bir alagssi yoxdur. Bununla bels, unutmayaq ki, biitiin dillords artiq
gobul olunmus “milli kino” anlayisi yalniz ayri-ayri 6lkolorin, ayri-ayri xalglarin
igtidsadi vo siyasi dayaqlari osasinda reallagdirilan film istehsalini nozordo
tutmur. Milli kino ham do monsub oldugu xalqin badii ifado vasitalori, badii
zovqii, manavi-oxlaqi baxislart, imumi diinyagdriisii ilo six bagli olur. Bundan
basqa, ogor hor hanst bir cografi orazido istehsal olunan film sadoco olaraq
mokanina goro deyil, hom do kinematografik mogzi (kino dili) etibarilo “milli
kino” adin1 dogruldursa, demali, hamin xalqin yaradic1 diinyagoriisiinds, badii
ifado vasitalorinin qorunmasi, qoruna-goruna yenilonmasi vo zonginlosmoasinda
miihiim rol oynayir.

Kino dilinin birinci {insiird, yuxarida gostordiyimiz kKimi, mizan sahnadir
va galin bir daha mizan sohnonin 6ziiniin hansi linsiirlordon ibarat oldugunu yada
salaq. Bunlar asagidakilardir:

— mokan (¢okilis obyektindon asili olaraq igori-bayir, otaq-¢ol,
dekorasiya-natura) vo mokanda yerloson asyalar (siijjetdon asili olaraq aktiv va
passiv asya-rekvizitlor)
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— geyim, grim va sa¢ diiziimii (filmin mévzusundan asili olaraq tarixi vo
miiasir dovrii, personajlarin milli, sosial, madani mansubiyyatini oks etdirir)

— iz ifadalori va badan dili (aktyor simasi, badan dili, oyunu, davranis vo
s.)

—rang Vs isiglandirma (hom ¢akilon obyektin toassiirat vo ovqati, hom do
miallif-rejissorun miinasibati).

Gorilindiiyti kimi, tokca birinci tinsiirli diggoatlo nazardon kegirmok kifayat
edir ki, kinoda milli 6zalliyi — cografiya, geyim, tarix, adat-onons, davranis,
iinsiyyat qaydalarini ifads etmak ti¢iin filmin adabi asasindan, yani dialoglardan,
timumiyyatlo verbal moalumatlardan olave sirf kinematoqrafik imkanlarin da
genisliyino amin olag.

Amma, tokrar xatirladaq ki, bizi daha ¢ox maraqlandiran filmin
saslondirms tinsiirii vo onun tosvirlo uygunlagmasi prinsipidir. Vaxtils ilk kino
noazariyyagilorindan biri olan Rigotto Kanudo plastik sanat novii olan kinonun
unikalligini, onun mokan ritmi ilo zaman ritmini (musiqi vo poeziya, yani geyri-
plastik sonotlor) mociizoli sokildo birlosdirmasindo goriir. Lakin bu mdciizo
kinonun 6zalliyindon daha gox kino sahasinds galisan sonatkarlarin, rejissorkarin
ilk novbado, yaradici iradasindan irali galir.

Belo bir méciizo Uzeyir Haciboylinin bugiine godor miiasir sayila bilocok
“O olmasin, bu olsun” operettasi osasinda ¢okilon eyniadli filmdo asason ii¢
sonotkarn, ssenari miiallifi Sabit Rohmanin, musiqi tortibat¢isi Fikrot ©mirovun
Vo qurulusgu rejissor Hiiseyn Seyidzada badii iradasine vo yaradici tandemina
minnotdar olarag alinmisdir. Olbatts, bu tandemds rejissorun daha boylik
ohdaliyini nozora  almagla, sonuncunun, Seyidzadonin soyi xiisusi geyd
olunmalidir.

Filmin ¢esnisi onun kinematoqrafik strukturudur

Filmin ¢esnisini miioyyoan etmoyi garsimiza moqsad goyurugsa, asarin
mozmununu, na gadar sathi goriinsa do, bir daha yada salmagq vacibdir.

Yasindan asili  olmayaraq hor bir azorbaycanli tamasagi Uzeyir
Hacibaylinin musiqili komediyasinin mazmunu ils yaxindan tanigdir vo burada
bas veran asas ohvalati, burada istirak edon xarakterlori, hatta onlarin danisigini,
dialoq va replikalarin1 ozbordon bilir. Mosadi Ibad, varli-halli, evionmak iigiin
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halo tam qocalmamis, amma kifayat godor yasi olan bir tacirdir vo miiflislogmis
Riistom bayin cavan qizi Giilnaz1 almaq istoyir. Riistom boy boyiik pullara
sirniklonib ona raziliq verir. Dogrudur, sonradan buna pesman olacaq, amma gec,
is-isdon kecondon sonra. Indi iso fikrini déndors bilmaz, sohorin sayib-segilon
adamlarinin garsisinda qoca baqqala s6z verib, onunla vadalosib. Bununla bels,
qizin1 badboxt eladiyindon narahatdir, aziyyat ¢okir. Amma qiz gizlico Sarvar
adli cavan bir toloba oglanla goriisiir. Sarvar Riistom baylo yaxinlasib, onun
razihi@ ilo kolok qurur. Toy gecasi Mosadi Ibad golinin duvagimi qaldiranda,
oradan Giilnazin avazina Sorver ¢ixir. Sarvar oyuncaq tapanca ilo Mosodi Ibadi
macbur edir ki, Giilnaza deyil, qulluggu Sonomo evlonmoak istadiyi haqda yazili
arayis versin.

