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Kitabda qodim dovrlordon Azarbaycan arazisinds yayilan va indi genis istifado
edilan galgi alstlori: simli — tar, saz, kamanga, ud, ganun, nafas — balaban, zurna,
garmon, ney, tiitak, dorili —nagara, qaval va qosanagara tosvir edilir. Onlarin inkigaf
tarixi, yayilma hiidudlari, etimologiyasi, hazirlanmasi, qurulusu haqqinda bilgilar
verilir. Texniki va badii-ifads imkanlarina, xalq va professional musiqinin ifasinda
saslonma xiisusiyyatlorine baxilir. Taninan ifagilarin va bastokarlar torafindon bu
alatlor ticlin xiisusi yazilmig asarlorin adlar ¢akilir.

Kitabin asas ayani bazasim1 Azarbaycan Musiqi Madaniyyati
Dovlot Muzeyinin ¢alg alatlori kolleksiyasi taskil edir.

Kitabin badii tortibatinda Nizami Gancavinin “Xomsa” minatiirlorindon,
Sohrat ©lokborovun rosmlarindon vo Azarbaycanin romzlorindon olan
“buta” asasinda yaradilan naxislardan istifads edilib.
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Saadat ABDULLAYEVA

CALGI ALOTLORI — XALQIN SORVOTIDIR

Calg alotlori sivilizasiyanin vacib atributlarindandir vo modaniyyatin in-
kisaf soviyyosini gostorir. Ehtimala gora, ovvalco onlar insanin omok foaliyyati
ilo olagadar signal alotlori kimi meydana goliblor. Sirf musiqi funksiyalarin
yering yetiron alotlor ¢ox sonralar yaranib. Tabii ki, ovvolca onlar sados idilor.
Insanlarm diisiincolori vo modoni soviyyolori artdiqca calg alotlori miirok-
kablogiblor: simli alotlordo miixtalif formali gdévdalora ¢okilon simlorin vo qol-
da pordolorin say1 artib; fistiriq vo tiitoklorin borucuqlarinda ¢alg1 doliklori
acilib, onlara dilgok vo ya sos ¢ixaran qurgu taxilib; 6l¢iilori ilo forqlonon zorb
alatlorinin dairavi agac, gil vo ya metal govdalorine bir vo ya iki torofdon hey-
van dorisindon hazirlanan, ¢gubugq, ol vo har iki olin barmagqlart ilo vurulan dori
¢okilib. Ik vaxtlar ancaq iki dasdan ibarot olan 6zonsasli (8ziiseslonon) alotlor
arasinda bitki mongoli materiallardan vo misdon diizoldilon miixtolif zonglor,
zinqirovlar vo sinclor meydana golib [62].

Yeni ¢alg alotlorinin yaranmasi vo onlarin tokmillogsmasi — xalqin diisiinco
va estetik zovqlorinin inkisafinin yekunudur. Bu ¢oxasrlik proses xalqin tislub,
musiqi, lad vo janrlariin todricon formalagsmasina sobob olub.

Azorbaycan xalqi asrlor boyu, istor dinclik dovriindo, istorso do votonin
miidafiosindo soslonon zongin musiqi niimunalori yaradib [1,8,11,44]. Onlarin
da soslondirilmasi ti¢lin melodiyanin mozmununu daha tam catdiran miixtolif
calg1 alotlori meydana golib [2,32,46,49,50,57,66,67]. Ovvalco onlart hovas-
kar, sonra iso pesokar ifagilar soslondiriblor. Madoniyyatin inkisafi ilo olagodar
miixtolif musiqi janrlar1 vo folklor kollektivlori yaranib, onlarin musiqi ilo
miisayioti ticlin simli, nofas, zorb vo 6zonsosli alotlordon istifado edilib.

Azarbaycanlilarin moskunlasdigi orazilords arxeoloji qazintilar zamani as-
kar edilon maddi-modoniyyot niimunolori [1,2,27], orta osr musiqisiinaslarin
risalolori [5,77,78], poeziya klassiklorinin oasarlori [2,67], miniatiir rongkarliq
niimunalori [47], divar rosmlori, soyyahlarin yol geydlori [2,68,81], mu-
zey kolleksiyalar1 [2,16] gostorir ki, Azorbaycanda miixtalif ¢alg1 alotlorinin
miisayioti ilo mahni, melodiya vo mugamlar1 qogsmaq, oxumaq vo qulaq asma-
g1, rogs etmoyi sevirdilor. Bunu folklor musiqisinin zonginliyi vo ¢alg1 alot-
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lorinin miixtalifliyi tosdiq edir. Orta osr Azorbaycanin yazili abidolorindo 32
simli, 23 nofas, 16 dorili vo 17 6zonsasli alotlorin adlarina rast goalirik [2].

Xalqmn milli sorvati vo madoniyyatinin dasiyicist olan Azaorbaycan ¢algi
alotlori 6zlinomoxsus xarici goriiniiglorine vo saslonmolorine goro segilirlor.
Alotlorin konstruksiya vo saslonmasino asaslanaraq, xalqin musiqi diisiincasi,
onun estetik zovqii barodo miithakimo yiirtitmok olar. Cilinki onlarin hor biri
sosial, madoni vo monovi tolobatlara uygun yaranib.

Onoanavi calgr alatlori birlosorak miixtalif musiqi qruplart amolo gatirirlar.
Moshur mugam “ligliiyiinii” — sazondoni toskil edon, gavalda c¢alan xanondo,
tarzon vo kamancaci, saz1 soslondiron asiglar, balabangilar vo zurnagilar an-
sambllar1, homginin nagaraci dostalori boyiik xalq mohabbotini qgazanmaslar.

Cabbar Qaryagdioglu adina mugam iicliiyii. Azorbaycanin xalq artistlori Malokxanim
Oyyubova, Mdhlot Miisliimov (tar) vo Foaxraddin Dadasov (kamanca).

Mugham trio named Jabbar Garyagdy. People’s Artists of Azerbaijan Melekkhanym
Eyubova, Mohlat Muslimov (tar) and Fakhraddin Dadashov (kamancha).

Myramuoe Tpuo uMm. /lzkad6apa Iapsarasl. Hapoxnsie aptrcTsl AzepOaiimkana
MesekxanbiM J1000oBa, Moxiaar Mycanmos (Tap) u @axpaaaun Janames (ksimanya).

Azarbaycanin biitiin gusolorindo — monzarali diizonliklorindo, mohtosom
daglarinda, sohar vo kondlorinds tarin, sazin, kamanganin, ganunun, udun tok-
raredilmoz soslori, balabanin inco, zurnanin gur, garmon, tiitok vo neyin tirok-
acan saslori esidilir. Azorbaycanin simal vo simal-gorb rayonlarinda dambur-
dan, Naxc¢ivanda iso yan-tiitok vo musiqicilorin saatlarla ¢aldig1 tulumdan isti-
fado edilir.

Ustad ifagilar bu vo ya digor alotlordo fordi ¢algilar1 ilo moshurlagiblar.
Azorbaycanda belo ifagilar az deyildir.
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Ollorinds xalq ¢alg1 alotlori soslonon ifagilar xalq calgi alotlori orkestri
vo ansambllarin torkibino daxildirlor [54,73] vo xalq melodiyalar ilo yana-
s1, simfonik orkestrlordo oldugu kimi, bastokarlarin iri asorlorini (konsertlor,
stiitalar) ifa edirlor [55]. Opera vo operettalarda Azorbaycan musiqi alotlori
simfonik orkestrlorin saslonmosini milli koloritlorlo zonginlogdirirlor.

¥ )
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Asiqlar ansambli. Ensambl of ashiqs. Ancam0uab ambIros.

Balabancilar asiq dostosini miisayiot edirlor.
-~ Balaban-players accompany ashig ensemble.

4 BanaGaHuCTbI CONMPOBOXKIAIOT AlIBITCKUI aHCAMOJTb.

“Covkan” oyununu miisayiot edon K5
zurnacilar ansambli. 8

Zurna ensemble accompanying |
the game “Chovkan”.

AHcam0ub 3ypHaueii,
comnpoBoxaaromnias urpy “Hoskan”.
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“Natiq Ritm Qrupu”. Rohbar Azorbaycanin amokdar artisti Natiq Sirinov.
“Rhythm group Natik”. The head of the Honored artist of Azerbaijan Natig Schirinov.

“Purm-rpynna Haruk”. PykoBonurens 3acmy>keHHbIH apTHCT A3epOaiimkana Harur LllupuHos.

Fikrat Omirov adina Azarbaycan xalq ¢alg alotlori orkestri.
Dirijor Azorbaycanin xalq artisti Agaverdi Pasayev.

Orchestra of the Azerbaijani folk musical instruments named Fikret Amirov.
Conductor People’s Artist of Azerbaijan Aghaverdi Pashayev.

OpkecTp a3epOaii/zZKaHCKUX HAPOIHBIX MY3bIKAJbHBIX HHCTPYMEHTOB UM. @uKpera
Amuposa. [lupmwxép HapoaHblii apTuct Azepbaiipkana Arapepau Iamaes.

Bostokarlar tar, kamanga, saz, ud, ganun, qarmon, balaban, ney, zurna, tii-
tok, nagara vo qaval ti¢lin konsertlor, sonatalar, pyeslor vo digor musiqi asorlori
yaradiblar.
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Milli alatlords 6z galgisiyla coxlu sayda musiqigilor moshurlasiblar. Onlar
yiiksok miikafatlara vo ehtiramlara layiq gortliiblor. Alatlori hazirlayan ustalar
da sonotkarliglari ils segilirlor. Belo ustalara Azorbaycanin miixtolif yerlorindo
rast golmok miimkiindiir.

Calg1 alatlori vo ifagilar odobiyyat vo tosviri sonatin on sevilon siijetlor-
dondir. Onlara seirlor hosr olunub, rangkarliq, qrafik, heykal vo totbiqi-sonat
niimunalorinds tosvir ediliblor [4].

YUNESKO-nun Basoriyyatin Qeyri-maddi Madani Irs iizra Reprezentativ
siyahisina Azorbaycan musiqi modoniyyatindon tarin hazirlanma ustaligi vo
ifacgiliq sonati, tar, kamancga vo gavalin miisayiotilo ifa edilon Azorbaycan mu-
gami, ollorinds saz tutan Azorbaycan asiqlarinin sonati, miixtolif ¢alg1 alotlori
ifagilarinin istiraki ilo kegirilon Novruz timumxalq bayrami daxil edilmisdir.
Zurnagilar ansamblinin miisayiati ilo kegirilon ¢ovkon — Qarabag atiistii oyun
ononasi geyri-maddi modoni irsin siyahisindadir.

Son illor unudulmus ¢algi alatlorinin barpasi vo onlarin ansambllarin tor-
kibino daxil edilmosi lizro boylk islor goriiliib. Artiq bir sira alotlor “hoyata”
qaytarilib [81]. Barpa edilon ¢alg1 alatlorindon toskil olunan, Macnun Korimin
yaratdigi Qadim Azarbaycan Musiqi Alotlori Ansambli iyirmi ildon artiqdir ki,
miivoffoqiyyatlo foaliyyot gostorir.

i

“Qadim musiqi alatlori” Dévlot ansambli.
Badii rohbar Azarbaycanin omokdar artisti Munis Sarifov.

The State ensemble Ancient musical instruments”.
Artistic director Honored Artist of Azerbaijan Munis Sharifov.

TI'ocynapcrBennsblii ancam0Jib “/IpeBHUE MY3bIKAJIbHbIE HHCTPYMEHTBI” .
XynOKECTBCHHBIH PYKOBOIUTENb 3aCTyKCHHBIN apTucT Azepbaiimkana Mynuc Llapudos.
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Azorbaycan xanondolori vo calgigilar tez-tez xarici dlkoloro gedorok,
orada zongin musiqi madoniyyatimizi layiqincs toqdim edirlar.

Xarici dinloyicilorin milli ¢alg1 alatlorimizo maraq gostormok hallari da az
deyildir. Cox vaxt onlar 6zlori do bu vo digor alotlords ifagi olurlar. Masoalon,
amerikali Cefri Verbok mugamlar1 kamanga, tar vo udda, Cefri Uinborq — ka-
mancada, Fransanin Lill konservatoriyasinin professoru Mark Liipiiyi udda
g6zal calirlar. Azorbaycan vo xarici 61ko musiqigilorin birgs ¢ixislart da boyiik
maraq dogurub. Biitiin bunlar onu gostorir ki, calgi alotlori Qarb vo Sorq
diinyasinin moadoniyyatlorini yaxinlasdirir.

Azorbaycanin xalq artisti Monsum ibrahimov.
The People’s Artist of Azerbaijan Mansum Ibrahimov.
Haponssrit apruct AzepOaiimkana Mancym MGparumos.

£
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Cefri Verbok (ABS). Jeffrey Werbock (USA). I:kedpu Bepoox (CLIA).
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Saadat ABDULLAYEVA

Miixtolif torkibli xalq c¢alg1 alotlori ansambl vo orkestrlori bizim giinlordo
har yerds — orta vo ali todris miiossisolorinds, madoniyyat saraylarinda foaliyyot
gostorirlor. Olkomizda bir dona do olsun badii dzfaaliyyet kollektivi tapilmaz
ki, orada milli alatlords ¢almasinlar.

Pesokar ifagi-galgicilarimizin ugurlar1 da danilmazdir. Onlardan on yax-
stlar1 Azarbaycan musiqi incosanatini diinyanin oksor 6lkslorinds tomsil edir-
lor. Azarbaycan xalqi haqli olaraq onlara heyran olur, onlarla foxr edir.

Zamanimizda calg1 alatlorinin borpasi, tokmillosdirilmasi vo onlarin orta
va ali tadris miiossisalorindos dyradilmasi — Azorbaycanin etnomusiqistinaslari,
orqanoloqglari, misllimlori vo alatlori hazirlayanlarin garsisinda duran on
miihiim mosololordon biridir.

Calg1 alatlori xalqin diistincolorini, timidlarini, onun zdvqiini, goézalliyi
duymagini ifados edirlor vo millotin monavi siiturunun mithiim gostoricisidir.

QODIM AZORBAYCAN CALGI ALOTLORI

Bakidan conub, conub-gorbdo 60 km mosafads, YUNESKO-nun Umum-
diinya irsi obyektlorinin siyahisina daxil edilon Qobustan Milli Tarix-Badii Qo-
rugu orazisindo, Cingirdagin simal-sorq otoyindo tobii litofon — iki das dayaq
iizorindo gavaldag yerlosir. Ona kigik daslarla vurdugda metal cingiltisino ox-
sar soslor alinir. Qayanin zorba vurulan hissasindon asili olaraq on az1 miixtolif
yiiksoklikdo {i¢ sas aliir. Taninmis arxeoloq va etnoqraf Ishaq Cofarzadonin
(1895-1982) fikrino goro bu das ¢alg1 alati rolunu oynayirdi. Belo das Boytik-
dasin alt terrasinda, Cingirdagdan 7 km conub-qorbdo do tapilib [75]. Das qa-
vallarda ¢alinan ritmlor altinda qodim tayfalar dini morasim rogslori ifa edir-
dilar. Roags sohnalari arxeologlarin mezolit — orta-das dovriindon (bizim e.o.
10-7 minilliklor) — orta osro aid etdiklori mashur Qobustan gayaiistii rosm-
larinds do tasvir edilib.

Qodim Azarbaycan gohorciyi Cigamisda tapilan [39], yasi toxminon 8 min
il olan saxs1 gabin iizorindoki sokillorin birinds cal@icilar, rogqaslar vo onla-
1 alqislayan tamasagilarla ohato olunan, alindo simli alot tutan soxs, basqa
sokildo iso alini qulaq ardinda tutan (xanondoys xas olan durus) miigonni vo
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calg1 alotlorini — ¢ang, saxnafir, qosanagara va tabili soslondiron musiqigilor
tosvir edilib.

Azarbaycanin basqa sohorciyi — Ziviyado tapilan bizim eramizdan ovval
IV asro aid tunc camin iizorindo saza oxsar simli alotdo ¢alan atogporost mug
kahininin sokli vardir.

Rovayoto gore, Godoboy rayonunda Boylik Qaramurad kondinin yaxinli-
gindaki dagin otoyindo yerloson Zongqaladaki zangin sosi ilo diismonin yaxin-
lasmasini xabordarliq edardiloar.

Bordo sohari yaxinliginda, Satirlar kondi otrafinda arxeoloji qazintilar za-
mani1 bizim eramizdan ovval IV-III asrlordo hazirlanan, {izorindo ¢ang ¢alan
gadin tosviri olan saxs1 gab qirigi tapilib.

Agstafa sohorinin Olkosiinasliq Muzeyinda bizim e.o. IV asro aid olan
Glimboz adlanan yerdo askar edilon fistiriq — burbug saxlanilir. O alt hissoya
dogru daralan kigik gil sohongini xatirladir. Qus soklindo olan burbuglar Azor-
baycanim Qabola, Ismayill1 vo Quba rayonlarinda (biiriinc dévrii), Bakida Igo-
rigohorin qala divar1 yaxinliginda (XII-XIII asrlor) do miioyyan edilib [2].

Ucar rayonunda, Qaratops adlanan yerdo tapilan giimiis tiziiyiin {izorindo
nofos aloti halaban galan insan fiquru hokk edilib. Uziiyiin yas: iki min ilden
artiqdir [18].