Goriindiiyti kimi, bu ohvalati an qisa sokildo danisanda bels, diggati ¢okan
moasalo gadin hiiqugsuzlugu, kisilorin onlarla alver etmasi, 6z islorini yoluna
goymag naminas onlar1 miibadilo predmetina gevirmasdir. Amma masalo ondadir
ki, biitlin bunlara hiiqugsuz olan gadinin da 6z miinasibati var vo bu miinasibatin
nodan ibarat oldugunu bilmoak, filmin kinematoqgrafik badii hallini izah etmok
tiglin alverisli material ola bilor.

Indi iso, filmin baslangicini sohno, hatta kadr ardicilligi ilo yadimiza salaq.
Onu da geyd etmoaliyik ki, filmi neco baslamaq rejissor {igiin tamasac1 digqatini
istadiyi, yaxud ona lazim olan istigamatds aparmagq strategiyasidir.

“O olmasin, bu olsun” filminin sorlévhasi hasarin iistiindon boylanan
Mosadi Ibadin stop-kadr gériintiisii {izerinds bizo tagdim olunur. Sonra godim
tikilinin tagi arasindan kéhno Bakininm donizs agilan stop-kadr goriintiisii golir
Vo bu goriintii tizorinds filmin yaradici heyotinin uzun siyahisi verilir, titrlor
yazilib bitondon sonra artiq kredit deyil, bilavasito filmin mozmununa aid olan va
sriftino gora avvalki statistik titrlardan farglonon basqa bir titr ekran1 tutur: “Baki
1910”. Bu titr do yoxa ¢ixib itondan sonra stop-kadr canlanir, Baki goharinin
maket goriintiisii tagdan ¢ixaraq sol istigamoatds panoramla verilmays baslanir.
Xazarin fonunda gadim soharin siluet goriintiilorinds daha gox moscid minaralori
Vo filarmoniya binasinin zong qiillalorini xatirladan tikililor g6zo ¢arpir. Qadim
tikilinin tagindan baglayan panoram golib molum olmayan daha bir godim
tikilinin, garalt1 kimi goriinon divarinda sona yetsa do, elo toassiirat yaradilir ki,
panoram davam edir va biz qaralt1 gortinon binanin divarindan sonra, o dévriin
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Baki kiigolorindon birina diisiirik. On planda iistiina cargoylo ag gdyorginlor
qonmus qala divari, ortada sohar bulaglarindan biri va kiiganin sol darinliyindon
bulagdan su gétiirmoak {igiin aglasigmaz doracads uzun névbays diiziilmiis qara
carsabli qadinlar goriiniir.

Yorgun, lizgiin qadinlarin névbasi tizorinds orta plandan daha bir panoram
edilir. Bu iiziicii, agir ovgati bir godor do artirmaqdan 6trii bulagdan suyun az qala
gilo-gilo galmasi iri planda gostarilir. Ardinca yena epizodun iimumi ahangine
uygun olaraq gadinlarin yuxari ndqtodon goriintiisii verilir. Bax elo bu anda
epizodun imumi mazmununa kobud montaj vasitasi ilo miidaxils edilir.

Amma galin avval biitiin bu baslangic epizodu miisayist edon kadrarxasi
motni yada salaq: Biitiin Sorqda oldugu kimi bu gohorda da qadimin he¢ bir
hiiququ yox idi. Sariatin agir qanunu, ata va arlorinin ziilmii hayat vo Saadat
yollarini onlar iigiin baglamisdi.  Omiirlori boyu onlar qara cadramn dar
pancarasindan insanlara gizli nazarlorla baxir va iimid gozlayirdiloar...

Kamera birbasa yaxinlasma iisulu ilo ¢oxsayli fiqurlarin arasindan istonilon
birini se¢ib ayirmaq imkanina malikdir. Bu epizodda da rejissor uzun névba tutub
dayanan qadinlardan birini segib ayiraraq gozlorina godor yaxinlagsma tsuli ilo
onun portretini yarada bilordi. Lakin bu mogamda kadr dayisir, orta yaslarinda,
bolks bir az da cavan, gozalliyini itirmomis, amma son doraco qaygili, moyus,
kodorli, digorlori kimi qara carsaba biiriinon qadin sanki ona baxdigimizdan
duyuq disiib, kifayst godor agilli, ayiq gozlorini qaldiraraq diiz bizo, yoni
obyektivin i¢ino baxir. Bu baxis els bil 6ziindon sonraki kadrda géracayimiz ganc
qiz portreting isara edarak bizo belo bir molumat 6tiirtir: Bu qiz monam — on il
bundan avvalki man. Dorudan da, ndvboti kadrda gadin on az1 on il cavanlagir.
Gonc qiz bag-baxgaya agilan pancaro qarsisinda oturub bayagki carsabli gadin
kimi bizo baxir. Amma qadindan forgli olaraq bu gonc qizin {iziindo-goziinda is1q,
iimid, intohasiz yasamaq hovesi var. Bu, Giilnazdir, yaninda duran qulluqcu
qadin onun saglarini dariyir.

Adoton belo priyomlardan spiral konstruksiyaya malik filmlordos istifado
olunur. Tam aminlikla deya bilorik ki, miolliflor filmin gohroman: Giilnaza bu
gadar portret oxsarligina malik va nisbaton yasli olan qadin tigilin xiisusi kastinq
kegiriblor. Bu, sadaco olaraq kiitlovi sahnalords ¢ixis edon aktrisalardan biri
deyil. O, asarin bas gohromanidir. Film bizi toxminan on il avvalo aparan bu
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qadinin baxislariyla baglayir vo on il cavanlasan gozlorin birbas tizbsiiz goriisiino
cixararaq kadrarxasi sas (ohromanlarla bizi tanis edir: “Giilnaz usaq vaxti anasini
itirib. Onu qulluggeu Sanam boyiidiib, atast Riistam bay miiflislosib, vaziyyatdon
cixmaq tigiin yollar axtarir va qumarda baxtini sinayir, golki burada da ali
gatirmir, ona gora da qoca baqqal Masadi Ibaddan gedir. Masadi Ibad isa miifio
pul vermir, Verdiyi pullarin avazinda Riistam bayin cavan qizi Giilnazi almagq
istayir”.

Artiq bu tanisligin 6zii biz tamasagilarda sonda yenidon su {i¢iin ovdaninin
yaninda ndévboya duran duran qadina qayidacagimiza gozlonti yaradir. Miialliflor
hadisalorin neco qurtacagi ilo olagadar hossas tamasagiya kart blans veriblar.
Mohz buna minnatdar olaraq Giilnazin da olindo kuzs su {igiin uzun névbays
duran o zavalli qadinlardan biri oldugunu toxmin etmok imkanimiz var. Son demo
Giilnazin {irayi gonc studentdo, Sarvards imis. Onda bels ¢ixir ki, sonda bulagin
qarsisinda su ndévbasina durub diinyaya qara ¢arsabin dar ¢argivasuindan baxan
Giilnaz hamin moakanda tesadiifon artiq yasl kisiys donmiis Sarvarls tizlagacak.

Lakin belo olmur. Sonda Sorvorlo Giilnazin faytonla sohordon ¢ixib
uzaqlasmasi tamasagi torafindon gozlonilon, yaxud narahatligla ehtimal olunan
finali logv edir.

Cesni filmi adobi materialdan ayirib daha genis edir

Bizim dilimizo rejissorun funksiyasi digor dillordon forqli sokilds torctimo
edilir. Bagqa dillordo bu funksiya “metr-en-sen”, “staging”, “postanovsik” s6zlori
ilo miioyyonlosdirilir vo bunlar torciimads ya sohnolosdiron, ya da yerlosdiran
monasini verir. “Qurulusgu” ifadasi balks do sshvan dilimizs torciima olunub.
Amma etiraf edok ki, sohv olsa bels, daha ¢ox uduslu sahvdir, ¢iinki bu ifads

yuxarida sadaladigimiz ifadalordon daha genis anlama golir.

Filmin cesnisi va musiqili dramaturji strukturu

Biz hor hansi baxdigimiz filmi qisaca basqa birisino danisanda, siijetin
yigcam variantini, yaxud da iimumi moévzunu gatdirmaga calisirlq. Amma
toossiirat, kinematoqrafik ardicilliq, imumiyyatlos rejissor, operator isi adoton bir
konarda qalir. Biz daha ¢ox odobi ssenarini danigiriq. Oslinda filmi, kino asori
kimi danigmaq miimkiin deyil. Musiqini danismaq miimkiin olmadig1 kimi, filmi
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do danismaq miimkiin deyil. Toassiiratin, emosional mazmunun da “gesni”
dediyimiz 6z dramaturji strukturu olur.

Azorbaycan dilinin izahli ligstinds “gesni” soziiniin ham “rosm”, hom
“tislub”, hom do “torz” monasi dasidig1 gostarilir. Latif Korimov “Azarbaycan
Xalga Sonoti” kitabinin birinci hissasinds ¢esni soziinii tamamlanmis eskiz kimi
izah edir. Yoni xalganin goriintiisii eskiz olaraq artiq kagiz iizorinds hazirdir vo
bunun asasinda xalga toxunur.

Lakin bu soziin monalar1 arasinda “torz” ifadossini do unuutmag olmaz.
Yani eskiz sadoaco olaraq kogiiriilmiir vo har bir sanat néviiniin forqli 6zalliyine
uygun olaraq yenidon canlanir. Lotif Korimov fabrikds hazirlanan xalgalarla
0ziiniin sahidi oldugu, yanlarinda sagird islodiyi yiliksak pesokarliga malik olan
fordi sonatkarlar torofindon toxunulan xalgalar arasinda birinci forqi onda goriir
ki, fabrik mohsullarinda g¢esni, yani eskiz-model avtomatik olaraq xalgaya
kogiirtiliib, sonotkar xalgalarinda iso g¢esni xalgaya cevrilorkon usta olinda
biisbiitiin  doyisikliys moruz qalir. ilk baxisda hor iki xalgada eyni sokil, eyni
moanzarani goriiriik, amma bunlarin arasinda farqi yalniz z6vqdan vo hassasligdan
tamamilo mohrum olan insan gérmays bilor. Xal¢anin badiiliyi onun mozmununu
ifado edon soklin kogiiriilmasi yox, o soklin xalgatoxunma sanatinin fordi
texnologiyasindan asili olaraq har dofo necs canlanmasinda ifads olunur.