Qobals rayonunda qazinti islori apararkon mis zang vo gildon hazirlanan,
i¢ing ti¢ xirda das salinan kiirosokilli gumrov askar edilib [2].

Mingacgevir sohori yaxinliginda, Godoboy rayonu vo Xocavond rayonu-
nun Dolanlar kondi orazisindo aparilan qazintilar zamani yasi eramizdan avval
II minilliyin sonu — I minilliyin avvaling aid edilon zingiroviu biiriinc asma
bozoklor tapilib [1].

: el W - P e Rt
Qavaldas. Gavaldash. I'aBannam. Ayin ragslori. Qobustan, Boyiikdas.
Ritual dances. Gobustan, Beukdash
Putyaabnblie TaHubl. [00ycTaH, beronar.
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Cigamis sohorindo tapilan saxsi qab tizoerinda ¢alg1 alatlorinin tosviri.
The image of musical instruments in the ceramic ware found in town Jigamysh.

N3obpakeHre My3bIKalIbHBIX HHCTPYMEHTOB Ha KEpaMHUYECKOH TOCy/e,
HalijileHHo! B ropose JxuraMmslnl.

Cang calan qadin. Burbuglar.

Saxs1 qab qirig1. Agstafa rayonu,
Satirlar kondi. Gilinboz maskant.
Tunc piyals. Harpist. Burbugs.
Ziviyes, Urmiya. Chip ceramic tableware. Gumbez place,
Bronze bowl. Shatyrlar village. Agstafa area.
Ziwiye, Urmia Apducrka. BypOyru.
bponsoBas yama. O06510MOK KepaMUYeCKOU Mecrteuko I'rombes3,
3usue, YpMus. nocyasl. Cenenue Ilareipnap. ArcraduHCcKui paiioH.

Giimiis iiziik. Qaratopo Sine. Masalli rayonu, Qumrov.
maskani, Ucar rayonu. Higkodoars kondi. Qabals rayonu
Silver ring. Place Qaratepe, Sinj. Masalli area, village Gumrov.
Ujar area. Hishkedere. Gabala area.
CepedpsiHOe KOIbI10. MecTedko Cunpx. MacammmHcekui I'ympos.
Kaparene, Ympxapckuil paiion. paiioH, ceno XuIIKeaepe. l'abanuuckuit paiion.
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Fiizuli rayonunda, Yedditops adlanan yerdo V osro aid iki das mozarda iki
clit bosgaba oxsar mis sinc askar edilib [18].

Masalli rayonunda qadim zorb alotlori miioyyon edilib (Hiskodors kondinin
muzeyindo saxlanilir). Onlardan biri i¢i oyulmus, yan torofdon kigik dolik ag1l-
mis palid kétiiyiindon hazirlanan tabildir. Sos kotliyilin biitov list kosiyino ¢u-
buglar1 vurmagqla alinir. Armud sokilli iizorino dori kegirilmis digor alotin taxta
govdasi vardir. Ugiincii alot — sinc qabariq dairavi 16vho soklindadir vo onun
orta hissasino aldo saxlanilmasi tigiin ip baglanib [45].

Ermitajda (Sankt-Peterburq sohori) saxlanilan, III-VII osrlors aid glimiis
gabin tlizorinds raqqgasalorin gokillori hokk edilib. Onlardan biri olindo dosmal,
o birisi iso saxsax tutub.

Mozmunu VI-VII asrlors aid olan gohramanliq dastani “Kitabi-Dada Qor-
qud”un boylarinda gopuz (simli), zurna, boru, diidiik (nofss), nagara, davul,
kus va tabil-baz (membranli) kimi ¢alg1 alatlorinin adlarina rast golirik [11, 28].

Orta osrlordo Azorbaycanda istifado edilon ¢alg1 alotlorinin dyronilmasindo
klassik sairlorin osarlori qiymotli monboalordir. Onlardan Qatran Tobrizi (1012-
1081), Xaqgani Sirvani (1126-1199) Nizami Goncovi (1141-1209), Ohvadi Ma-
ragai (1274-1338), Ossar Tobrizi (1325-1390), Qazi Biirhanoddin (1344-1398),
Yusif Maddah (XIV osr), imadoddin Nosimi (1369-1417), Cahansah Hagiqi
(1397-1467), Nematullah Kisvori (1445-1525), Hobibi (1470-1520), Sah isma-
yil Xotai (1487-1524), Mohommad Fiizuli (1494-1556), ©bdibay Sirazi (1515-
1589), Mohommad Omani (1536-1610), Fodai Tobrizi (XVI asr), Qovsi Tobrizi
(1568-1640), Riiknaddin Moasud Moasihi (1579/80-1655/56), Saib Tabrizi
(1601-1677) vo basqalarin1 gostormok olar. Calgi alotlorinin adlari, simlorin vo
ifa doliklorinin say1, gdvdolorinin formasinin tosviri, hazirlanma materiallari,
torkib hissolori va ifa iislublari namalum miisllifin “Dastani-Ohmod Horami”
poemasinda (XIII asr), cografi “Ocaib ad-diinya” (“Diinyanin mociizolori”,
XIII asrin ovvallori) va Isgandor bay Miinginin (1560-1634) “Tarix-i alomara-yi
Abbasi” (“Abbasin diinyan1 bozoyan tarixi”, 1616) tarixi osarlordo verilir .

Gorkomli Azorbaycan musiqisiinast Sofiaddin Urmavinin (1217-1294)
“Kitabiil-Odvar” (“Dairalor kitab1”) risalosinin alyazmasinda (Oksford, Bod-
lean kitabxanasi, 1333-1334) bes qosa simi vo qisa qolunda 7 pordo olan udun
sokli vardir. Onun digor “Sorofiyys” risalosindo ud on miikommal alatlor si-
rasina aid edilir. “Kitabiil-Odvar”in basqa alyazmasinda (Qahirs, Milli kitab-
xana) 34 simli ¢angin tosviri verilir. Sitra tipli horizontal sokildo saxlanilan
alotlor sirasinda Sofioddin Urmovi trapesiya formali gévdasi olan ganunu vo
diizbucaq sokilli niizhati ayirir. Miasirlori tosdiq edirlor ki, o, iki alot — niizha
(al-niizho) vo miigni (al-miigonno) icad etmisdir [78].
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Azorbaycan musiqisiinasi, bastokari, sairi, miigonnisi vo musiqigisi Ob-
diilgadir Maragainin (1353-1435) osarlorinds musiqi miisayiotinin forma va
novloring, sosin nizamlanmasi vo hasil etma iisullarina, ifa yollar1 vo texni-
kasina baxilir [5,78]. O, “Moqasidiil-olhan” (“Nogmalorin moagsadlori”) vo
“Fovaid-i asora” (“On fayda”) risalolorindo ¢alg1 alotlorino (bunlarin say1
40-a yaxindir) ayrica fosil hosr etmisdir. ©.Maragai 6ziiniin icad etdiyi ¢alg1
alotlorini doa tosvir edir. Belo ki, ¢ini sazi kasat mixtalif Ol¢iido vo li¢ sirada
yerlason, hiindiirliiklori bir torofs azalan 76 ¢ini kasadan ibarat idi. Kasalara su
doldurulurdu vo onlara zorbs endirilorkon miixtolif yliksoklikdo soslor alinirdi.
Zahiron miiasir ksilofonu xatirladan sazi alvah alsti ii¢ corgodo diiziilmiis 46
mis l6vhadon (birinci corgado 10, ikinci vo tiglinctli corgolordo 18 odoad) ibarot
1di. Obdiilgadir Maragayi qeyd etdiyi kimi, ganuni-miirassai miidavvar ovvalki
musiqistlinaslarin asarlorindo do xatirlanirdi, lakin onun vaxtinda o unudulmus-
du. Alotin barpasi iigilin, i¢i oyulmus agac gévdosindon istifado edorok, onun
aciq torofino 36 sim ¢okmisdir. Aloto baglanan iki dartilan ip vasitasilo govdo
firlandig1 zaman, mizrab1 simlora toxundurmagla saslor alinirdi.

Obdiilmoémin Safiaddinin “Behcatiil-Ruh” (“Ruhun sevinci”, X VII asr) ri-
salosindo arganun, barbat, ganun, kamanga vo tanburun qurulus xiisusiyyatlori
saciyyalondirilir. Seirlo melodiya dairolorini badii sokilds izah edilon bolmodo
¢ang vo ¢agananin adlart ¢okilir.

XVIII asr olyazmasinda bizo golib ¢atmis “Sorq musiqisi lizro dorslik”do
qganun, cang, argan, kamanga va ney sociyyslonir. Daha otrafli 5 simi vo 29
pordoasi (adlart ilo) olan tanbur, eloco do ney vo onun novlori (batdal, davud,
sah-mansur, bolahang, miistahsan, hatti-band, sipiirda) tosvir edilir.

Namolum azorbaycanli miuosllifin “©dvar” (“Dairslor”, XVIII osr) ri-
salasinin besinci bolmosinds ud, ¢ang vo nayin koklori nozordon kegirilir [12].

Sohor sakinlorinin musiqili hoyati, o climlodon ¢alg1 alotlori hagqinda
miivafiq olaraq 1471-1473 vo 1474-1478-ci illordo Azorbaycana golmis ve-
nesiyali soyyah vo diplomatlar1 Katerino Zeno vo losafat Barbaro, italyanl
soyyah Pyetro della Vale (1617), rus taciri Fyodor Kotov (1623-1624), alman
alimi vo soyyah1 Adam Oleari (1636-1638), tiirk soyyah1 Evliyo Calobi (1647,
1655-1656), holland sonatgisi vo soyyahi Yan Streys (1672), alman tobiotsii-
nasi, hokim vo soyyahi Engelbert Kempfer (1683,1684), holland rossami vo
arxeoloqu Korneli de Bruin (1703), rus diplomati Artemi Volinski (1716),
fransiz yazigis1 Aleksandr Diima-Ata (1858-1859) 6z geydlorindo molumat
vermiglor [2].

Sultan Mohommaodin (1470-1555) rohborlik etdiyi Tobriz moktobino vo
digor moktoblora mansub olan rassamlarinin bozadiyi olyazmalarin sohifalo-
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rindo musiqi hayati sohnolori olan ¢oxlu sayda miniatiirlor vardir. Onlara goro
calg1 alotinin xarici goriiniisii, ayri-ayr1 hissolorinin qurulus xiisusiyyatlori, ifa
torzi, ansambllarin torkibi haqqinda miihakimo sdylomok olar [4].

Yuxarida gostorilon manbalors istinad edoarak, orta asr Azarbaycaninda is-
tifado edilon ¢alg1 alotlorini sorh edirik.

Simli alatlor (xordofonlar)

Motbuatda tarin gorkomli musiqisiinas, filosof vo ensiklopedik-alim Tiir-
kistan osilli ©bu Nosr ol-Farabi (873-950) torofindon icad edilmosi haqqinda
fikir sdylonsa do [80], bu alot ancaq Azarbaycan vo Iranda daha genis yayilib.
Guman edilir ki, Iranda tar Qacarlar siilalosi dévriindo basqa Iran alotlorinin
XVII-XVIII asrlordo tokamiilii [41,84] vo ya XVIII asrin sonunda Qafgqazdan
miqrasiyasi naticosindo meydana ¢ixib [23]. Lakin tarin XI, XILXIV, XVI-
XIX ostlordo méveud olmasini Baba Tahir Uryan, Forrux Sistani, Qatran
Tobrizi, Xagani Sirvani, Ossar Tobrizi, Mohommad Fiizuli, Qovsli Tabrizi,
Riiknaddin Masud Masihi, Saib Tabrizi, Qasim bay Zakir vo Seyid ©zim Sir-
vaninin seirlor1 tosdigloyir.

Udun gbévdosi armud vo yaxud doyirmi formaya malik idi. Geriya oyilmis
kallosindo simlorin sayina uygun 10-11 asix yerlosirdi.

Barbat 6l¢iico uddan boylik olub, asixlara sarinan 7 ipak simi var idi.

Sahrud uda oxsasa da, ondan uzun idi vo 10 simo malik idi; har bir uzun
vo yanast yerlogon qisa simlor qosalagsmisdi. ©l-Forabinin Qahiro siyahisinda
“Musiqi haqqinda kitab”’inda verilon cizgido sahrud ¢oxlu sayda simlor ¢okil-
mis dordbucaq rezonator qutusu soklindo tosvir edilir [35].

Coxsimli (30-dan ¢ox) ¢angin govdosini qdvsvart vo asagiya dogru
genislonon rezonator togkil edirdi. Onun yuxari hissasi koskin asagiya oyilirdi.
Govdoyo asagi torofdon 0ziil vo ¢algr vaxti alotin dosomoyo dironmasi {igiin
uzun mil par¢im edilirdi.

Riibabin govdosinin asagi hissosi dori ilo, yuxart hissasi iso agac 16vho
ilo ortiiliirdi. Riibabin 3-6 ipok simli novlori istifads edilirdi. Bazon simlordon
biri giimiis simlo ovoz olunurdu.

Diitar, tanbur vo onun digor ndvlorinin (setar, cahartar, panctar, sestar)
kicik armudabonzor govdosi vo uzun qolu var idi. Qolun yuxari hissosino
asixlar barkidilirdi.

Tonburla miiqayisados, saz vo donqarin gévdolori bir qodor uzun idi.

Rudun gbévdasinin asagi hissosi dairovi idi vo dori membranla ortiiliirdi,
yuxar1 hissasi iso uzadilmigdi vo orta hissads bir godor gen idi. Govds todricon
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daralaraq uzun qola kegirdi. Kollosi ilgok soklindo ayilirdi. Soslor mizrab va-
sitosilo dord bagirsaq vo ya ipok simlordon olds edilirdi.

Irganun 6ziindo riibab, borbot, ¢cong vo tonburun xiisusiyyatlorini bir-
logdirirdi.

Qanunun govdasi dordbucaq soklinds idi. Ona melodiyalardan asili ola-
raq koklonan 8 ticor sim ¢akilirdi.

Niizhanin diizbucaqli govdosino nazik agac deka borkidilirdi vo biitlin
uzunu boyu 27 qosa sim ¢akilirdi. Onlarin arasinda, gévdonin sol va sag torof-
lorindo miixtolif uzunlugda tok simlor yerlosirdi. Simlorin imumi say1 108-2
catirdi. Niizhado, qanunda oldugu kimi, ¢alg1 zamani hor iki olin barmaqlarin-
dan istifado edilirdi.

Miigni riibab va niizhonin quruluslarini 6ziindo oks etdirirdi. 6 asix qolun
yuxari hissasindo, 3-ii iso onun asagi sag hissasindo yerlosirdi. Enli deka vo qol
tizorindon 39 sim kegirdi.

Rzaoddin Sirvaninin icad etdiyi sesxananin geriyo oyilon kollosi var idi.
Onun qolu udla miigayisads uzun idi, gévdasinin iist hissosi iso baliq dorisi ilo
ortiiliirdii.

Iri armudabonzar govdosi olan sestay qolun uzunluguna vo dekanin yuxari
hissasindo rezonans simlorin olmasi ilo forqlonon ti¢ névdo movcud idi.

Basqa simli alotlorlo miiqayisods ozanin daha uzunsov govdosi var idi, tig-
do iki hissasi dori ilo Ortiiliirdii. Bozon qisa burdon sim do baglanirdi.

Ikisimli damburun asagida ii¢ vo ya dord dis soklindo ¢ixintilari olan
uzunsov ¢alov sokilindo govdasi var idi.

Asag torofdo kosilmis armudaoxsar gévdoli, uzunqollu ¢ogurun kollosi
tardakina oxsayirdi.

8 vo ya 9 simli ¢ahasdah iri, bir godor uzunsov govdosi ilo segilirdi.

Doari dekasi vo 24 simi olan simbala oxsar alot do ¢ang adlanirdu.

Santurun govdoasi trapesiya formali qutu soklinds idi. 96 metal sim deka
iizorindon kegorak bir uclari ilo linglora, o birilori iso metal asixlara barkidilir-
di. Ugor simlor yeri doyisdirilon xaroklors sdykenirdi. Onda uclar1 ayilmis gu-
buglarla ¢alirdilar.

Kamanca nisboton kicik canaga, doyirmi qola, miiasir niimunaloring nis-
boton daha uzun vo dayaq rolunu oynayan fiqurlu ucluga malik idi. Alotin iki
simi {i¢lin at quyrugunun ¢ongo halda tiikiindon vo ya ipok sapdan istifado
edilirdi. Sonralar simlorin say1 dordos ¢atdirilib.

Kamanli dérdsimli ¢agananin iri armudabonzor gévdosi, agac dekasi var
idi vo calg1 zaman1 dosomoya uzun ucglugla dironirdi.

Digor kamanli tigsimli ¢aganaq uzun qola vo dairovi govdoyo malik idi.
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SIMLi CALGI ALOTLORI.
STRINGED MUSICAL INSTRUMENTS.
CTPYHHBIE MY3bIKAJIbHBIE HTHCTPYMEHTBI.

Tar. Tar. Tap.

Barbat. Barbat. bap6ar*

Sahrud. Shahrud. axpyx

=
Cang. Chang. Yanr.*

Riibab. Rubab. Py6a0.*

K3
3

Saz. Saz. Cas.