Eyni fikirlori kino sonati ilo olagodar da demok olar. Lakin onu da
unutmayaq ki, har filmin 6ziiniin forqli ¢esnisi olur — albatts, agor dogrudan da
bu gat filmdo varsa, yoni sadoco olaraq fabrikdo masin tsulu ilo toxunan
xalgalarda oldugu kimi film sadoco ssenaridon sohnalogdirilib lento
kogiirtilmiirsa. “O olmasin, bu olsun “ filminin ¢esnisi daha ¢ox onu miisayiot
edon musiqi strukturuna uygun galir, nainki onun adabi asasinda duran dramaturji
struktura. Bunu siibuta yetirmokdon 6trii sado, hamiya malum bir badii hagigati
xatirladaq: ogor bag veronlori tamasag1 gozlo goriirss, onu olave olaraq sozlo
tamasaciya catdirmaq lazim deyil. Lakin “O olmasin, bu olsun” filmi baslanan
kimi, onun siijet kompozisiyasinin avvali, ekspozisiya, dilylin vo inkisafi
kadrarxasi saslo bizo danigilmaga baglanir. Halbuki bu danisilanlar1 sonradan
istirak¢ilarin 6z dillarindon, bir-birilo apardiglari dialogdan esidib bilacayik.
Sorvar baxgada Giilnaza atasinin onu qoca bir baqqala oro vermok istodiyi
Xabarini ¢atdiracaq, Riistom bay qizindan onu oro vermok raziligini alacag.
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Onlarin hor biri ayrica sohno, ayrica epizod yiikiinii dasiyir. Lakin dediyimiz
kimi, bu filmo rejissorun magsadi sshnolosdirma deyil, musiqi ilo homahang
saslonacak ¢esni yaratmaqdir.

Filmin yalmiz on doqquzuncu daqigasinds “O olmasi, bu olsun”
komediyasinin birinci sahnasi, yani Riistom boayin eva golorok “Qizim, sons
paltar alim... bagsmaq alim... qizim sani ara verim...” deyismasi Sohnasi gostarilir.
Bu o demakdir ki, adabi asar filmin yalniz on dogquzuncu dagigesindsn baslayir.
Buna godar biz su névbasinds duran qadinla Giilnazin portret oxsarligini, Riistom
bayin uduzmagini vo Mosadi Ibadin diikanina yollanmasini, axsam eva qonaglari
cagirmasini, Sorvarin {irayini bu qiza bagladidigini, bazarda atisma, qalmaqal
Sohnasini goriirik.

Bas onda filmi musiqi ilo vizual garsiligint miimkiin edon kinematoqrafik
qurulus asas ns tizarinds qurulub?

Qadin portreti

Film, yuxarida dediyimiz kimi, qadin vo onun on il avvalki goriiniisii, qiz
portrlari ilo baslayir. Sonra kazinoda uduzan atas1t Mosadi Ibad1 gérmok iigiin
bazara yollanir. Ardinca yena Giilnaz pancaradon kiigoya baxarkan, Sarvorin
dostlart ona Molla Panah Vagqifin “Bori bax” radifli qogmasini oxuyaraq sozlo
gbzolin portretini yaradirlar. Bu portretdon sonra Riistom boylo Mosadi Ibadin
ditkkanda s6vdologsmosi sojnasi golir. Ardinca ndvbati portret golir, Sarvorlo
baxcada goriisiib duet oxuyan Giilnazin portreti. Ardinca bazarda atigma, hay-
kily vo Riistoam boyin axsama evo qonaq dovoat etmayini goriiriik. Sonra yena
Giilnazin portreti, Riistomin evo girib ona oxuya-oxuya xabar vermasi sohnasi.
Ardinca dorhal bayin qulluggu sanomls dava-dalas sshnosi vo beloca filmin
sonuna goadar gadin portereti va bir gayda olaraq dava-dalas, anlasilmazliq, hatta
atigmalarala yekunlasan intermediyalarin novbolosdiyini goriiriikk. Eynilo
xalgadaki kimi — cargoylo tokrarlanan, bununla da vizual ritm yaradan butalar va
yaxud digar basqa naxis obrazlar vo onlar1 daha dinamik edon araliqdaki doyiskon
komokei detallar.