Rud. Rud. Pyn.*

Sirvan tanburu.
Shirvan tanbur.
IMupBanckuii Tandyp.*

Qanun. Macnun Korimin soxsi kolleksiyasi.
Ganun. Mejnun Kerim's private collection.
Kanyn. Jlnunas xomnekuust Memknyna Kepuma.

Niizha. Nuzha. Hy3xa.*
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W‘v

Dambur. Dambur. Tam6yp.

Qopuz (ozan).
Gopuz (ozan).
TI'omy3 (03an)*

Cohosdoh. Chehesdeh. Uexecaex.

Santur. Santur. Cantyp

Coganaq.
Chaghanag.
Yaranar. Cagana.
Chaghana.
Kamanca. Yarauna.*
Kamancha.
Ksamanua.

Qeyd: * ulduz isaresi Macnun Karimin barpa etdiyi ¢alg: alatlorini gostarir.
Note: * indicates a sign of musical instruments recovered Mejnun Kerim.
IMumeyanue: 3HaK * yKa3blBaeT My3bIKaJIbHBIC HHCTPYMEHTBI, BOCCTAHOBIICHHbIC

Memxnys Kepumom.
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Nofas alatlori (aerofonlar)

Ney kicik diametrli uzun borucuq soklinds idi. Miniatiirlorin 6lgiilori ros-
samlara govdonin iizorindoki doliklori gdstormoya imkan vermirdi, lakin bar-
magqlarin vaziyystino gors ehtimal etmok olur ki, onlarin say1 bir negadir vo
alotin asag1 hissasindo yerlogirdilor.

Nay adoton gamisdan hazirlanirdi, pesokarlar onun agac névlori olan ag vo
qara naylardan istifado edirdilor. Ag nay (nayi-safid) — 75-80 sm uzunlugunda
i¢cibos diliz borucuq olub, iist hissosindo 8, arxa torofindo iso bir doalik agilirdi.
Qara nay (nayi-siyah) vo ya mizmar daha tokmil idi. Onun uzunlugu ag na-
yin uzunlugunun yarisina borabor idi. Yeddi ¢alg1 dolyi olan gdvdasino gamis
dilgok taxilirdi. Alot dodaglarin dayag iiglin dairavi 16vha ilo tochiz edilirdi.

Zurna (surna) ag vo qara naylara nisbaton daha qisa idi, ona goro onda
oldugca zil saslor hasil edilirdi. Olgiisiino géro miiasir niimunalorindan boyiik
idi, 7 c¢alg1 doaliyi vo enli agizlig1 var idi.

Yumsaq vo inco saslonon ney¢a-balaban vo tiitak, zurnadan forqli olaraq,
silindr formal1 diiz borudan ibarat idilor.

Coxgovdoali musiqar bir-birino artan ardicilligla — qisadan uzuna godor
birlosdirilon miixtalif uzunluglu borucuglardan (20-ya qodar) ibarat idi. ifa za-
man1 alot borucuglarin agiq uclar1 yuxari voziyyatds saquli tutulurdu. Bir ollo
alt, digor ollo ensiz torofdon saxlanilirdi. Borucuglarin agiq uclari ifaginin
dodaglarina toxunurdu.

Idrganda biirliinc borular yanasi yerlogirdi, onlardan yuxari bom sosli
uzun borular barkidilirdi. Borulardan arxada havanin ifiiriilmoesi li¢iin ko-
riik yerlosirdi. Koriik sol ollo, sag olin barmaglart ilo iso borularin yaninda
yerloson diiymolor basilirdi. Bu vaxt havanin daxil olma yolu agilirdi, bununla
da miixtolif yiiksoklikdo saslor alinirdi.

Koaranay (goronay) diiz, gavdum (burmali boru) iss iki hissado oyilmis vo
4-7 yerdo halqga soklinds yogunlasan borudan ibarat idilor. Onlarin mévcudlu-
gu alotlorin gévdoalorinin qurasdirilma oldugunu gostorir. Koronay vo gavdu-
mun calg1 daliklori yox idi. Alat bir vo ya iki allo (oksor halda) agizlig1 yuxari
tutulurdu, dodaglar iso miistiiys toxunurdu.

Tunc nafir koronayla miiqayisads iki dofa qisa idi. Onda yalniz {i¢ sos ha-
sil etmok miimkiin idi. Daha uzun nofirlor boru, buynuz kimi oyilon boru iso
saxnoafir adlanirdi.

Basqa miistiiklii signal aloti — bug adoton bismis gildon hazirlanirdi.

Seypur diiz, borusunun agiz hissosi iso qif soklindo enlogon mis borudan
ibarot idi.
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Nayi-xik (tuluq, koriik nay1) iki kosik dilgokli borucuq barkidilon tulug-
dan ibarat idi. Calg1 zaman koriiye hava tfiiriiliirdii. Hazirda homin alst tu-
lum adlanir.

NOFOS CALGI ALOTLORI.
WIND MUSICAL INSTRUMENTS.
JIYXOBBIE MY3bIKAJBHBIE HHCTPYMEHTHI.

Ney. Ney. Heii.

Zurna. Zourna. 3ypHa.

Tiitok. Tutek. TyTek.

~9

Bug. Bugh. byr.

Musiqar. Musigar. Mycurap.

Organ. Arghan. ApraH. Tulum. Tulum. Tyaym.

Gavdum. Gavdum. I'aBaym.

Saxnofir.

Shax-nefir.
IIlax-nedup.

Seypur. Sheypur. Hleiimyp.
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Dorili alatlor (membranofonlar)

Daf bir torafing dari ¢okilmis dairovi agac saganaqdan ibarat idi. Saganaq
boyu bir-birino gora eyni mosafodo 5 ciit kicik girdo metal 16vhociklor yer-
lagdirilirdi. Hor iki ol membrana vurulurdu.

Dairanin saganaginda kigik halqalar, qavalda iso zinqirovlar barkidilirdi.
Mazhards halga vo zinqirovlar olmurdu.

Agacdan hazirlanan nagaranin govdesi silindr formasinda idi. Membran
tictin kegi darisi istifads edilirdi. Boyiik nagara davul adlanirdi.

Dohiil silindr sokilli enli, hor iki torofine dori ¢okilmis agac saganaqdan
ibarat 1di. Onun hiindiirlilyli diametrindon artiq idi. Calg1 zamani uclari alotin
gbdvdasing baglanan qayis ¢iyino kecirilirdi vo agac ¢ubugqlarla hor iki tiziino
vurulan zarbalarls sas ¢ixarilirdi. Cubuglardan birinin ucu yumru idi.

Silindr soklinds olan tabil mis vo ya tuncdan hazirlanirdi, aciq torafine
qurd dorisi ¢okilirdi, onda iki ¢ubugla calirdilar.

Tabilbaz vo ya tablakbaz kasasokilli ki¢ik govdoye malik idi, agiq torafino
dori ¢okilirdi. Alat sag torafdon atin yoharina baglanirdi. Ov zamani tabilbaz
saslandikds sahin buraxilirdi.

Diimboak asagi toroflori agiq olan uzunsov iri kiips soklindo dulusgu
gilindon, domirdon va ya agacdan hazirlanirdi. Calg1 zaman1 onu qoltuq altin-
da saxlayirdilar vo allo dari iiziine vururdular.

Dumbul sl tutan1 olan uzunsov ¢allak soklinds idi.

Kus vo ya kos misdon hazirlanirdi vo Avropa litavrasina oxsayirdi. Daha
miilayim sas almagq tigiin qayis toru ilo ortiiliirdii. Membranin iizorins uclarina
parca sarinan iki ¢ubuqla vururdular.

Ikigovdali qosanagara xarici goriiniisiine vo hazirlanma materialma goro
kusa banzoyirdi, lakin onun govdalori ¢ox kigik idi. Govdalar bir-birino moéh-
kom birlosdirilirdi.

Cifti-kosun (qosa kos) membranina uclar1 ayilmis ¢ubuglar vurulurdu.

Tabiranin govdosi orta hissods daralirdi. Calg1 vaxti qoltugda saxlanirdi
va membranina ¢ubuq avazina qayis vurulurdu.
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DORILI CALGI ALOTLORI.
MEMBRANE MUSICAL INSTRUMENTS.
MEPEINTIOHOYHBIE MY3bIKAJBHBIE UHCTPYMEHTBI.

Dof. Def. Jled. Dairs. Daira. /laupa. Qaval. Gaval. I'aBaa.

Tabilbaz.
Tebil-baz.
Teon-6a3.

Davul. Davul. {aByJ.

Kus. Kus. Kyc.

Diimbak.
Dumbek.
Jymoexk.

Qosanagara.
Qosha-naghara.
T'oma-narapa.

Tabira. Tabira. Tadupa.
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Ozonsasli alotlor (idiofonlar)

Yumruq 6l¢iido kasik konus soklinda olan zang mis, biiriinc vo basqa me-
tallardan hazirlanirdi vo daxili torafine dostokli dil pargim edilirdi. Onun kigik
Olclilii novii zZinqurov vo caras, boyiik névii iso ¢an vo daray adlanirdi.

Qiz1l vo yaxud glimiisdon hazirlanan xalxal bilorzik soklindo idi, iist to-
rofino zinqirovlar barkidilirdi.

Qumrov vo ya qumro kigik 6l¢iilii i¢ibos biirtinc kiiracik olub, daxilindo
iki-li¢ girdo kigik das va ya qurgusun qirma yerlosirdi.

Sinc ol tutacagi olan iki mis bosqab sokilli Ilovhadon ibarat idi, zil iso onun
miniatiir novii olub, bas vo orta barmaglara taxilirdi.

Laqquti Slgiilorino goro forglonon iki ayri-ayr yasti diizbucaq soklindo
olan I6vhadan ibarat idi. Onu iki ¢ubugqla ¢alirdilar.

Qasigek i¢ toroflori liz-iizo iplo baglanmis iki qasiq olub, arada qalan bos-
luga xirda metal pargalar1 salinirdi.

Saxsax agac dostoyin bir vo ya har iki ucuna iplo barkidilon bir torafi qa-
bariq olan iki dairovi taxta 16vhacikdon ibarat idi.

Kasa (kasa) yuxari hissasi enli olan fincan idi. Ifa zamani fincanlar miix-
tolif soviyyads su ilo doldurulurdu vo ¢ubugla onlara vurdugda miixtslif uca-
ligda saslor alinird.

Test moisotdo islodilon genis agiq torafi olan dayaz mis tas idi.

Sofail iki agac cubuqdan ibarat idi. Domir ilgoklor vasitosilo onlara domir
halqalar kegirilon iki metal ¢onbor borkidilirdi. Cubuglar ¢onborin daxilinds
yerlosdirilirdi.

Kamanin agaci yay kamani kimi oyilmisdi, onun kirisino metal I6vhocik,
halga va zinqirovlar kegirilirdi.

A8z qopuzu uclar1 uzadilmis vo arasina polad dilgok yerlosdirilon nal
soklindo domir ¢ubugdan hazirlanirdi.

Miniatiirlora goro solo caldiqda saz, riibab, ¢ong, ney, dohiil vo tobilbaz
istifado edilirdi. Cox vaxt barbat, gong vo ya ¢ong, rud va riibab birlikds sos-
lonirdi. Orgonun-¢ong, ¢ong-dof (xanandonin olindo), ud-dof, tonbur-dof, setar-
dof, rud-dof, ney-dof, koronay-gavdum duetlori mévcud idi.

Ansambllara asagidaki alotlor daxil idi: ud, rud, dof vo qaval; ud, kamanga
va dof; iki ney, iki dof vo dairo; musiqar, dof, dohiil vo tobira; musiqar, dof vo
gaval; musiqar, gaval va tobiro; koronay, gavdum, zurna vo qosanagara.

Xalq tamasalarinda istirakgilarin ollorindo bir-birino vurulan qasigek,
masqaraginin komorindo zinqirov, qumrov, raqqasslorin ayaqlarinda xslxallar
cingildayirdi [3]. Ddylisciilori ruhlandirmaq vo davada diismonlori vahimoya
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salmagq ii¢lin, habelo omin-amanliq zaman1 nofas (koranay, nay, gavdum, sey-
pur, mizmar, zurna, musiqar, nafir), membranli (kus, tobil, dohiil, tobiro) vo
0zonsoasli (sinc, coras, zong, kaman, doray) alotlords calirdilar.

OZONSOSLi CALGI ALOTLORI.
SELF-SOUNDING MUSICAL INSTRUMENTS.
CAMO3BYYAIIUE MY3bIKAJIbHBIE THCTPYMEHTBL

Xalxal. Khalkhal. Xanxaa.

e Zingirov.
\—"/ Zingirov.

3bIHTBIPOB.

Zil. Zil. 3n1.

Sinc. Sinj. Cunk. \

Qasigek. Gashighek. IN'nmbirek.

Kaman. Kaman. Kaman.

&—e

Saxsax. Shakh-shakh. [Ilax-max.

Sofail. Safail. Cadannn.
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Orta osr Azorbaycaninda yayilan 88 c¢algi alotindon yaxin giinloradok yal-
niz 17-1 ¢alinirdi. Macnun Korim, Abbasqulu Nocofzado vo Mommaodoli Mom-
modovun siradan ¢ixan calgi alotlorin borpasi tizro soylori noticosindo onla-
rin bir hissasi (ozan, qopuz, ¢ong, barbot, riibab, Sirvan tonburu, rud, niizho,
¢ogano, cogur, santur, kos, oalvah, oargonun) hoyata qaytarilib. Kamanca, ba-
laban, santur vo laqqutinin yeni novlori hazirlanib, tar vo kamanca yenidon
qurulub, ¢cong, balaban, zurna tokmillosdirilib. Bundan basqa, Qasim Qasimov
ctiraud, sinaud, valud, yektar, zil saz, ziilfar, Mommadoli Mommoadov — Qara-
bag kamani, ud-man, ayulduz, irs, Azarbaycan, ramis, sevgililor, elektro-ka-
manga, Olicavad Cavadov — siimsii-balaban, tiilok, neyvari, ziimziima, zurna-
balaban, Fikrot Quliyev — fitar, Famil Qurbanov — bas-kaman, Musa Yaqubov
— gosaqol kamanga, Ixtiyar Seyidov — ovuc neyi, Nax¢ivan tanburu, Mahmud
Solah — seskaman, sargi-tar, Adil Xalilov — buta kimi yeni alotlor yaratmislar.

Diistiniiriik ki, godim Azarbaycan c¢alg1 alatlori indi foaliyyst gostoron xalq
calgi alatlori orkestr vo ansambllarin torkibindo 6z layiqli yerlorini tutmasi ¢ox
uzaqda deyil. ©Ononovi alotloro qosularaq, onlar orkestr vo ansambllarin daha
olvan vo parlaq soslonmosino imkan yaradacaq]lar.

DUNYA MAHIYYOTLI CALGI ALOTI

Tar — Azorbaycanlilar arasinda on populyar calgi alstidir. Onun basqa
simli alatlorine oxsamayan goriiniisii dorhal diggoti calb edir.

Tarin simlorindon axan molahatli va koloritli saslor qulaga xos galir, din-
layicilori moftun edir. Bu, siibhosiz, milkommal qurulus, onda xalq melodiya-
larinin xiisuson, mugamlarin biitiin incoliklorini ¢atdiran polad, mis burumlu
simlarin, alatin qolunda mugamlarin kokiina uygun galon bes pardonin, ancaq
onlarin ifas1 zamani isladilon bom simin olmasi vo alstin basqa xiisusiyyatlorilo
izah olunur. Genis diapazon, aydin saslonmo, ahonglik, 6zlinomoxsus registrlor,
coxsasli akkord vo virtuoz passajlarin calinmasimnin miimkiinliiyli, sosin
dinamikliyinin uzun miiddat artmasi vo sonmasind nail olunmasi, koloritik
bozoklar, ¢alarlarin doracalors boliinmasi — biitiin bunlar tarin solo, miisayistei,
ansambl va orkestr aloti kimi istifads edilmasina imkan yaradir. Bununla bels,
tar, ilk ndvbada, mugamlarm solo ifasi iiciin avozsiz alotdir. Ifaginin biitiin mo-
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haroti vo alotin texniki imkanlart mohz bu zaman 6ziinii biiruze verir. Onda
insanin hissi, konlii vo arzusu daha parlaq catdirilir, golbi tam agilir.

Tar farscadan torciimodo “sim”, “sap” demokdir [31,65]. Adaton, bu sz
yalnmiz simlorin sayina gors forglonan eyni tipli alstlori isars etmok {igiin is-
tifado edilirdi. Masolon, yektar, diitar, setar, cahartar, ponctar vo sestarda doyi-
son birinci heca rogomlori (birdon altiya qodor) gostorir. Tar kimi ¢oxsimli
alotin adi tigiin bu sdzlorin kokiiniin se¢ilmasinin sababini izah etmoak ¢atin-
dir. Cox ehtimal ki, tarin ad1 “qimtar” soziiniin (qim — sas, tar/dar — agac)
sadolosdirilmosindon yaranib [20]. Maraqhidir ki, Morkozi Asiyada genis ya-
yilan ¢oxsimli (16-ya gadar) tonburun adinda osas kimi simlorin say1 deyil,
soslonmasi (qodim yunan dilinds “ton” — {irok, “bur” — tizmak) nozors alinib.