Sagdan sola harakatls baslayan filmin soldan saga dogru finah
Filmin sonunda iss biz ovvaldo gordiiytimiiz homin gadinin Giilnaz

olmadigimi molum edirik. Ciinki Giilnaz sonda sevgilisino qosulub Bakidan,
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mohbasdan qurtulur, faytonla uzaqlara, daglara, hoyat vo seadato dogru yol alir.
Burada prinsipial bir kinematografik detala diggst yetirmaliyik: faytonu miisayist
edon kamera, avvaldo Bakinin panoraminda oldugu kimi sagdan sola deyil,
soldan saga harokot etmasidir. Artiq bir ¢ox kino tadqgigatcilarinin geyd etdiyi
kimi kameranin sagdan sola panorami adaton statik, ¢ixilmaz noqteds golib
dayanir. Oksina, soldan saga panoram va yaxud statik kadr daxilinds soldan saga
harakat yeni perspektivs, yola, genisliys agilir.

UDC: 791.43/.45

THE INTERACTION OF MUSIC AND VISUAL RHYTHM IN
CINEMA (INSPIRED BY THE FILM “O OLMASIN, BU OLSUN”
(“IF NOT THAT ONE, THEN THIS ONE”)

Nadir Badalov
Chairman of the Guild of Film Scholars and Critics in Azerbaijan,
Associate Professor

The Elements of Sound and Visuals in Film

Cinema has always been a symphony of sound. Even in the age of 'silent
cinema," when moving images graced the screen, they were accompanied by the
delicate strains of live piano music. At times, this was insufficient, prompting the
invitation of orchestras to elevate the emotional resonance of the films. Yet, to
attribute this solely to humanity's struggle to perceive an object amidst sensory
deprivation would be a misjudgment. While this is indeed a significant aspect to
contemplate, the focus of our discussion in this article will be the intricate
relationship between sound and music with imagery, and which of these elements
assumes the leading role or influences the other. Thus, let us first revisit the
parameters of both dimensions.

Regarding the parameters of sound and music, it is vital to recognize that
sound evolves over time. Each musical piece unfolds from start to finish within
a designated duration; a song typically endures for 3-4 minutes, while a mugham
or symphony may extend to 30-40 minutes or even beyond. Conversely, musical
phrases that highlight dramatic moments, often referred to as 'emphatic’ musical
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expression, can be delivered in a mere second, three seconds, or five seconds —
in essence, within a fleeting time span that can vary in length. The second
parameter pertains to the connection between sound and its originating source, as
perceived by the listener. When the human ear fails to discern the source of a
sound, it instinctively begins to experience discomfort. Thus, if the eyes search
for the origin of the sound, this should be viewed as a natural instinct. The third
parameter involves the relationship between sound and the spatial context: in
every scene where an image is presented on the screen, it is intrinsically linked
to a particular space, and within this space, there must exist sound(s). Lastly, the
fourth parameter concerns the relationship between sound and a specific image.
This aspect is paramount as it enables the sound and the image to forge a cohesive
narrative thread.

The elements of cinematic imagery are generally aligned with four
fundamental units of measurement, which is why this notion is frequently termed
the “grammar of cinema”. The initial element is the frame, which relates to the
concept of the “insert” (or “framing”); our visual field extends to 220 degrees.
Nevertheless, this field does not correspond with the direction of our gaze. We
focus our gaze within the realm of what captivates our interest. In the realm of
cinema, however, the gaze is directed towards the “insert” or “frame”, and from
this vantage point, every visible component transforms into a source of
information. The second element pertains to the movement within the frame-
insert, known as the shot in cinematic terms. In cinematic discourse, if we liken
the frame to a letter, the shot (or shot-frame) is characterized as a word. In the
grammar of language, the unit of a sentence is the “sentence”, while in cinema,
it is the scene, which represents the third element of cinematic imagery: whatever
the camera captures, this object, in addition to being an image, can also be
referred to as a scene. Ultimately, the fourth element of cinematic imagery
corresponds to the notion of the episode. The distinction between an episode and
a scene lies in the fact that an episode encompasses an event, which, when
interwoven with other events, constructs the narrative arc of the film.

Despite all these elements, the fundamental unit of cinematic imagery
remains the photographic shot.
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Only when still photographs are amalgamated does the image commence
to move, activating the function of sound accompaniment. Indeed, whenever we
engage in any action, we disrupt the profound silence surrounding us, preventing
it from overshadowing reality. In the tapestry of real life, sound (akin to music)
is contingent upon movement and execution. On the screen, images composed of
distinct still frames become “invisible” due to sound, which, in turn, animates the
cinematic image. In truth, every action we undertake generates sound, yet on the
screen, movement itself is incapable of producing sound. Even during live
synchronous filming, sound is invariably recorded separately from the motion.

Consequently, movement appears to bear the responsibility of adhering to
the sound and aligning with it. For instance, if sound, according to the initial
parameter, unfolds over time, it possesses a rhythm that dictates its sequence. In
this scenario, movement that is synchronous with the audible sound must adhere
to the same rhythmic pattern. We shall endeavor to illustrate this through the film
About It Being This, Not That, created in 1956, based on the operetta of the same
name by Uzeyir Hajibeyov. Nevertheless, alongside the visual components of
cinema, it is equally vital to remember the language of cinema.