Qurulusca yalniz Pamir riibabi tara yaxin hesab edilir; basqa miilahizoyo
gora tar tonbur vo udun na iso bir hibrididir [86]. Daha avvalki monbolordo
belo variant sdylonilmisdir ki, tar setar vo ya Iranda genis yayilan qeycokin
osasinda yaranmisdir [41,84]. Lakin bu natico setarin gévdosinin formasinin
armuda bonzarliyi vo dori dekanin avozinds taxta olmasi ziddiyyat toskil edir.
Qeycokdo Ikili gdvdo olsa da, tardan forqli olaraq qisa qola va geriya ayilon
kollosi vardir. Bundan basqa, bu aloti kamanla ¢alirlar. Bu cohatlori nozoro
alaraq, tarin Qafqazdan, mohz Azorbaycandan miqrasiya etmasi istisna edilmir
[23,25]. O burada XVIII osrdon baslayaraq daha genis yayilmisdir.

Tarixon tar Azorbaycan vo Iranla hiidudlanan nisboton kicik arealda daha
cox yayilib. Onun bes simi (iki ag, iki sar1, bir bam), iri vo dorin ¢anagi olub,
uzun qoluna 27-28 pardo baglanib. Alot agirhigina goro ¢algr zamanm dizlor
tizorinds vo ya sinadon asagida saxlanirdi.

XIX osrin 70-ci illorindo tar gérkomli ifag1, Qarabagin yetirmasi, ¢algisina
moftun olan dinlayicilor ucadan “can!”, “Sadiq can!” sosladiklorino gora xalq
arasinda Sadigcan kimi taninan Mirzo Sadiq ©sodoglu (1846-1902) torafindon
yenidon qurulur. 9vvalco o, simlorin sayimi 18- galdirmis, sonra 13 — agagida
iki ligar, ortada qosa vo tok bomlar vo qolun yuxari hissasinds iki qosa cingiltili
simlo kifayatlonib, qolda iso 22 pards saxlamisdi. Qolun ayilmasins yol ver-
momok {i¢iin qol gdovdonin xiisusi ¢ixintisina barkidilir, daxilinds iso agac di-
rok yerlosdirilir. Bundan basqa, Sadiqcan gévdonin qalinligini azaldir, onun
konar toroflorini diizlondirir, bununla da gévdonin iist hissosini genislondirir vo
saslonmo giiciinii artirir. Cokico ylingiillogon alati artiq sino tizorindo saxlamaq
miimkiin idi. Bu da tarin ifagiliq imkanlarini xeyli artirmisdi [17].

Belo qurulusda sohrot qazanan tar tezliklo biitiin Qafqazda, Tiirkiyonin
Qars vilayotindo vo Morkoazi Asiyada yayilir. Bessimli tarin iso Markozi vo
Conubi Iranda istifadosi davam edir. XX osrin baslangicinda Iran musiqigisi
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Qulamhiiseyn Dorvisxan (1873-1926) ona altinci simi olavo edir [84]. Yenidon
qurulan tar iso “Azorbaycan tar1” adlanaraq [25] XIX oasrin sonuncu riibiindon
baslayaraq Azorbaycanda genis yayilir. 1929-cu ildo alotin daha dayanaqli
koklonmasi ticlin simlorin say1 11-a gqodar azaldilir.

Kegon osrin 30-cu illorinds tarin saxlanmasi vo ya inkar edilmosi moso-
losinda [53] Azorbaycanin dahi bostokar1 Uzeyir Haciboyli onu borabor tem-
perasiyali 12 tonlu kokii olan alstlor sirasinda qoruya bildi [36] vo bununla
da notlu xalq, opera vo simfonik orkestrlorin torkibino daxil edilmasini tomin
etdi. Bunun naticoasindo orta xiisusi musiqi moktoblorinds vo konservatoriyada
tar siniflori agilir.

Tarin torkib hissalorine ¢anagq, i¢ qol, kiip, qol, kolls, asix, pords, xorok vo
simlor aiddir. Alstin imumi uzunlugu 830-890 mm arasinda doyisir.

Tarmn govdasi:
rekonstruksiyadan avval vo sonra.

Body of the tar:

before and after reconstruction.
Kopnyc Tapa:

JI0 Y TIOCJIe PEKOHCTPYKIIHH.

Rezonator rolunu oynayan govde uzunsov, gabariq, yan toraflordon si-
x1lmis, iki hissadon — boylik vo kigik canaqglardan ibaratdir. Ustalarin tosbeh
sokilda dediyi kimi, onlar miivafiq olaraq els bil “lirok” va “boyrok™ rolunu
oynayirlar. Sos “lirok”’ds giiclonir vo “gdbok”don (bdyiik ¢anaqdan kicik ca-
naga kecid yeri) kegorok “bdyrok”ds siiziiliir. Ust torofdon ¢anaq 8 roqomini
xatirladir. Canaq biitdv tut agaci par¢asindan hazirlanir.

Uzun qol iist torofdon yasti, alt torofdon iso doyirmidir. Calg1 zamani sol
olin horokatini yiingiillosdirmok tigiin qol yuxar1 uca dogru todricon daralir.
Qolun hazirlanmasi ii¢lin qoz agacinin 6zayindon istifads edirlor.
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Canaq vo qol konussokilli tut, orik vo ya qoz agacindan hazirlanan kiipa
borkidilir.

Kallo 6n, iist vo alt toroflordon acgiq, ensiz, dorin, yan vo konarlar1 dairovi
vo ya fiqurlu (¢cox vaxt ulduzsokilli) kosiklori olan qutu soklindodir. Ona {ist
torofdon {i¢ boyiik (doyirmi basligl) vo ii¢ kicik (yasti bashqli) asix, oks
torofdon iso li¢ boyiik asix kegirilir. Onlar oksor hallarda armud agacindan
hazirlanir. Belo asixlar kollods yaxs1 “otururlar”.

Sam agacindan olan i¢ qol kvadrat soklindadir. Dayagin bir ucu ¢canagin
daxilindo onun asag1 hissasing, digor ucu iso qolun qurtaracagina dironir. O
golun asagi, yuxari vo ya konarlara oyilmasing (¢ongal) imkan vermir.

Canagin aci1q torafino — sos rezonatoru rolu oynayan dekaya (ziz) membran
kimi garamalin (camigdan basqga) ilirok vo ya naqgqga baligin dos pordosi ¢o-
kilir.

Qola bir-birindon miioyyan masafods enins 22 pards baglanir. Pordslorin
sayl demok olar ki, bir yarim oktavani ohato edon 22 pillodon ibarst olan
tar sosdiiziimiiniin hocmino uygun golir. Tarin osas sosdiiziimii Azorbaycan
musiqisino xas olan 17 pillali gammani yaradir. Pardslor alato inco soslonmo
veran qoyunun act bagirsagindan hazirlanir. Son vaxtlar bagirsag: ketqutla vo
ya kapron sapla ovoz edirlor. Bunun naticosinda tar bir godor sort saslonsa do,
pardoalor daha méhkom olur.

Boyiik canagin dekasinin morkozindo boylik xorok, gévdonin alt hissasindo
alt xaraok yerlosir. Kallonin qolla birlosdiyi yerds kigik xorak, qolun yuxari
konarmin orta hissasindo — kigik olava xorokciklor qoyulur. Onlarin vozifasi
(alt xarokdon basqa) canagin vo qolun tizorinds simlori miioyyon hiindiirliikde
va bir-birindon lazimi masafods saxlamaqdir.

Tarin miixtolif qalinligda 11 metal simivardir. Asagida yerlogon nazik qosa
ag, sar1 vo kok (dom) simlor osas sayilir, onlarda melodiya c¢alinir. Sonraki
qurmizi rangli bom kok (ton) sim saslonmoni zonginlosdirir vo akkordlarda is-
tifado edilir. Kok simlordon yuxari toxminon iki dofa qisa olan iki ciit ag sim —
zang (cingana) simlor yerlosir. Onlar ton simi kimi ¢alg1 zamani qola sixilmur,
lakin mugam sonluglarinin soslonmasini, homginin frazalar arasinda miioyyon
ucaliqda kadanslar1 tomin edon rezonans rolunu oynayirlar.

Osas (iki ag vo iki sar1) vo zong simlor bdyiik, bomlor iso kicik agixlara
sarinir. Simlorin bu qaydada barkidilmasi, onlar1 kdklodikds ifaginin bu vo ya
digor simo uygun golon asix1 tez miioyyon etmoya komok edir.

Simlor dis soklinds olan mizrabla saslondirilir. O albali agacinin qabigi,
stimiik, kol buynuzu vo ebonitdon (avvallor mis vo ya qizildan olan mizrablar
da istifads olunurdu) hazirlanir.
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Canagq, qol, kollo vo asixlar ¢cox vaxt sadof vo bazon ronglonon stimiiklorlo
(ovvallor qizil vo giimiislo naxis vurmadan da istifado olunurdu) bozaodilir.
Belo tarlara adoton “sodofli tar” deyirlor. Qeyd etmok lazimdir ki, qolun iiz
hissosindoki gosong naxislar estetik gozollikdon olave, hom do funksional rol
oynayir: qolda pardslorin yerlogdiyi yerlori gostorir.

Azorbaycan ustalarmin hazirladig: tarlar dofalorlo Tiirkiyo, Iran, Hindis-
tan, Fransa vo Hollandiyada niimayis etdirilib. Onlarin bir qismi diinyanin
aparict muzeylorindo qorunur.

Tarda oturaraq calirlar. Bu zaman tar dos qofasinin yuxari hissesinda {ifiiqi
vaziyyeotds saxlanilir vo azaciq sag slin bilayile sixilir, canagin alt hissasi iso
ifacinin sag ¢iynindon bir qodor asagida yerlosir.

Mizrab sag slin iki (bas vo sohadot) barmaglar arasinda saxlanir vo simlora
boylik canagin ortasinda vurulur. Eyni vaxtda sol olin {i¢ barmagi ilo (sohadot,
orta vo iiziik) simlor miioyyan yerlordo pordolor iizorino sixilir vo miixtolif
ucaligda soslor alinir, bag barmagq iso alotin qolunu saxlayr.

Azorbaycanin xalq artisti Ramiz Quliyev.
People’s Artist of Azerbaijan Ramiz Guliyev.
Hapomusrii aptuct Azepbaitmkana Pamus Kynues.

Mahir ifagilar mugamlari ifa edorkon ¢anaga yaxin qol hissesindo ¢ecolo
barmaqdan da istifado edirlor. Aloti lazim goldikdo pissikato texnikasinda
simlori sol alin barmagqlart ils iligdirmakls do saslondirmok miimkiindiir.

Calg1 zaman1 miixtolif mizrab strixlori vo tisullarindan istifads edilir: miz-
rabla yuxaridan, asagidan, yuxar1 vo asagidan vo ya oksino, yliksok siiratlo
yuxar1 vo asagidan, daima yuxaridan, asagidan vo yuxaridan, barmaqlarin sim
boyunca horokati, alotin silkolonmasi, vibrasiya, qlissando, ki¢ik ¢anaqda vo
ya boyiik xoroys yaxin ¢algt.
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Musiqi asorlorinin miioyyon hissolorini gabariq vermok vo onlar1 daha
rongarong catdirmaq {ic¢lin tocriibali musiqigilor homg¢inin basqa mizrab
strixlori islodirlor (ruh/ruxt, ¢ahar, ¢irtiq, alif, gosa-mizrab, giilriz, zongi-stitiir
vo s.) [33]. Tarda dinamik calarlarin alinmasinin bagqa iisullar1 da mévcuddur:
xun vo ya xum, hal mizrab, narin mizrab va s.

Sol olin barmaqlarinin istifado xiisusiyystlorindon asili olaraq onlar
mixtolif ciir adlandirilir: “adi barmaq”, “siiriisdiirma barmaq”, “dartma”,
“lal barmaq” va s.

Qosa ag, sar1 vo zong simlor miioyyon ucaligda unison koklonirlor, yoni
daimi koko malikdirlor. Sar1 vo zong simlor arasinda yerlogon {li¢ kok sim (dom
va ton) doyison, yani ifa olunan mugam vo ya asarin lad asasindan asili olaraq,
miixtolif ucaligda koklonirlor. Bu halda har bir kok sim domsaz va ya harmonik
fon soklindo mugam vo ya onun sébalorino xas olan istinad sosi yaradir. Cal-
gidan ovval tarzon hokmon 6z alotini ifa olunan mugamin tonalligina uygun
koklayir. ©vvalco qosa ag vo sari, sonra zong vo axirda, kok simlor koklonir.

Tarin diapazonu kigik oktavanin “do” sasindan ikinci oktavanin “sol”, solo
calgisinda iso — “lya bemol”, “lya” saslorins qodordir. Tar ii¢lin musiqi partiya-
lar1 messo-soprano acgarinda yazilir.

Azarbaycanda vo ondan ¢ox-¢ox uzaqlarda Mirzo Sadiq, Mosadi Zeynal,
Moasadi Comil Omirov, Sirin Axundov, Mirzs Farac, Qurban Pirimov, Mirza
Mansur Mansurov, ©hmod Bakixanov, Bohram Mansurov, ©Oliaga Quliyev,
Hac1 Mommaodov, ©hson Dadasov, Hobib Bayramov, Baba Salahov vo b. ma-
hir tarzonlorin adlart moshur olmusdur. Onlarin yaradiciliq oanonolorini iste-
dadli gonclor davam etdirirlor.

Tar solo vo miisayistedici alot kimi holo XIX asrin ovvollorindo yaradilmis
genis ansambllarin torkibins daxil edilon ilk alstlordon biridir. Tar — tarzondon
basqa kamangag¢i vo gavalda calan xanondodon ibarot sazondo dostosinin
ovozedilmoz “istirakgisidir”.

XIX asr vo XX asrin birinci yarisinda Cabbar Qaryagdioglu, Obdiilbaqi
Ziilalov, Islam Abdullayev, Seyid Susinski, Ziilfii Adigézolov, Xan Susinski
va basqalarinin sazondo ansambllar1 oldugca moshur idilor [80]. Ke¢misdo ol-
dugu kimi, indi do mugam ticliiklori vo ansambllari cox populyardir. Diinyanin
cox Olkalorinda sonotino maftun olduglart Alim Qasimovun ansamblin1 geyd
etmok kifayotdir.

Tar Azorbaycan xalq ¢alg1 alotlorinin orkestr vo ansambllarinda osas alot-
dir. Tarin mugam operalarinda biitiin sohna boyu rolu boyiikdiir. Azorbaycan
bostokarlar1 opera, balet vo musiqili komediyalarin partituralarinda xiisusi par-
tiyalar ayirmagqla onun imkanlarindan moharatls istifads etmislor.
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Qurban Pirimov tar1 ilk dofo solo alot kimi estradaya ¢ixarmisdir, Haci
Mommadovun ifasinda iso ilk dofo Avropa klassiklorinin asorlori, homginin
fortepianonun miisayioti ilo Azorbaycan bastokarlarimin vokal asorlori
soslonmisdir. Ramiz Quliyev Moskvada Rusiya Radio vo Televiziyasinin est-
rada-simfonik vo Rus Akademik ¢alg1 alotlori orkestrlori ilo birgo tarda cal-
misdir.

Hac1 Xanmommodov ilk dofo tar ilo simfonik orkestr tigiin “Konsert” yaz-
migdir. Sonra o, daha dord konsert bastoloyib. Tofiq Bakixanov bes, Yasar
Xolilov iso iki konsert yazmislar. Onlarin tocriibolorini Zakir Bagirov, No-
riman Mommaodov, Ramiz Mirisli, Firongiz Babayeva, Nazim Quliyev vo Ka-
mal ©Ohmoadov davam etdirmislor.

Tar ilo xalq calg alotlori orkestri {iclin Soid Riistomov torofindon ilk
“Konsert”in yazilmasi dinloyicilorin hodsiz rogbastini qazanmisdi. Sonralar
Stileyman ©lasgorov vo 9dviyys Rohmotova tar ilo orkestr {igiin ii¢ konsert
bastolomislor. Belo konsertlor Cahangir Cahangirov, Mommoadaga Umidov vo
Yagar Xolilov torofindon do yaradilmisdir. Siileyman Olosgorov tar vo xalq
calg1 alotlori orkestri iicin “Daimi horokot”, ©dviyyo Rohmotova “Hozin
rogs”, Nadir ©zimov “Xatira”, Nazim Quliyev iso ”Nogsicahan” konsertini
yazmislar.

Tofiq Bakixanovun tar ilo simfonik orkestr ii¢iin “Azarbaycan” simfo-
niyasi, Sofigo Axundovanin “Siiita”, Tofiq Bakixanovun tar vo skripka ilo
simfonik orkestr {iciin “Ikili konsert”, Sevda Ibrahimovanin tar vo kamera
orkestri li¢lin “Qarabagnama”, sas, tar vo simli orkestr ii¢iin “Oda”, “Qurban-
siz qalan tarim” elegiya-xatiro, tar, f-no vo simli orkestr ii¢iin “Sonin ii¢iin
darixiram, “Susam”, Eldar Mansurovun tar, iki skripka, alt vo violongel iigiin
“Saqinamo”, Azor Rzayevin sas, tar, kamanga vo kamera orkestri ti¢iin “Ov-
sar1”, “Qarabag sikostosi”, tar vo kamera orkestri li¢lin “Diislinca”, “Qayta-
817, “Heyrat1”, Mommad Olokborovun iki tar tigiin “Pyes”, Firongiz Babaye-
vanin tar {i¢iin “Sonatina”, Elnaro Dadasovanin “Pyes”, Rauf Oliyevin “Va-
riasiyalar”, Nazim Quliyevin “Pyes”, Aliyo Mommadovanin tar vo kamera
orkestri tigiin “Hiimayun”, Mommad Cavadovun iki tar vo iki kamangca iigiin
“Kvartet”, Yasar Imanovun iki tar vo simfonik orkestr iigiin “Dostluq raqgsi”,
Sardar Faracovun iki tar, iki kamanca va f-no li¢iin “Kvintet”, Lalo Cofa-
rovanin tar vo simfonik orkestr i¢iin iki “Rogs” osorlori boyiik maraq kosb
edirlor.

Stileyman Olasgorovun tar vo fortepiano iigiin “Skerso”, Xalil Coforovun
“Lirik rogs”, Agabaci Rzayevanin “Votonporvorlor mars1”, Sordar Forocovun
“Pyeslar toplusu”, Nazim Quliyevin Mikayil Miisfigo hasr etdiyi “Soni kim
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unudar” pyesi, “Qizlar bulag1”, Tahir Okbarin solist, xor, tar, balaban vo or-
kestr ticlin “El oglu, hay ver” kompozisiyasi, Vasif Allahverdiyevin solo tar
iiclin “’Qarabag haqqinda ballada”, Ceyhun Allahverdiyevin tar, kamanga, ba-
laban, nagara vo kamera orkestri iigiin “Naznazi-Kapriccio”, “Turaci” rogslori,
tar, kamanca vo kamera orkestri liciin “Skerso”, Homid Vakilovun tar ii¢iin
“Sidirgr” vo “Cilgin” ragslori, Kamal ©hmodovun tar ilo fortepiano {i¢iin “So-
nata”, Yasar Xolilovun “S6zsliz mahn1”, Adilo Yusifovanin “Alov” fantazi-
yasi, Piko Axundovanin “Sonata” vo “Konsert pyesi”, Novruz Aydomirlinin
“Qolobo mars1”, tar vo f-no {igiin “Ballada” asarlori diggoatolayiqdir.

Uzeyir Haciboylinin “Birinci fantaziya”, Said Riistomovun “Sevinc
rogsi”, “Azorbaycan siiitasi”, Cahangir Cahangirovun “Misir 16vholori”,
Adil Gorayimn “Sahnazsayagi”, “Baxcakiird”, “Sofikiird”, “Giiliistan”, Siiley-
man Olasgorovun “Sonatina”, “Sozsliz mahnilar”, Vasif Adigézolovun “Lirik
rogs”, Hoson Rzayevin “Cahargah”, “Skerso”, “Rogs-tokkata”, Dadag Dada-
sovun “Sonata’sinda tara genis yer ayrilib.

Azarbaycan xalq vo pesokar musiqisi tarsiz ¢atin ki, bugiinkii yiiksok so-
viyyesino cata bilordi. Mohz tar vo onunla six bagli olan mugam sonoti va-
sitosilo diinya Azarbaycan xalq musiqisinin mahiyyastino vo spesifikasina bo-
lad olmusdur.

Molum oldugu kimi, orta osrlordo ud biitiin ¢alg1 alotlorinin “sah1” sayilirdi.
Eyni epiteti ¢okinmoadon bizim zamanimizda Azorbaycanlilar 6z tarina da samil
edirlor. Tar hagli olaraq Azorbaycanin milli simvollarindan biri hesab edilir.

SAZ — AZORBAYCAN ASIQLARININ
AYRILMAZ ALOTIDIR

Saz — Azorbaycan xalqinin on sevimli simli-mizrabli ¢alg1 alotlorindon bi-
ridir. Onda asasan, qopuzun miisayiati ilo oxuyub-¢alan ozanlarin anonalarini
davam etdiron asiqlar calir [52].

As1q sonatinin tiirkdilli vo bagqa xalqglar arasinda genis yayildigina goro
saz Qafqaz, Iran, ©fqanistan, Suriya, Tiirkiyo vo Balkanlar1 ohato edon genis
orazids eyni adla taninan, ¢ox az rast golon alotlordon biridir. Tiirkiyads bu
aloti “baglama” da adlandirirlar [70].
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Orta osrlords “saz” s6zii oksor hallarda, imumiyyatlo, ¢alg1 alstlorini geyd
etmok {i¢iin istifado edilirdi. Bu mona indi do Tiirkiyado saxlanir [69]. Sonralar
bu sozlo asiglarin ¢aldigi alot adlanmaga basladi. “Saz” s6ziiniin bagqa monasi
— yaxs1, yani “kdklonmis”, “sazlanmis” voziyyatds olan demokdir.

Orta osr klassik Azarbaycan poeziyasinda saz calgi alotinin adinin ¢okil-
mosi genis yer alib. Miixtolif osorlordo sazin soslonmasi, qurulusu vo novlori
haqqinda sohbot acilir. Mosalon, Xagani Sirvani birsimli saz, Nizami Gon-
covi isa ciira-sazin adin1 ¢okir. Sah Ismayil Xotai seirlorinin birindo saz1 belo

toronnim edir:

Bir giin al5 almaz olsam man sazim,
orsa dirak-dirak ¢ixar manim avazim.
Dord is vardir har qarindasa lazim:
Bir elm, bir kalam, bir nafas, bir saz.

Coxsayh dolillora gora, ovvallor sazlar ki¢ik olmuslar. Onlara at quyrugu
tiikkiindon vo ya ipak sapindan ii¢ sim baglanib.

As1q poeziyasinin yeni formalariin yaranmasi vo mugamlarin tosiri sazin
texniki vo badii imkanlariin tokmillogmasini tolob edirdi. Bu ¢anagin 6l¢ii-
stiniin boyilidiilmasing, qolun uzunlugunun, sim vo pardslorin sayimin artiril-
masina sabab olmusdur. Sazin sos sirasinin genislonmasi biitiin malum asiq
havalariin ifa etmoyo imkan vermis vo bununla da sonralar alotin genis ya-
yilmasini tomin etmisdir.

Miiasir sazlar dl¢iiloring, sim vo pardalorinin sayia gors forglonirlor. Bo-
yiik 6l¢iilii alatlor (1000-1100 mm-9 gador uzunlugunda) tavar vo ya bdyiik
saz, orta Olctli aloatlor (800-900 mm) — orta saz, kigiklari iso (540-700 mm)
— cliry, qoltuq saz1 adlanir. Simlorin sayi tavar sazda — 8-11, orta sazda — 8-9,
ciirado — 4-5-dir. Iri sazlardan asiglar, kigiklorindon iso orkestr vo ansambllar-
da, homginin asiqlar sagirdlorino tolim kegorkon istifado edirlor.

Keg¢misdo 1500 mm-dok uzunlugunda, 12 simli daha boylik sazlar — bas
tavar vo ya ana saz da olmusdur. Hazirda asiglar 9 vo ya 11 simli alstlori ana
saz adlandirirlar.

Azarbaycan xalq calg: alatlori orkestri vo ansambllariin torkibine uzun-
lugu 800 mm-o qodor, 5-6 simli vo 17 pardali orta 6l¢iilii sazlar (orkestr saz1)
daxildir.

Sazin agac hissolorino dorin ¢anaq (¢omg¢a, gobul, gévda), uzun qol (bilok),
kiip (bega, bogaz), deka (sina, dos, qapaq), asixli (qulag, burgu) kollo vo xorok
aiddir.
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Saz. Saz. Cas3.

Canaq payizda kasilmis vo 2-3 ay saxlanilan tut agacindan hazirlanir;
uzunlugu 450-500 mm, eni 300-450 mm va dorinliyi 200-300 mm-dir. Bir
qisim sazlarda gévdonin asag1 konturu qabariq goriiniir (garpizi), basqalarin-
da iso bir gqodor yastilanmis olur (yemisi). Dovriimiizdo gévdosinin formasina
gora yuxarida adlar1 ¢okilon novlor arasinda orta voziyyat tutan Tovuz sazi
(hazirlanma yerino gors adlandirilib) daha genis yayilib.

Ovvallar, kotiiyl xarici va daxili tarafdon yonub, ona gévdonin formasini
verirdilor (moshur Asiq ©losgorin saz1 bels idi). Sonralar yaxsi saslonmaosi vo
hazirlanmasini asanlagdirmaq tli¢iin gévdoni 420-450 mm uzunlugunda agac
dilimlordon (bugum, qabirga, yarpaq) hazirlamaga basladilar. Dilimlorin say1
5-11 arasinda doyisir, cox vaxt — 9 olur.

650-700 m uzunlugunda olan qol, bir qayda olaraq, qoz agacindan dii-
zaldilir. Alatin yaxst soslonmasi ii¢lin, bozon qolu doyisdirorak i¢ibos edirlor.
Belo sazlar xakaband adlanir. Qol iist torofdon kosilir igorisi yonulur, ora bir
necd qirma salinir, sonra iz avvalki yerina yapisdirilir. Qolun bilavasito da-
vami olan, 120 m uzunlugunda koallods simlorin sayindan asili olaraq asixlar
tictin daliklar (gozlar) agilir.

Kiip tut, arik va ya qoz agacindan 90-120 mm uzunlugunda hazirlanir. Ona
canaq va qol barkidilir.

Alotin dekasi tigiin 3-4 mm galinliginda tut vo ya palid agaci misarlanir vo
hamarlanir. Dekanin orta hissasi yatmasin deys, od tizorinds qarsalanir. Sazin
yaxs1 va giiclii soslonmosi ti¢lin dekada simlorin altinda 5-6 rezonator daliklori
(sasliklor) agilir.

Asixlar qoz, orik, armud vo ya fistiq agacindan hazirlanir vo sazin koallo
hissasinds qolun {ist va yan toroflorindos acgilan “gdz”lors taxilir.
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Dekanin asagi torofindon dord barmaq mosafodo (toxminon 70-80 mm)
orik vo ya armud agacindan ayaq xorok, qolda iso asixlara yaxin buga vo ya
camis buynuzundan al¢aq bas xorok yerlosdirilir.

Canagin arxa hissosindo simlorin asagi uclarin1 barkitmok ticlin stimiik,
metal vo ya agacdan olan 16vho (ayaq, daraq) por¢im edilir.

Qola gqoyunun ac1 bagirsagindan (kiris) hazirlanan pordolor baglanir. Indi
bagirsaq pardslor kapron sapla ovoz edilib. ©Ovvallor asiq sazlarinin ¢goxunda
sokkiz pards olurdu. 11 pords ilo biitlin asiq havalarin1 ¢almaq miimkiin idi.
Hazirda onlarin say1 adoton 16-17 olur. Hor bir pords nasildon-naslo kegon,
onlarin qoldaki yerlorini, sazin sasdiiziimiinti, sas yiliksakliyini saciyyslondiron
adlara malikdir (bas, orta, sah, divani, bayati, be¢a va s. pardalor). Hom do
miixtolif asiq regionlarinda pardslorin adlar1 forglons bilordi.

Asiq sazinda 8-9 vo ya 11 sim (tel) vardir, lakin oksor hallarda 9 simli saz-
lardan istifado edilir. Nazik simlor eyni qalinliga malikdirlor, polad vo giimiis
xolitosindon hazirlanir. Doqquz simli sazda ii¢ asag1 vo bir yuxar1 simin uclari
list agixlara, li¢ orta vo iki yuxari siminki is9 yan asixlara sarinir.

Sazi gilas vo ya albal1 agac1 qabigindan hazirlanan mizrabla (tazona) galir-
lar. Tozons tutan sag olin simlor va sol alin qol boyu pardslor iizorindo sorbost
harokati, ifaginin yorulmamag ii¢tin, kiip vo ¢anagin arxa yan torofindoki qar-
magqlara baglanan vo ¢iyino kecirilon qayis (gaytan, asirma) vasitosilo saz si-
nado saxlanir.

Oksor hallarda ¢anaq, qol, kiip, iz taxtasinin konarlar1 vo agixlarin bas to-
roflori sodof (sirga-sadaf), sirmay1 vo siimiikdon olan “¢ilik”, “aypara”, “da-
raq”, “dirnaq”, “pitik”, “paxlava”, “zoncirvari”, “buta”, “dama”, “cida-
burnu” adlar ilo taninan miioyyon hondosi formali naxislarla bazadilir.

Sazi, adoton bag torofdon nazik iplo ¢okilib baglanan tiind parcadan tikil-
mis Ortiido (koynak) saxlayirlar.

(alg1 zamani saz iifiiqi voziyyatds saxlanilir, canagi sinanin yuxari hissasino
sixilaraq sol allo vo ¢iyindon arxaya asirilan gayisla tutulur. Sag olin sohadot vo
bas barmaglarin uclar1 arasinda yerlogon tozons ¢anaq iizorindo simlors vurulur,
sol alin barmagqlar ( sohadot, orta va {iziik) iso sazin qolu boyu horaokot edorok
simlori pardalars sixir. Asiq ayaq listo oxuyur va 6ziinli sazda miisayiot edir.

Simlor unison koklonon ii¢ qrupda birlosirlor: a) 3+2+3; 6) 3+3+3 ¢) 4+3+4.
Buna goro alati adoton ii¢ felli saz adlandirirlar. Registra goro 3-4 asagi simlor
(avaq, barmagq, alalti, danisan) zillor, 2-3 orta, ara simlor — bomlor (past/ar),
3-4 yuxari, tist burdon simlor iso — domlor ( zii tutan, orta zillor) adlanir.

Domsaz (pedal) rolunu oynayan dom simlor unison kdklonir vo ucaligina
goro zil simlorlo miigayisods bir az asagidir. Homiso agiq qalan orta — ni-
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zamlayicit bom simlor sos ucaligina goro on asagidir. Onlar dom simlorlo birgo
miisayiat¢i rolunu oynayaraq, unison, oktava va ya kvarta-kvinta miinasibatindo
koklonirlor; ayaq vo iist simlordon forqli olaraq saslonmo ucaligi doyisir.

Sazlarin koklonmosinin 7 névi vardir (ana kék, dilgami, tirfant, ayaq divant
va b.). Zil vo dom simlorin kokii biitiin koklonma ndvlorindo daimidir. Miivafiq
olaraq birinci oktavanin “do” va kigik oktavanin “si bemol” soslorino kdklonir.
Bom simlorinin kokii ifa olunan havanin lad-harmoniya xiisusiyyatindon asili
olaraq doyisir. Onlar zil vo dom simloro goro adoton kvinta-kvarta intervalinda
koklonir, yoni kigik oktavanin “fa” sosino uygun golir. Bu, sazin asas kokiidiir
(ana kok).

Asi1q basqga ciir koklonon bom simlordon istifads edorok, kokii doyismoyon
dom simlarls onlarin hamahangliyinin miixtalifliyine nail olur. Bundan slava,
asiglar melodik qrup simlorindon moharatlo istifado edirlor; barmagqlar1 ilo
pardoyo yalniz bir, iki vo ya li¢ sim sixilir vo bununla melodik xatti tremolo ilo
tozonani bir qrup simlorin tizorinds yuxaridan asagi vo oksino asagidan yuxari
vurmaqla, ya da dinamikliklo ayirirlar. Beloliklo, asiglar arabir dordsasli hom-
ahongliyo vo dinamik calarlarin genis spektrino nail olurlar.

Tozononi biitlin simlorin lizorinds yuxaridan asagi vo asagidan yuxari cin-
qildatmaqla alinan strixdon tez-tez istifado edilir. Cox vaxt ndvbo ilo tozono
yuxaridan asagi biitiin simlore vo miioyyon bir qrup simlora vurulur. Cixis za-
man1 asiqlar niianslarin vo miioyyon tembr effektlorinin alinmasi iiglin hom-
¢inin sol olin barmaglarindan tez-tez istifado edirlor (basma, siirtma, vurma
va s.). Calg1 zaman1 melodik simlorin barmagqlarla (sohadot, orta vo iiziik)
paordoyo sixilmasindan, barmagin yuxart vo asagi cold horokotindon alinan
titroma, dekaya ¢irtiqg vurulmasi, homginin barmaglarin qolda vo xorakdo, de-
kanin morkozindo simlora asta vurulmasi, alatin sina lizorinda bir ne¢o dofa
asag1 vo yuxart silkolonmasi totbiq edilir. Simlor tizorinds iist vo alt tozoninin
vurulmasinin tokrarlanmasi sazda osas ¢alg1 tisuludur.

Asi1q sonatindo ancaq sazda ifa edilon asiq havalar1 (onlarin say1 100-don
coxdur) voxiisusi seir formalarinda (qosma, gézollomo, miixommas, divani, toc-
nis v s.) asigin 6ziiniin qosdugu mahnilar vohdat soklinda birlasirlor. Asiglarin
repertuarinda dastanlar (qohromanlig-epik sdylomoalor), ustadnamolor (6ytid-
nasihat mahnilari), lirik vo gohromanliq mahnilart mithiim yer tutur. Bir-birino
seir soklindo qifilbond toklif edon iki, {i¢ vo ya dord asigin sual-cavab soklindo
yaris1 — deyigsmosi kegirilir.