The Distinction Between the Language of Cinema and Literary as well
as Spoken Language

Each nation possesses its unique language, which in turn gives rise to its
own literature, a rich tapestry of words, and, most significantly, its literary
language. Given that all artistic expressions are, to a degree, intertwined with
words — particularly in cinema, which many theorists regard as the visual
extension of literature — we can deduce the following: every nation boasts its own
artistic expressions, its own cinema, and its own cinematic language. However,
it is imperative to recognize a vital distinction. The existence of cinema is not
contingent upon the spoken language of its people. Cinema possesses its own
distinct language. A compelling counterexample to this assertion can be found in
the unforgettable lines and dialogues from our films, which have seamlessly
woven themselves into the fabric of national culture, transcending into proverbs.
Yet, these expressions typically pertain to the literary underpinnings of the film,
specifically the literary screenplay, rather than the cinematic essence of the film.
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The language of cinema is constructed upon four fundamental elements:
scene composition, camera positioning, editing, and sound design. These
components are not inherently linked to the spoken language of any particular
populace. Nevertheless, we must not overlook that within every language, there
exists the well-established notion of “national cinema”, which extends beyond
merely the production of films rooted in the economic and political frameworks
of specific nations or peoples. National cinema is intricately connected to the
artistic modes of expression of that culture, their aesthetic preferences, moral and
ethical perspectives, and their overarching worldview. Moreover, if a film created
within a specific territory, based on its cinematic content (the language of
cinema), earns the designation of “national cinema”, it signifies that the film
plays a pivotal role in safeguarding, revitalizing, and enriching the creative
worldview of its people, as well as preserving their artistic modes of expression.

As previously stated, the foremost element of cinematic language is mise-
en-scéne. Let us delve into the components that constitute mise-en-sceéne itself.
These elements include:

- Space (which varies based on the subject of the shot: interior versus
exterior, room versus street, set versus natural environment) and the objects
contained within it (both active and passive objects — props — depending on the
narrative);

- Costume, makeup, and hairstyle (which reflect the historical or
contemporary era, as well as the national, social, and cultural backgrounds of the
characters, in alignment with the film's theme);

- Facial expressions and body language (encompassing the actor's
expressions, movements, performances, behaviors, etc.);

- Color and lighting (which convey both the impression and mood of the
filmed subject, as well as the relationship between the author and the director).

As we observe, a meticulous analysis of just the first element reveals that
cinematic tools provide abundant opportunities to express national specificity —
geography, attire, history, customs, traditions, and modes of behavior and
communication — extending beyond the film’s literary foundation, such as
dialogues and other verbal expressions.
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However, as previously noted, our primary interest lies in the element of
sound design in film and its harmony with the imagery. One of the pioneering
film theorists, Riccardo Canudo, emphasized cinema’s distinctiveness as a plastic
art in the extraordinary fusion of spatial rhythm with the rhythm of time (music
and poetry, i.e., non-plastic arts). Nonetheless, this “miracle” is significantly
reliant on the creative will of the artists and directors engaged in the cinematic
realm.

This “miracle” was realized in the film “O Olmasin, Bu Olsun” (“If Not
That One, Then This One”), adapted from the operetta of the same name by
Uzeyir Hajibeyov, primarily through the creative will and collaboration of three
artists: the screenwriter Sabit Rahman, the musical arranger Fikret Amirov, and
the director Huseyn Seyidzade. Undoubtedly, given the director's heightened
responsibility within this trio, it is imperative to pay special attention to
Seyidzade's invaluable contributions.

The Genre of the Film and Its Cinematic Structure
When attempting to define the genre of a film, it is important to once again

focus on the content of the work, no matter how superficial this might seem at
first glance.

Regardless of age, every Azerbaijani viewer is familiar with the content
of Uzeyir Hajibeyov's musical comedy. They know the main events, the
characters, and even their speech, dialogues, and lines by heart. Mashadi Ibad is
a wealthy merchant who, though not old, is mature enough to marry. He wants to
marry a young girl, Gulnaz, the daughter of the bankrupt Rustam Bey. Rustam
Bey, tempted by the offer of money, agrees, though he will regret it later, but by
then, it is too late, as the deal has already been made. He cannot go back on his
word, as he promised the elderly merchant in front of the respected men of the
town. Nevertheless, he feels sorrow for making his daughter unhappy.
Meanwhile, the girl secretly meets with a young student named Sarvar. Sarvar,
having gotten close to Rustam Bey, with his consent, plays a clever trick. On the
night of the wedding, when Mashadi Ibad lifts the bride’s veil, he finds not
Gulnaz, but Sarvar. Sarvar, with a toy gun, forces Mashadi Ibad to write that he
wants to marry not Gulnaz, but the maid Senem.
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As seen, even in the briefest retelling of this story, an important theme
stands out — the oppression of women, their use by men as objects to resolve their
own problems. However, the key point is that the woman, deprived of her rights,
has her own attitude toward what is happening. Understanding this attitude can
serve as an essential material for explaining the artistic cinematic decision of the
film.

Now, let us recall the beginning of the film, its scenes, or rather, the
sequence of shots. It is also worth noting that for the director, deciding how to
begin a film is a strategy through which they guide the viewer’s attention toward
the desired direction or focus.