Sazda hom solo, hom do asiq ansambllarinda ¢alirlar. Cox vaxt asiq hava-
catiin biitiin gozolliklorini parlaq vo incoaliklo oks etdiron ustad asiglar toro-
findon havalarin instrumental variantlar1 da ifa edilir.
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Omokdar madoniyyat iscisi 9dalat Nasibov.
Honored Worker of Culture Adalat Nasibov.
3acmy:KeHHbIH pabOTHUK KyIbTypsl Axajar Hacudos.

Qeyd etmok lazimdir ki, mugamla yanasi, godim ononoalors sdykonon
Azarbaycan xalq musiqisinin zongin vo miixtalif istigamotli saxalorindon biri
olan as1q sonati 6lkomizin miixtalif bolgalorinds coxdan yayilib. Heg tosadiifi
deyildir ki, o YUNESKO-nun basoriyyatin sifahi vo geyri-maddi sah asorlori
iizro Reprezentativ siyahisina daxil edilmisdir.

Saz, onun yaranmasi va inkisafi, qurulus xiisusiyyatlori, ifa tolimi asiq poe-
ziyast vo musiqinin qarsiliqlt alagasi masalalari ilo mosgul olan musiqisiinas
va folklor¢ularin 6nom verdiyi todqiqat sahosidir [24,38,42,43,58,63,71]. Bu
alot tiirk diinyasinin vo onun xalglarinin ruhunu oks etdiron simvolu sayilir.
Sazi dinloyarkon, onun hadsiz doracads hazin va cingiltili saslonmosins valeh
olmamaq miimkiinstizdiir.

Sazin miisayioti ilo asiq havalari ¢alinan zamani ifaginin daxili alomi, hiss-
lori, emosional durumu, eloco do homahangliys vo ritmino géro miixtolif so-
ciyyali melodiyalar1 ¢atdirmaq bacarigir miithiim shomiyyat kosb edir. Onlar
homiso tam biitdvliik yaratmalidirlar. Yalniz bu halda asigin sazda solo ¢algisi
osl ifaclllq moharati soviyyasina gatir.

As1q sonati ilo yaxindan tamisliq dahi Uzeyir Hacibaylinin skripka, violon-
cel vo fortepiano tigiin “Asigsayagi”nin bastolonmasing stimul olmusdur. Asiq
havalar1 asagidaki asorlora do kegmisdir:

Agsin Olizadonin kamera orkestri liclin “Asigsayag1” pyesi vo “Besinci
simfoniya”si;

Roasid Ofondiyevin saz, fortepiano vo zorb alotlori li¢lin asiq melodiyalari
movzularinda “Pyes” silsilosi;
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Cahangir Cahangirovun “Asiq Al1” kantatasi;

Rosid Sofoqin saz, solist vo usaq xoru ligiin “Asiq Al baba” mahni-soh-
naciyi,

Tahir Okborin saz, solist, tar, kamanca vo orkestr ii¢iin “Azorbaycan”
poema-dastant;

Aydin ©zimovun sas, saz, tar vo ud ii¢iin “Ozan sosi” vokal silsilosi;

Elnara Dadasovanin saz vo xor iigiin “Alqis geyrotino” himni.

Bu osarlords sazdan aparici alot kimi istifado edilmisdir.

Stileyman Olasgorovun saz, miigonni vo orkestr ticlin “Asiqvart” siiitasin-
da sazin badii vo texniki imkanlar1 yaxsi acilir. Cavansir Quliyev saz va alt
iiclin “Sonata”, saz vo nofas aloatlori kvarteti {igiin “Sonatina”, fleyta, violongel
va saz liclin “Karvan” triosu bastolomisdir.

Soid Riistomovun “Azarbaycan” siiitasi (1-ci hissa), Cahangir Cahangiro-
vun “Misir 16vhalori” (3-cii hisso), Hact Xanmommodovun “Bayram siiita-
s1”nda (1-ci hisso) saz osas melodik xatti aparir, nofas alotlori ilo (balaban vo
tiitok) birlosorak dinloyicilords yaxsi toassiirat yaradir.

Sazin sosi Azorbaycan musiqisinin miiqayise edilmoz doracods biitiin go-
zolliklarini ¢atdiraraq, coangavarlik ruhu yiiksaldir, toy senliklarini bazayir, in-
sanlar1 tiroklondirir, sadli§a ¢agirir, manavi cohatco yliksaldir.

ALOTLORIN ON AHONGLISI

Qodim Azorbaycan simli-kamanli musiqi aloti olan kamanc¢a son doroco
inco, yumsaq vo maftunedici soslonmoyo malikdir. Onun sasi dinloyicini hey-
ran edir, diistincoyo daldirir. Tosadiifi deyildir ki, Azorbaycan professional mu-
sigisinin banisi Uzeyir Haciboyli kamancani1 Azarbaycan calg alotlorindon on
melodiklisi saymisdir [37].

Kamanca adiyla bu alot Qafqaz, iran vo ©fqanistanda malumdur. Misirdo
eyni alot “kamanqa”, Tiirkiyodo — “1kl1g”, Markozi Asiyada — “qijok™ adlanir.
Maraqlidir ki, Tiirkiyade “kamanca” adiyla basqa yayli alot molumdur, Mar-
kozi Asiyada iso qijokdo calgi {i¢iin istifado olunan kaman “kamanca” vo ya-
xud, Azorbaycanda oldugu kimi, orada da “kaman” adlandirilir.

Gortindiiyt kimi, kamancanin areali Kicik Asiya, Qafqaz, Yaxin Sorq vo
Morkoazi Asiyant ohato edir.
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Alotin ad1 yay1 (doyiis vo oveu) bildiron “kaman” sdziindon, “¢a” sonlugu
159 “cal’dan toromadir, yoni alotin yayla ¢alinmasina isars edilir.

Tadqiqatgilar hesab edirlor ki, kamanl alotlor mizrabla calinan alotlor
osasinda yaranib. Onlar1 ¢almaq tiglin barmaq vo ya mizrab ovazing, uclari
heyvan vatori, ya da at tiikii ilo ¢okilib baglanan mildon istifads edilirdi [61].
Miitoxassislor kamanli alstlorin godim Hind vo ya Orta Asiya mangalili olmasi
fikrini hallandirirlar [13].

Kamancga ovvoalco toksimli olub, nisboton kigik gdvdoyo, uzun qola vo
uzunsov ucluga malik idi. Govdo kudu, hind qozunun qabig1 vo ya oyulan agac-
dan hazirlanirdi vo onun agiq torafine ilan dorisi ¢okilirdi. Orta osr adabiyyati
tosdiq edir ki, kamanca vo qijok eyni vaxtda mdvcud idi, miiqayisado, adoton,
tistiinliik birinciyo verilirdi [56].

Orta osrlordo kamanganin Azarbaycan orazisindo yayilmasi hagqinda po-
eziya klassiklori Xaqani Sirvani, Nizami Goncovi, Mohommaod Fiizuli, Fodai
Tobrizi, Riiknoddin Masud Masihinin asorlorindon, habelo Aga Mirok, Mir
Seyid Oli vo basga Azorbaycan rossamlarinin kitab miniatiirlorindon bilmok
olur. Gorkomli musiqisiinas ©bdiilgadir Maragainin malumatina goro alotin
iki siminin hazirlanmasinda at quyrugu tiikiindon va ya daha yaxs1 saslonmoni
tomin edon ipok sapindan istifado edilirdi. Govdoya buganin {irok pordosi
¢aokilirdi. Simlor adoton kvarta nisbatindo koklonirdi, lakin ifa olunan melodi-
yalardan asil1 olaraq basqa koklordon do istifads edilirdi [56].

Alman tabiatsiinasi, hokim vo soyyahi Engelbert Kempfer simli-kamanl
alotlor sirasinda tembrinin gozalliyino gora birinci yera kamangani qoymus-
dur. Onun tosvirino gora, kamanganin at quyrugu tiikiindon olan kamanla sos-
londirilon ii¢, bozon dord simi var idi. Alotin asagi hissosi — bir yarim 2l i¢i
uzunlugunda domir uclugu yers qoyulurdu. Kamanganin girdo gévdasinin di-
ametri ovuc boyda idi va iiziino dori membran ¢okilirdi, onun {izoring iso dori
“korpiictik” (yoni xarak) qoyulurdu.

XX asrin avvallorine kimi Azarbaycanda asoson ligsimli kamanga istifado
edilirdi. Simlor qoyun vo ya iribuynuzlu heyvanin bagirsagindan hazirlanirdi.
Amma, muzey kolleksiyalarina osason [2], bu dovrdo dord, bes, hotta alt1 simli
kamangalar da olmusdur. Homginin gévdasinin alt torofi, {izii kimi yast1 olan,
ona dori ¢okilon alatlor do var idi. Qeyd etmok lazimdir ki, kamanganin qodim
niimunslarinds uclugu indikilors gors toxminan iki dofs uzun idi [4].

Miiasir kamanganin osas hissolorino: morkozo dogru bir qodor sivrilogon
kiirasakilli canaq, girds qol, asixlari olan fiqurlu kalls vo diiz metal mil aiddir.
Alostin imumi uzunlugu 700-800 mm-9 ¢atir.
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Kamancga.
Kamancha.

Kamanua.

Canagin agiq hissosinin diametri 100-110 mm, dairasinin diametri 180-
220 mm, dorinliyi iso 175 mm toskil edir. O asason qoz agacindan hazirlanir.
Canagin agiq iiziino naqqa baliginin dos hissosinin dorisi vo ya mal iiroyinin
pardasi ¢akilir. Deka tizorino gola yaxin, simlora goro ¢op voziyyatda 50-60
mm uzunlugunda vo 10-14 mm hiindiirliikds qévsvari, qoz agacindan hazirla-
nan xorak qoyulur. Xorayin belo yerlogsmasi hom zil, hom do bom registrlordo
daha giiclii vo tomiz sosin alinmasini tomin edir.

Uzunlugu 450 mm olan pardasiz qol tadricon asagi torafo naziklosir. Qolun
tizliiyli buynuz l6vhocikdon diizaldilir.

Qolun canaga borkidilmaosi {i¢lin onun asag1 ucuna kamanganin timumi
uzunlugunun yarisina barabar, ¢anagin i¢orisindon kegon metal mil geydirilir.
Milin xarico ¢1xan ucuna 110-120 mm uzunlugunda asagiya dogru naziklogon
kiirosokilli qalin hissa ilo qurtaran ayaq (sis) burulub taxilir. Qol yuxari torafdo
ici oyulmus fiqurlu bashiglt (tac) qutu soklindo kalloys kegir. Kollonin yan
torafindo agilan doliklors qoz agacindan diizoldilon kiiro vo ya piramidasokilli
asixlar kegirilir.

Kamanganin dord polad simi vardir, onlardan 3-cli vo 4-cli bom simlor
mis v biirline tello sarmir. Bozon ikinci polad sim yumsaq soslonsin deyo,
bagirsaq simlo ovoz olunur. Simlor dekada yerlogon xoroys vo qolun yuxari-
sindaki stimiikdon hazirlanan iist xoroya sOykonir. Onlarin bir ucu asixlara sa-
rinir, digor ucu is9 ilgok kimi sigin yuxari hissasino borkidilon metal xorayin
garmaglarina kegirilir.

Alostdo saslor zogal agacindan hazirlanan 550-590 mm uzunlugunda vo di-
ametri 10 mm-o ¢atan ayilmis (ovvallar) vo diiz ¢ubuq soklinds olan kamanla
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hasil olur. Cubugun uclarma sorbast taxilan domir bondli giliz soklindo metal
borucuqglar vo qayis vasitasilo 160-180 at quyrugunun tiikiindon ibarot dost
baglanr.

Calgic1 oturaraq aloti saquli voziyyotdo, sol dizi iistiindo saxlayaraq calir.
Kaman ¢ubugunun asag1 hissasi sag olin bas vo sohadot barmaglart ilo yiingtil
sixilir. Kaman tiikiiniin dartilmasi ¢ubuq va tiik dosti arasinda saxlanilan orta
va iizlik barmagqlarla qayisin basilmasi ilo nizamlanr.

Bir qayda olaraq, kaman simlar tizorinds qolun asag1 ucu ils xorak arasin-
da olan mosafonin ortasina uygun golon sahodo horokot etdirilir. Kaman qola
yaxin yerds simlor iizorindo aparilirsa ¢ox yumsaq soslor alinir. Kamanca-
da kamanin simlar iizorinds harokat etdirilma texnikasi violongeldon onunla
forglonir ki, ¢algict alati sol ollo kamanin harokot miistovisine dondarir.

Kamanganin surdina ilo tochiz edilmasi cohdi miisbat natico vermayib, ona
gora do simlorin saslonmasini yumsaltmagq tigiin xorokdon asagi simlor vo deka
arasinda bork biikiilmiis kagiz, parca vo ya rezindon istifads edilir. Calgida sol
olin dord barmag: istirak edir. Calgidan sonra ucluq acilir vo alatlo birlikdo
qilafa va ya kdynoya qoyulur.

Cox vaxt ¢anaq (xiisuson onun iist hissasi), qol, kallo vo asixlar sodof, sii-
miik, mis moftil vo qizil giilobatindon ibarat inkrustasiya ilo bozadilir.

Alatin simlori kvarta-kvinta intervalinda koklonir. Lakin mugamlarin solo
va vokal-instrumental ifagiliginda ikinci, ligiincii vo dordiincii simlor ¢alinan
osarin lad asasina uygun koklonir, birinci sim iso doyismoz qalir.

Kamanganin diapazonu kigik oktavanin “lya” sosindon iigiincii oktavanin
“lya” sosina qadordir. Bom — xiriltili, tutqun registr 4-cii vo 3-cii, orta — yum-
sag, aydin, moxmari registr — 2-ci, zil — inca, cingiltili registr 1-ci simdo alinir.
On giiclii saslonan, aydin tembrli orta registr daha ¢ox islodilir.

Kamangada ¢alarkon, adoton, kaman vo barmagq strixlorinin miixtslif kom-
binasiyalarindan istifads edilir. Onlarin bir-birlorini avoz etmasi vo qarsiligh
olagasi asorin mozmunu vo emosional nizamu ilo dikts edilorak. ifaginin moha-
rotino vo badii zOvqiino goro secilir.

Kamanga Azorbaycan xalq calgi alotlori arasinda on ahongdar alotdir. O
melizming, dinamikasina vo niianslarina gors tar kimi miikommal alstdon ge-
ri qalmir, hotta onu kantilenada {istoloyir. Tosadiifii deyil ki, Azorbaycan xalq
ifaciliginda miixtalif dinamik ¢alarlarini oks etdiron ¢oxsayli terminlor va epi-
tetlor mohz bu aloto goro tortib edilib.

Kamancagiin ifagiliq moharati instrumental mugamlarin solo ¢algisinda
(xtisuson “Siistor”, “Sur” vo “Bayati-Siraz’”) 6ziinii daha parlaq biiruzo verir.
Mohz burada kamangaya xas olan biitlin strixlor vo barmaglar, eloco do gizli
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ikisoslilik, aramsiz sasi uzanan agiq simlor istifado edilir. Onun soslonmosinin
xanandanin vokal xatting yaxinligi, kamancacinin xanands ilo yanasi, tarzoni
do miisayiot etmosi sazondo ansamblinda xtiisusilo duyulur. O, vaxtasiri apari-
c1 alot ifagis1 kimi tarin funksiyasini 6z tizorino gotiiriir vo ya tarzondon azca
sonra melodiyani ifa etmoyo baslayir. Epizodlarda kamangagi ¢ox vaxt imita-
siya totbiq edir, yoni ogor tarzon xanondoni yamsilayirsa, kamancgagi da tarzoni
toglid edir. Bu halda sanki tigsasli kanonik imitasiya yaranir. Obos yers ka-
mangani “tarin homsohboti” adlandirmarlar.

Azarbaycan Televiziya vo Radio Verilislori Qapali Sohmdar Comiyyatinin
fonotekasinda vo Azorbaycan Musiqi Madoniyyati Dovlet Muzeyindo ka-
manganin misayioti ilo moshur xanondo Cabbar Qaryagdioglunun ifasinda
“Monsuriyya” zorbli mugamin sasyazmasi saxlanilir.

Azorbaycanin xalq artisti Habil 9liyev.
People’s Artist of Azerbaijan Habil Aliyev.
Haponusriii aptuct AzepOaiikana [aduab Ajiues.

Kamanga repertuarinda, mugamlardan slave, xalq mahnilarinin, rags vo
pyeslorin instrumental variantlar1 boyiik yer tutur.

Kecon asrin ikinci yarisindan basglayaraq, kamancga da, tar kimi, solo vo mii-
sayiotedici alot olaraq xalq c¢alg1 alatlori orkestrlorinin vo miixtalif ansamblla-
riin torkibindas aparict alatlordon birina ¢evrilib. Kamanga solo ifada estrada
sohnasindo do soslonir. Azarbaycan Respublikasinin xalq artisti Habil Sliyev
¢ox vaxt balaban vo gavalin miisayiati ilo ¢ixis edirdi. ©On ¢ox mohz bu ma-
hir ifagiya gore diinya noinki Azerbaycan xalq musiqisinin gozslliyini bilib,
habels alstin geyri-adi imkanlari ils tanis olubdur.

Kamanga Azorbaycanin miiasir pesokar musiqisinin inkisafinda da mithiim
rol oynayir. Alatin texniki imkanlarii nozors alaraq, Azarbaycan bostokarlar
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coxlu osarlor yazmiglar. Bunlara Ramiz Mirisli, Zakir Bagirov, Ha¢1 Xanmom-
modov, Tofiq Bakixanov vo Viigar Camalzadonin kamanca vo simfonik orkestr
ticlin konsertlori, ©dviyys Rohmotovanin kamanga vo kamera orkestri ti¢iin iki
konserti, kamanga vo xalq calg1 alotlori orkestr {i¢iin Siileyman ©lasgorovun
“Skerso”, “Tarantella”, “Rags siiitas1” vo Said Riistomovun “Melodik etiidlor™i,
Mommad Cavadovun “Konsertino”, Nazim Quliyevin “Pyes” vo Vasif Allah-
verdiyevin kamanga vo kamera orkestri {i¢iin kompozisiyalari aid etmok olar.

Dadas Dadasovun kamanga vo fortepiano ii¢lin “©Olvan naxislar” kaprig-
ciosu, Sardar Foracovun kamanga iiciin “Pyeslor”i, Oqtay Racobov, ilham Ab-
dullayevin kamancga va fortepiano liciin “Pyeslor”i, ©dviyys Rohmatovanin
kamanga, qanun va simfonik orkestr iiciin “ikili konsert”i, Nazim Quliyevin
“Odalatsiz kaman” poemasi, Ramiz Zéhrabovun kamanca va fortepiano {i¢iin
“Monoloq”u, Elnars Dadasovanin “Pyesi” maraq dogururlar.

Stibho yoxdur ki, Azorbaycan bostokarlari bundan sonra da bu flisunkar
sosli alat iiglin yeni-yeni asorlor yazacaq vo 0z parastiskarlarini sevindiracoklor.

DINLOYICINI MOFTUN EDON CALGI ALOTI

Sorq calg alatlori sirasinda ud ¢ox maraqli, uzun oasrlik tarixo malikdir.
Bunu, xiisusils, arxeoloji tapintilar va slyazmalar tosdiq edir. Bels ki, godim
Somorqgond — Ofrasiyab sohorinin terrakotalarina (oksoriyyeti b.e.o. I — b.e.
III asrlorine aid edilon, arxadan yasti, Uiz torofdon iso relyefli olan 9-10 sm
hiindiirlitytinde bisirilmis heykolciklor) géro Sogdiana sakinlorinin istifade et-
diklori sevimli ¢algr alati, qisa qola kegon va geriys ayilmis kalls ilo qurtaran,
iri govdoyo malik idi [83], yoni miiasir uda ¢ox oxsayirdi.

Erkon orta osrin gorkomli musiqi nozariyyacilori Yohya ibn-al-Miinacim
(855-917) “Risals fi'l musiqi”’ds (“Musiqi haqqinda risals”) vo ©bu Nosr Mo-
hommad sl-Farabi (873-950) “Kitabiil-musiqi al-Kabir” (“Musiqi haqqinda
boytik kitab”) asorindo miivafiq pillasinds (pardesinds) bu vo ya digor sos ali-
nan dordsimli (licar bam, qosa maslas, tok masna va zir) udu tosvir edirlar.
Aciq sim miitlag adlanirdi. Pordalori geyd etmak {igiin barmagqlarin adlarindan
istifado edilirdi (sohadot — sabbaba, orta — vosta, liziik — binsir, ¢e¢olo — xin-
sir). Lakin, geyd etmok lazimdir ki, daha tam, kamil sasdiiziimiins nail olmaq
liclin miigonni vo musiqici Ziryab (789-857, asl ad1 ©li ibn-Nofadir) Forabidon
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xeyli oavval dordiincii simdon bir kvarta yiiksok soslonon besinci “hadd” (kos-
kin) simini qosmus, sas9 incalik vo yiingiilliikk vermok ti¢ciin taxta mizrabi qar-
tal loloyilo ovoz etmisdi [21]. VIII asrdo Monsur Zalzal udun sosdiiziimiindo
“zalzal vostasi” adlandirilan yeni pardo baglayir vo udun xiisusi formasini icad
edir [76]. Lakin Forabinin dovriindo vo sonralar — XIII asro qodor ud asason
dordsimli idi, bessimli ud is9 hala genis yayilmamigdi.

Miiasirlorinin tosdiqino gora, Azorbaycan musiqisiinasi Sofioddin Urmaovi
tokco musiqi notlarinin horf vo roqomlorle gostorildiyi mitkommal tabulatu-
ranin yaradicist deyil, hom do ¢ox mahir udgalan olmusdur. Onun moshur
“Kitabiil-Odvar” (“Dairalor kitab1”) asaorinin 7-ci fosli uda hasr olunub va
alotin timsalinda musiqinin nozori — praktiki masoalolori: sasin mahiyyati,
pordalar, sasdiiziimii sistemlori, intervallar, ritmlor, kompozisiyalar, ifagiliq
moharati nozordon kegirilir. Bu risalonin 1333-1334-cii illoro aid olyazmasinda
(Oksford, Bodlean kitabxanasi) bes qosa simi, qisa qolu vo yeddi pardasi olan
udun sokli verilir [35]. Musiqistinasin digor — “”’Sorafiyya” risalosinds ud on
mitkommal musiqi alatloring aid edilir. Alstin simlorinin kvarta nisbatindo
koklonmasi vurgulanir, onlarda pozisiyalar nozordon kegirilir.

Ud orta osr Azorbaycan sairlorinin sevimli alotlorindon idi, osorlorindo
onun adin tez-tez ¢okirlor. Udun xarici goriiniisii, ipok simlorinin soslonmao
xiisusiyyatlori hagqinda molumati Qatran Tobrizi vo Nizami Goncovinin asor-
lorindon almaq miimkiindiir. Nizami “Xosrov vo Sirin” poemasinda xanondo
vo musiqi¢i Barbad vo Nokisanin ustaliqlarini xiisusi qeyd edir, onlardan birin-
cisi udda, ikincisi iso ¢gongdo mahir ¢alirdilar.

Udun ad1 Azarbaycan poeziyasinin basqa klassiklorinin — Mohsati Gancovi,
Ohvodi Maragai, Ossar Tobrizi, Qazi Biirhanaddin, Imadaddin Nosimi, Ca-
hansah Hoqigi, Sah Ismay1l Xotai, Mohommad Fiizuli, Fodai Tobrizi, Riiknad-
din Moasud Masihinin seirlorinda, eloco do “Dastani-Ohmad Horami’ds ¢okilir.

XV oasrin ikinci yarist vo X VI asrin avvallorindoe mévcud olan ¢algr alotlori
haqqinda Azarbaycan poeziyasinin gérkomli niimayondslorindon olan Hobibi
vo Kigvarinin odobi irsino asason xiisusi fikir yiiriitmok olar. Onlar da udu
tosvir ediblor. Belo bir fakt digqati calb edir: Hobibinin seirlorinin birinds udun
ad1 digor simli alotlor — sestay, ¢ong vo barbatlo yanasi ¢okilir. Buradan belo
natico ¢ixarmaq olar ki, XV osrin sonunda artiq “ud” vo “borbot” adlar1 altinda
iki miixtolif alot mévcud idi. Bunu x{isusi olaraq ona gora qeyd edirik ki, mii-
asir todqiqatcilar orta osr monbaloring istinad edoarak barbat, ud vo rudun eyni
alotin miixtolif adlar1 oldugunu vurgulayirlar. Digar torafdon, elmi odabiyyatda
belo fikir kok salib ki, barbat udun salofidir vo ya lyutna tipli, uda yaxin alstin
novlorindon biridir [15].
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Dogrudan da “6rdok ddsii” monasini bildiron “barbot” termini (bar — dos,
bot — 6rdok; bu ad alotin yan torofdon baxdiqda 6rdoys oxsamasina goro ve-
rilmigdir) “ud” soziiniin sinonimi oldugu haqda gérkomli Orta Asiya alimi ol-
Xorazmi holo X osrdo yazmisdi [34]. Bu hagda, 1328-ci ildo Mohommad ibn
Hindusah Nax¢ivaninin tortib etdiyi “Sihah ol-fars” (“Fars dilinin kamilliyi™)
ligatinds do qeyd edilir [14].

Bu mosalonin aydinlasdirilmasinda asagidaki faktlarin shomiyyati do az de-
yil. Gorkomli Orta Asiya alimi va filosofu ©bu Oli ibn Sina (980-1037) ensik-
lopedik osari olan “Kitab os-Sofa”ya daxil edilon musiqi haqqinda risalosindo
[21] ud tipli alati tosvir edorkon, osorin arob dilindo yazilmasina baxmayaraq,
“barbat” terminini islodir. Azorbaycanda yasamis Foxroddin Razi (1149-1209)
do barbatin udun simlorinoe tam uygun golon eyniadli dérd simindon yazir [83].
Heratl1 nozoriyyagi ol-Hiiseynin (XV asr) qeyd etdiyi kimi [83], barbat tipli
aloto 5-ci sim olava etdikdon sonra ona artiq ud (arabco yandirildigda xos 1y
veran agac ad1) demoya basladilar. Istisna etmak olmaz ki, bu, hom do barbatin
dori iiziiniin taxta deka ilo ovoz olunmasi ilo do bagli olmusdur. Gérkomli sair
Xagani Sirvani do, Firdovsinin (935-1020) “Sahnama” epopeyasindaki kimi,
barbotin arabco adi onun dovriinds, avvalki asrlords oldugu kimi, ¢ox moshur
olmasina baxmayaraq, he¢ vaxt “ud” adin1 ¢okmir. Xagani borbotin sokkiz
(dord gosalagmis) simini xiisusi qeyd edir. Bu, onu tosdiq edir ki, Xagani vo
Nizaminin dovrlorinds ii¢ vo ya dord qosasimli borbatlor cox populyar idilor.

Obdiilgadir Maragai do udu on kamil ¢alg alsti sayirdi. Onun zamaninda
udun iki — dord ciit simi olan godim va bes ciit simli kamil ndviiniin olmasin-
dan yazir. Goriiniir, Obdiilqadir Maragai udi-qodim qeyd edorkon barbati no-
zarda tutmusdu.

Boylik Azorbaycan sairi Mohommaod Fiizuli udu “sirr xozinasinin xozi-
nadar1” adlandirir vo onun sasindon ilhama golorok Uddan “atosli novani” ki-
min dyrotmosini sorusur, onun “tozo havalara ¢ox diribag” olmasinin sobabini
bilmok istoyir. Ud cavabinda deyir:

Ozzal giinii ki, hazir olub ¢ixdim araya,
Ondan baridir diisdii canim zovqii-safaya.
Bir nasa, bu zovq aldi tomaman mani mandban,
Mostlik qapisin sindiraraq ¢ixdim o giindan.
Hec¢ bilmadim onlar mana axir nalar etdi,
Onlar mani ney¢iin va nadan otrii diizaltdi.
Moandan deyil, albat, bu dogan xasta faganlar,
Ustadima sor sadligimi eylasin izhar [6].
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Bununla nozors ¢atdirir ki, onun simlorindon ¢ixan “foganlar” insanlardan
asihidir. Sair demok istoyir ki, insan musiqi alatindon 6z istoyino uygun istifado
edo bilar, onda son vo gomli melodiyalar ¢ala bilor. Sairin Udla “séhbatinin”
gedisindon goriiniir ki, o avvalki kimi, yens do on miikommal alotlordon biri
idi.

XVI asrds Tabrizds hazirlanan ud, ¢ong, kamanga, ney vo dofin miisayiati
ilo rags vo oxuma sohnolori tosvir edilon siijetli badii tikmo (Budapest Dekorativ
Sonotlor Muzeyi) do diggotolayiqdir [26].

Azorbaycan rossamlar1 Soltan Mohommad (1470-1555), Mirzo ©li (1510-
1576) vo basgalarinin kitab miniatiirlorine asason udun gévdosi armud soklindo
va ya doyirmi formada idi. Geriyo ayilon kallods simlorin sayma uygun 10-11
asix va ya kallonin bir torafinds ii¢ asix aydin goriiniir. Dekada kosma giillorlo
bozadilon rezonator daliklor yerlosirdi. Ud, xiisusilo do qolu, zongin bozadilirdi.
Calg1 zaman1 bag hissoni bir qodor asagi ayorak, diz {izerindo saxlayirdilar.
Aloti ehtimal ki, gartal Isloyindon hazirlanan mizrabla ¢alirdilar. Biitiin so-
killords rossamlar onun qolundaki pardslori gostormayiblor. Pordslorin arab
olkalorindo, Tiirkiyo, Iran vo Azorbaycanda yayilan miiasir udlarda, homginin
Ofrasiyab terrakotalarinda, VII-IX osrlora aid edilon Iran giimiis gablarinin
tizorindoki tasvirlordo gdstorilmomayi, todqiqatgilart [83] belos fikro sovq edir
ki, ol-Forabi, S.Urmovi vo b. asorlorindoki sxem vo sokillordo udda goriinon
pardaloar, ¢cox gliman ki, musiqinin nozori masalalorinin vo miixtalif ucaliqda
soslarin ayani izah edilmasi magsadilo gostarilib.

Udda pardslarin yoxlugu aydindir, bels ki, bir qayda olaraq, qolu qisa olan
simli alotlorin heg¢ birindo o olmur. Pordolor adoton uzun qollu alatlords olur,
onlar olmadiqda, miivafiq soslorin diizgiin ¢ixarilmasi ¢otinlosir.

Orta osr sairlorin asorlorine vo miniatiirlorine asason ud oksor hallarda sa-
raylarda, oylonmo vaxtlar istifado edilirdi.

Orta Asiya musiqisiinasit Darvig ©linin XVI osrin ikinci yarist vo XVII
osrin ovvallorinin musiqi sonatini sociyyolondiron “Risale-yi musiqi”sindo
[77, 87] ud cald1 alotlorinin “sah1” kimi tosvir edilir, ¢linki o sos tembrina vo
diapazonunun hocmino gors, zamaninin biitiin simli alotlorindon on miikom-
moli idi. Onun artiq qosa koklonon 6 ipok simi (zir, masna, mislas, bam, hadd
va miixtalif) var idi vo alotin diapazonu bom saslora dogru genislonmisdi.

Alman alimi vo soyyahit Adam Oleari (1603-1671) Samaxi xaninin sa-
rayindaki gobulda basina ¢alma qoyub vo zolaqli xalat geymis musiqigilorin
roqqaslart miisayist etmosini, sitraya banzar simli alotlords (yaqin ki, ganun
Vo ya santur), roqqasalor oynayanda iso onlarin dof, balaban, nagara vo udda
calmalarini gostorir [68].
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Anonim Azaorbaycan miiallifinin X VIII ikinci yarisinin musiqi nozariyyosi-
nin soviyyasini saciyyalondiron “Odvar” (“Dairslor”) traktatinda [12], alatlorin
koklonmasindon bohs edorkon, udun birinci siminin ¢ahargah, ikincinin — rast,
ficiinciiniin — Isfahan, dérdiinciiniin — diigah, besincinin — hiiseyni pardasinda
koklonmasi moslohot goriiliir.

Orobloarin Ispaniyaya gotirdiklori ud hazirda Avropa lyutnyasinin salafi sa-
yilir. O yeni mokanda konstruktiv cohatco doyisikliyo moruz qalib. Qisaqollu,
yoni ilkin formali ud iso Yaxin Sorq 6lkolorindo, Qafqazda vo Markozi Asiyada
genis yayilib.

Indi ud (iki névdo — arabi vo sargi) orablorin osas mizrabli alotidir. Hom-
¢inin Tiirkiyo, Azorbaycan, Ermonistan, iran, Ozbokistan, Tacikistan vo Tiirk-
monistanda yayilib. Qisaqollu lyutnya Cinds “pipa” adlanir. Cin salnamaogilori
gostarirlor ki, ud yadelli alotdir vo buraya Qorb alomindon gotirilib.

Beloliklo, miiasir udun osas hissalorine gabariq, armudabonzor gévdo, qisa
qol, geriya ayilmis asixli kallo aiddir.

Udlar. Ouds. YabI.

Alatin iimumi uzunlugu 850 mm taskil edir. GGvdonin uzunlugu 480-500
mm, eni 350-360 mm, dorinliyi 180-200 mm, qolun uzunlugu 195-200 mm,
kallonin uzunlugu iso 215-230 mm-dir. Govds 20-ya gqodor 3 mm qalinliginda
agac dilimlorindon qurasdirilir vo yuxari uclar kiips barkidilir. Yan torofdon
st dilimlor olava olaraq dekaya igaridon barkidilon kigik agac tirciklors yapis-
dirilr.