The opening scene of the film is presented in a still shot, where Mashadi

Ibad is seen peering through a fence. Then, another still shot appears, showing
an ancient Baku through the arch of an old building, with the city unfolding
toward the sea. This shot is followed by a long list of credits, which, after
concluding, give way to another title — this one distinct in its font from the
previous credits: “Baku, 1910”. When this title fades, the still shot comes to life,
and a model of the city of Baku emerges from the arch and begins to unfold in a
panoramic sweep to the left. Against the backdrop of the Caspian Sea, the
minarets of mosques and buildings resembling the bell towers of the
Philharmonic stand out sharply in the silhouettes of the ancient city. The
panorama, which started with the arch of the old building, ends at the wall of
another ancient structure, which appears as a dark shadow, creating the illusion
that the panorama continues. Once the image of the dark wall disappears, the
camera shifts to one of the streets of Baku from that time. In the foreground, the
city wall is shown, with rows of white pigeons sitting upon it. In the center, one
of the city’s fountains can be seen, and to the left, women in long black chadors
form a long queue to draw water from the fountain.

The panorama continues, shifting from a medium shot to a close-up,
intensifying the heavy, gloomy mood as the close-up shows how the water barely
trickles out of the fountain. Then, in keeping with the overall harmony of the
episode, the image of the women is shown from above. But at this moment, the
montage intrudes abruptly into the composition of the episode.

Let us first revisit the voiceover that accompanies this opening episode:

“As is the case throughout the East, in this city, a woman possesses no rights.
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The oppressive weight of Sharia law, coupled with the harshness of fathers and
husbands, obstructs her paths to life and happiness. Throughout her existence,
she gazes at the world through the constricted openings of the black chador,
harboring a secret yearning for something more...”

The camera possesses the remarkable ability to employ direct close-ups,
selecting and emphasizing a singular figure amidst the crowd within the frame.
In this episode, the director could have opted for one of the women in line,
drawing the camera close to her eyes to craft a portrait. Yet, at this juncture, the
shot transitions, revealing a middle-aged woman — perhaps slightly younger —
who, while retaining her beauty, appears profoundly troubled, disillusioned, and
sorrowful. Like her counterparts, she is enveloped in a black chador, but unlike
the rest, it seems she has perceived our gaze. With a spark of intelligence and
clarity in her eyes, she meets the camera lens directly. This gaze seems to
foreshadow the subsequent shot, alluding to the portrait of the young girl we will
encounter later, signaling to us: “This is me — ten years ago”. Indeed, in the
ensuing shot, the woman appears at least a decade younger. The young girl sits
before a window that overlooks the garden, gazing at us just as the woman in the
previous shot did. However, in contrast to the woman, the young girl's face
radiates light, hope, and an unquenchable thirst for life. This is Gulnaz,
accompanied by her maid, who is gently brushing her hair.

Such techniques are often utilized in films characterized by a spiral
narrative structure. It is evident that the filmmakers deliberately selected the lead
actress to embody Gulnaz, whose portrayal on screen subtly evokes the image of
a woman who bears a striking resemblance to an older iteration of herself. This
character is far from being a mere extra or a secondary role — she is the pivotal
figure of the narrative. The film opens with her penetrating gaze, which transports
us a decade into the past. Her youthful eyes engage directly with ours, while a
voice off-screen introduces the characters: “Gulnaz lost her mother during her
childhood. She was nurtured by the maid, Senem. Her father, Rustam Bey, faced
financial ruin and, in his quest for redemption, turned to gambling, only to find
misfortune there as well. In his desperation, he seeks assistance from the old
merchant, Mishedi Ibad. However, Mishedi Ibad refuses to lend him money.
Instead, he expresses a desire to marry Rustam Bey's young daughter, Gulnaz ”.
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This prologue establishes an expectation within the audience that we will
revisit the image of the woman waiting in line for water. The filmmakers provide
the audience with a blank canvas regarding the unfolding events. At this juncture,
we might presume that Gulnaz is among those unfortunate women, queuing for
water, pitcher in hand. As the story progresses, we discover that she is profoundly
in love with the young student Sarvar. By the film's conclusion, we might
anticipate her return to that very location — by the fountain — but this time
encountering the now elderly Sarvar.

Nevertheless, events do not progress as we had anticipated. The conclusion,
featuring Sarvar and Gulnaz departing the city in a carriage, disrupts our
expectations, offering an ending that diverges significantly from our increasing
tension. This unforeseen twist leaves the audience bewildered and indicates that
the narrative will follow a path distinct from the conventional resolution we had
imagined.

The movie “Cheshni” distinguishes the literary content and elaborates
on it

In our language, the term used for the director's position is translated
differently compared to other languages. In those languages, this role is referred
to by terms like “metr-en-sen,” “staging,” or “postanovshik,” which mean
“scenographer” or “one who stages.” It is possible that the term “qurulusgu”
(“gurulushchu”) was inaccurately translated into our language. Nevertheless, it
should be recognized that, even if this is a mistake, it is a fortunate one, as this
term encompasses a wider meaning than the ones previously mentioned. ir

The Flavor of Cinema and the Musical Dramaturgical Framework

When discussing a film we've seen, we often give a concise overview of
the storyline or the overarching theme. Yet, elements like the overall impact, the
sequence of shots, and the contributions of the director and cinematographer
often take a backseat. More frequently, our attention is drawn to the written script.
In truth, it is as challenging to discuss a film as a cinematic piece as it is to express
music through language. The impression and emotional depth also possess their
own dramaturgical framework, which we term as “taste”.
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In the Azerbaijani language's explanatory dictionary, the term “cesni”
(“cheshni’’) encompasses meanings such as “style”, “manner”, and “technique”.
In the initial section of his book Azerbaijani Carpet Weaving, Latif Kerimov
interprets “cesni” as a finalized sketch. This means that the design of the carpet
is already outlined on paper, and the actual weaving of the carpet is based on this
design.

Nevertheless, among the interpretations of this term, we must not overlook
the connotation of “style”. In other words, the sketch is not merely replicated;
instead, it is revitalized according to the unique attributes of each art form. Latif
Kerimov, when contrasting factory-produced carpets with those crafted by highly
skilled artisans he collaborated with, notes that the key distinction is that in
factory-made carpets, “cesni” (the sketch-model) is mechanically applied to the
carpet, while in carpets created by skilled craftsmen, “cesni” experiences a
thorough transformation throughout the weaving process, influenced by the
artisan's expertise. At first glance, both carpets may seem to portray the same
design, the same scene, but the disparity between them can only be recognized
by someone with taste and discernment. The artistic merit of the carpet does not
lie in the mere duplication of the design, but in the manner in which that design
is animated through the individual weaving technique.

The same concept can be applied to the realm of cinema. Nevertheless, it
is crucial to keep in mind that each film possesses its own distinct “flavor” —
assuming, of course, that this aspect is genuinely present in the film, and not akin
to carpets made through automated processes in factories, where the design is
merely replicated. In the film “O Olmasin, Bu Olsun”, the “flavor” aligns more
closely with the accompanying musical composition than with the dramaturgical
framework derived from the literary source. To illustrate this, let us recall a
simple and widely recognized artistic principle: if something is apparent to the
audience, there is no necessity to express it further with words. However, in “O
Olmasin, Bu Olsun”, from the outset, in the exposition, the setup, and the plot's
progression, we hear a voiceover that begins narrating the story. Although these
same phrases will later be echoed in the dialogues between the characters as they
interact with one another.
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For instance, Sarvar in the garden informs Gulnaz that her father intends to
marry her off to an elderly grocer, and Rustam bay will seek her approval for the
wedding. Each of these scenes constitutes a distinct episode with its own
particular significance. Yet, as previously noted, the director’s aim is not merely
to transfer the scene onto the screen but to cultivate a “flavor” that resonates with
the music.

It is only at the nineteenth minute of the film “O Olmasin, Bu Olsun” that
the first comedic scene is presented, where Rustam boy arrives home and states:
“My daughter, I’ll buy you a dress... shoes... I’ll marry you off...” This signifies
that the literary narrative of the film commences only at the nineteenth minute.
Before this point, we witness various scenes: a woman queuing for water, the
striking similarity between Giilnaz and her, Rustam bey’s defeat, his visit to
Mashadi Ibad’s shop, the evening preparations for hosting guests, Sarvar’s deep
feelings for the girl, a confrontation at the market, and a dispute. What constitutes
the fundamental basis of the film's cinematographic structure that enables its
visual elements to harmonize with the music?

The Portrait of a Woman

As previously stated, the film opens with a portrait of a woman from a
decade ago, showcasing images of a young girl. Subsequently, we see her father,
who has lost at the casino, heading to the market to meet Meshadi Ibad, and the
narrative progresses. Later, as Gulnaz gazes out the window at the street, Sarvar's
friends craft her portrait through words by reciting Molla Panah Vagif's poem
“Beri bakh” (“Look back’) which highlights her beauty. Following this portrait,
we witness a scene where Rustam bey engages in negotiations with Mashadi Ibad
in the shop. The next portrait depicts Gulnaz encountering Sarvar in the garden
and performing a duet with him. This is succeeded by a chaotic shooting scene at
the market, followed by Rustam bey inviting guests to his home in the evening.
We then see another portrait of Gulnaz, where Rustam enters her house and,
while singing, conveys some news to her. This is immediately followed by a
quarrel with the bay's servant, Senem, and from this point onward, the film
presents a series of portraits of the woman, generally accompanied by interludes
of disputes, misunderstandings, and even shootings, culminating in the film's
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conclusion. This pattern persists until the film's end, with portraits of the woman
alternating with interludes that typically conclude in quarrels, conflicts, or
chaotic events. This sequence reflects the repetition found in carpets — rows of
motifs that establish a visual rhythm, akin to the alternating patterns and dynamic
details that infuse movement into the overall composition.

The Film Begins with Movement from Right to Left and Concludes
with a Shift to Left to Right

At the conclusion of the film, we come to understand that the woman we
initially saw was not Giilnaz. In the final scene, Giilnaz departs with her beloved,
fleeing Baku, liberating herself from confinement, and journeying into the far-
off mountains, towards life and joy, in a carriage. It is important to note a
significant cinematographic detail here: the camera, which follows the carriage,
does not transition from right to left as it did in the panoramic view of Baku at
the film's start, but rather moves from left to right. As numerous film critics have
observed, a panorama that shifts from right to left is typically static and leads to
a dead end. Conversely, a panorama or camera movement from left to right, along
with a static shot that moves from left to right, unveils a new perspective, a
pathway, a space.
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