70-80 mm uzunlugunda kiips 35-50 mm enindo vo 22-30 mm hiindiirliiytin-
das gol, onun da yuxar1 ucuna kalls barkidilir. Ksllonin yuxar1 yan torafinds 6,
alt torofdo iso 5 asix yerlosir. 5 mm galinligi olan taxta dekada kosmo naxish
1-3 rezonator doliklori agilir. Dekanin asagi hissosindo uzunlugu 130 mm vo
hiindiirliiyli 7 mm olan taxta xorok vo simlori saxlayan qin yerlosir.
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Uzdon basqa, alotin biitiin hissalori qoz, armud vo sandal agacindan ha-
zirlanir. Yast1 deka iso kiiknar vo ya sam agacindan diizoldilir.

Adoton udun bes qosa simi olur. Son zamanlar aloto alavo tok sim do qosu-
lur. Birinci va ikinci qosa simlor bagirsagdan, qalanlari iso metaldandir.

Qeyd edildiyi kimi, qolda pardslor yoxdur. Alat siimiik uclugu olan Islok
sokilli mizrabla soslondirilir. Calg1 zaman1 ud sins tizoring sixilir, govdasinin
yan torofi iso oturan calgicinin biikiilon dizino sdykenir. Ifac1 sol olin dérd
barmagi ilo ¢alir.

Ud ii¢iin notlar kaman agarinda yazilir vo yazilisindan bir oktava asagi sos-
lonir. Udun diapazonu boyiik oktavanin “mi” sasindon ikinci oktavanin “fa”
sosino goadordir. Simlor sekunda-kvarta intervalinda koklonirlor. Udda passaj-
lar, tremolo, glissando vo melodik frazalarin ifasi miimkiindiir. Udun miila-
yim, moxmari sasi miixtolif mugamlarin vo lirik xalq havalarinin solo ifasinda
onun istifadosini sortlondirir.

Ud xalq ¢alg1 alstlori orkestri vo ansambllarinda asason miisayiotci alot
kimi saslondirilir. Digar alstlorlo birgs onun saslonmasi nozors ¢arpacaq do-
rocado giiclonir vo bununla da tembr miixtolifliyi yaranir. Melodik xott tok-
rarlandiqda, basqa simli alatlorindon tembrlo koskin forqlondiyindon, ud 6zii-
nomoxsus homahonglik yaradir. Bu cohot, Siilleyman ©Slasgorovun ganun vo
xalq c¢alg1 alotlori orkestri tigiin “Poema” vo 14 sayl “So6zsiliz mahni”da, Firon-
giz Olizadonin “Darvis” asorinds 6ziinii gozal biiruzs verir.

Azorbaycanin omokdar artisti Yasof Eyvazov.
Honored Artist of Azerbaijan Yasaf Eyvazov.
3aciy>keHHbIH apTUCT A3epOaiimkana Slcad JiiBa3zoB.

48



AZORBAYCAN GALGI ALSTLORI DUNYANI VALEH EDIR

Firangiz Olizado ud vo kamera ansambli iigiin “Ilgim” (“Ipok yolu” se-
riyasindan), Nailo Mirmommadli iso ud vo simfonik orkestr ticlin “Konsert”
yazmislar.

Bu alatin Azorbaycanda genis yayilmasinda ¢ox istedadli tarzon ©hson
Dadasovun (1924-1976) bdyiik rolu olub. Indiys kimi dinloyicilorin yaddasla-
rinda onun ifasinda “Sur” mugami vo “Qaraxal yar” mahnisi qalib. Bizim za-
manimizda Yasof Eyvazov, Mircavad Coforov vo Osgor Olokborovun calgisi
g0z0l toassiirat bagislaynr.

AZORBAYCAN QANUNU

Qanun musiqi alotinin yaranmasi qodin Misir arfasi ilo olagolondirilir.
Ondan forqli olaraq, bu alotdo ¢oxsayl1 simlor agac govdada iifiiqi voziyyotdo
yerlosirlor.

Qanun Avropa o6lkolorindo yayilan qusli, simbali vo sitra ilo qohum alot
sayilir. Oxsar ada goro giiman edilir ki, ganun antik kanondan, yoni onun bir
simino holo qadimdon olava simlor ¢okilon monoxorddan omolo golib [74].
Tasadiifi deyil ki, tacik musiqisiinasi, miigonni vo ¢ong ifagis1 Darvis Oli (X VI
osrin ikinci yarist - XVII asrin birinci yarisi) onu ellin diinyasinin irsi hesab
edir [77].

Yazili monbolor tosdiq edir ki, bizim eradan avval onun yayilma areali
Qodim Misiri, Anadolunu vo Mesopotamiyani ohata edirdi. Sonra qanun Ira-
na, Qafqaza, Markozi Asiyaya, Pakistana, Hindistana vo Cino miqrasiya edib
[69,79].

Qanun orta asr Azorbaycaninda genis yayilan alotlordon biri idi. Azorbay-
can adobiyyatiin bir ¢ox klassiklori ganunu toronniim edorak, bu aloto xas
olan bir sira spesifik xiisusiyyatlorini sadalayirlar. Belo ki, Nizami Gancovi
insan siiuruna tosir edon galin vo nazik simlorinin molahatli soslorini geyd edir.
Mohommad Fiizuli “Yeddi cam” alleqorik poemasinda ganunu “dordli, inco
nogmo” esidilon “sirlor sandig1” ilo miiqayise edir, coxsayli simlorini nozoro
alaraq maslohat goriir ki, ona he¢ na deyilmasin, ¢ilinki onun “yiiz dili” var.

Orta osrlordo ganunun Olgiilorine gora forqlonon ii¢ novii yayilmisdi:
Tiirkiys (kicik), Bagdad (orta) vo Misir (iri). Azarbaycan qanunu Tirkiya
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vo Orabistan novlorindon oktavasinda 17 pilloni daxil edon sosdiiziimii ilo
forqlonirdi [29].

Bu dovrds yayilan qanunun xarici goriiniisii haqqinda gorkomli sairlorin
osarlarinin slyazmalarindaki miniatiirlors gors miioyyon miilahizs irsli siirmok
miimkiindiir. Bir gayada olaraq, onlarda saraylarda hokmdarlarin sonliklori oks
olunub. Belo miniatiirlords zorb alotinin miisayiati ilo simli vo nafas alatlorin-
do ¢alan ifagilar arasinda, ayaqlarini ¢arpazlasdiraraq dizlori iistiindo, govdosi
miasir soklindon forglonon ganunu saxlayan musiqi¢i (osason gadin) do go-
rlinlir. ©gor yuxaridan baxilsa, onun govdosinin formasi royalin qapagini xa-
tirladar. Buradan belo naticoys golmok olar ki, ganunun konstruksiyas1 XVII-
XVIII asrlordon sonra asasli doracads doyisikliyos moruz qalib. Maraqlidir ki,
1840-1850-ci illordo Azorbaycanda olmus rus rossami va qrafiki moshur “Sa-
max1 raqqasoalori” akvarelinin miisllifi knyaz Qriqori Qaqarinin (1810-1893)
¢okdiyi ganun xarici goriiniisiino goro miiasir noviino oxsayir.

Dovriimiizdo qanun orob 6lkolorindo ononovi orob musiqisini ifa etmok
{iciin populyar alatdir. Bununla yanasi, bu alat Tiirkiys, Iran, Azorbaycan,
Ermonistan, Ozbokistan va Tiirkmanistanda, habels “kanonaki” adla Yunanis-
tanda genis yayilib. Yayilma arealina goéro qanun orob diinyasinin basqga popul-
yar simli alati olan udu iistoloyir. Miixtolif 6lkolords istifado edilon qanunlar
xarici gorliniislo oxsardirlar, yalniz simlorinin sayina goro forqlonirlor.

Qanunun govdosi iti bucagi 30° togkil edon diizbucaqli trapesiya for-
masina malikdir. O asason ¢inardan hazirlanan bir-birino yapisdirilan agac
par¢imlorindon qurasdirilir. Alotin uzunlugu 890-900 mm, eni 380-390 mm,
hiindiirliiyti iso 60 mm-9 ¢atir.

Qanunun dekasinin ¢ox hissasi agacdandir. Yaxst soslonmosi tligiin onda bo-
zakli sasliklor — rezonator doliklori agilir. Onun 3-4 borabar bolmolors boliinon
asag1 hissasing nara, ¢opis vo ya qoyun darisi ¢okilir. Dori membran {izorindo,
ona ii¢ vo ya dord ayaqciqlari ilo séykonon kigik xorak, ¢op torofdo iso boyiik xo-
rok yerlosdirilir. Xoroklor vo deka lizorindon 24-25 {icor bagirsaq (hazirda onlar
kapron saplarla ovoz edilib) sim ¢okilir. Ovvallor nazik simlor ipokdon, qalinlari
189 ¢opis, quzu, buzov bagirsaqlarindan hazirlanirdi. Simlorin iimumi say1 72-
75 toskil edir. Govdonin asagi hissasinds 7 qalin (diametri 0.9-1.0 mm), yuxari
hissasindo 7 oan nazik (0.6 mm), orta hissads iso 0.7-0.8 mm qalinligda simlor
yerlosir. Simlorin bir uclar1 diizbucaq omolo gotiron gdvdonin yan torofindo
acilan doliklordon kegorak, diiyiinlonir. Diiyiinlor yan torofo geydirilon siyirmo
xotkeslo ortiiliir. Simlorin digor uclart avvalcodon ¢op torofdo yerloson paya-
larda agilan doliklordon kegirilorok sarmir. Payalar tunc, mis vo ya biiriincdon
olan xiisusi agarla burulur. Payalara yaxin, hor bir {igor simin altinda tuncdan
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hazirlanan iki gatlanan ling yerlosir. Onlarin vasitosilo simlori qaldirib vo ya
endirmoklo miivafiq saslorin yiiksokliyini yarim ton doyisdirmok miimkiindiir.
Simlor har iki olin sohadot barmagqlarina geydirilon xiisusi liskiiklor altinda qo-
yulan buynuz vo ya metal 16vholordon ibarat olan mizrablarla ilisdirilir. Calg1
zamani uzun torafi ¢algigiya torof dizlor tizorino qoyulur.

Qanun ti¢lin notlar kaman vo bas agarlarda yazilir vo onlar yaziligindan
bir ton yuxari saslonir. Qanunun diapazonu bdyiik oktavanin “sol” sosindon
iiclincili oktavanin “do” sasina qadardir. Qanunun tembri olduqca incs vo yum-
saqdir. Alatin 3.5 oktava hocmindo olan diatonik sosdiiziimii bom, orta vo zil
registrlora boliiniir. Arpecio, akkord va zaif saslonmads sllorin biitiin barmag-
lar1 istirak edir. Qanunda saslorin ucaligini linglorlo doyisdirmok miimkiin ol-
dugu tigiin, biitiin bemol vo diyezli gammalar1 ¢almaq miimkiindjir.

[fa texnikasi arpecio, qlissando, passaj vo basqa iisullar1 istifado etmoya im-
kan verir. Sekunda, tersiya, kvarta vo kvinta intervallarini gétiirmok miimkiin-
diir. ikili notlar, seksta, septima vo oktavali intervallar tremolo ilo alinir. Okta-
vadan boyiik intervallar, ic vo dordsasli akkordlarin ¢alinmasi da miimkiindjir.
Alotin texniki imkanlar1 miirokkob osorlori ¢almaga imkan verir.

Qanun. Qanun. Kanyn.

Demaok olar ki, XX asrin 30-cu illorindos alota (bayom bir ona qarsi1?!) olan
saymazligdan yaranan yarim osrlik “susmadan” sonra, bastokarlar Siileyman
Olosgarov vo Said Riistomovun soaylari naticasinds ganun 1959-cu ildo Mosk-
vada Azorbaycan Odobiyyati vo Madoniyyoti Dekadasinin agilisinda istirak
edon dinloyicilor qarsisinda yenidon saslondi. SSRI Boyiik Teatr1 sohnasinda
ganunda solo Asya Tagiyeva calirdi. Bundan sonra qanuna olan hovas ¢ox art-
di. Qanun biitiin xalq ¢alg1 alotlori ansambllara, habelo miixtalif folklor, kame-
ra vo estrada ansambllara daxil edildi. Yetismokdo olan musiqigilor naslinin
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ganunda c¢almalarina fikir verilmoyo basladilar. Pioner vo moktoblilor sara-
yinda (indiki Tofiq Ismayilov adina Usaq vo Gonc Yaradiciliq Saray1) Giilaro
Tagiyeva torofindon ganuncgalan qizlarin hovoskar ansambli yaradildi.

Azorbaycanin ©Omokdar artisti Torana Oliyeva.
Honored Artist of Azerbaijan Tarana Aliyeva.
3acy:xeHHbIH apTUCT A3epOaiikana Tapana Anunesa.

Sonra istedadl1 ganungalan Torano Oliyeva Azorbaycan Milli Konserva-
toriyas1 mozunlarindan — 7 ifagidan ibarat “Inci” ansamblini toskil edir. On-
lar yiiksok soviyyads “Bayati-Siraz”, “Mahur-hindi” mugamlar1 ilo yanasi
homginin xarici 6lko bastokarlarinin — Eduardo di Kapuanin “O sole mio”
(“Manim giinasim”), Konsuelo Velaskesin “Besame muco” (“Mani méhkom
0p”), Zekinya de Abreunun “Tiko-Tiko” vo s. asorlorini ifa edirlor [29]. An-
sambl indi do miivaffoqiyyatls ¢ixis edir.

Qanun — osason pesokar ifagilarin alatidir. O xalq ¢alg1 alotlori orkestrlori
vo ansambllarinin torkibino daxildir. Orkestrds solo vo miisayioatci alot kimi
ayrica qrup (4 alotdon az olmamagqla) foaliyyot gdstorir. Qanun xiisuson sim-
li alotlor — saz, ud vo tarla qosalasanda daha giiclii tosir gostorir. Saslonmo
xiisusiyyatlorini nozors alaraq, ¢ox vaxt qanuna aparici alot rolu hovals edilir.

Cingiltili, parlaq vo yumsaq soslondiyino goro ganun tez-tez mugamlarin
(oksor hallarda “Bayati-Siraz” vo “Cahargah”) vo xalq mahnilarinin solo ifa-
sinda istifads edilir. Professional musiqi niimunslarindon ilk dofs Zakir Bagi-
rovun iki arfa vo qanun iigiin “Rapsodiya’s1 ¢alinib. Azarbaycan bastokarlari
qanun {i¢iin parlaq asarlor yazmiglar. Masalon:

Siileyman Olosgorov. Qanun vo xalq ¢alg alotlori orkestri {i¢iin “Poema”,
“Salaxo” (aslinds “Soloqoy”) rags melodiyast;
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Kamal ©hmodov. “Rapsodiya;

Dadas Dadasov. Qanun va fortepiano ii¢iin “Pyes”, “Ithaf” poemasi, sker-
so janrinda “Cinaranin sevinci”, qanun vo simfonik orkestr ii¢lin “Konsert”;

Ogqtay Ziilfiiqarov. “Ballada”, “Poema”, “Pyes”, “Besik mahnis1”;

Elnars Dadasova. “Pyes”;

[Tham Abdullayev. Qanun v fortepiano iigiin iki “Pyes” va s. bastolomislar.

Qanunun 6ziinomoaxsus saslonmasi Fikrot Omirov vo Elmira Nozirovanin
fortepiano vo simfonik orkestr {i¢iin yazdiglart “Konsert”ds xiisusilo nozors
carpir.

Qanunun lirik vo inco saslonmosi Hact Xanmomomdovun “Arzu raqsi”,
“Yaz siiitas1”, Siileyman oOlosgorovun xalq cal@i alotlori orkestri {i¢iin
“Konsert”, “Poema”, “Bahar toranoslori”, “Sozsiiz mahnilar” asorlorindo vo
“Qarabag toranoalori” rapsodiyasinda olduqca yaxsi verilir.

Firongiz ©lizadonin beynoslxalq musiqi festivallarinda Nosiminin sozlorilo
ifa olunan violongel, skripka vo xalq calg1 alotlori iiglin “Darvis” septeti vo
“Crossing” (“Carpazlagma”) boylik miivoffoqiyyst qazanib. Bu osarlorde
bostokar gqanundan istifado etmoklo onlara “sorq nofasi” vermoyo cohd etmis
vo buna da nail olmusdur. Forohli haldir ki, bastokar “Intizar” operasinin par-
titurasina ganunu da daxil etmisdir.

Indi qanun siniflori Azorbaycan Milli Konservatoriyasinda vo 6lkomizin
miixtolif gohorlorindoki (Naxg¢ivan, Ganco, Sumqayit, Lonkoran, Soki, Agdam,
Susa) Musiqi kolleclorinds foaliyyat gostorirlor. Respublikanin ©mokdar artis-
ti Torano Oliyeva torofindon “Qanun moktobi” dorc olunub. Bels ki, ganunun
golocoyi etibarli ollordadir.

BALABAN — TURK DUNYASININ CALGI ALOTIDIR

Yazili monbalora géra Azorbaycanin orazisinds vaxtilo qurulus, sos hasil
olunma iislubuna va saslonmasinag gors bir-birindon forqlonon 20-don ¢ox no-
fos (liflomoa) ¢alg1 alati istifads edilirdi. Onlar, miasir tosnifata uygun olaraq,
dodaq (ney, ksul, yan-tiitok, nay, musiqar, kalonay, mizmar, tiitak, burbug), dil-
¢ok (stimsii, stimsii-balaban, tulum, sapbir-balaban, balaban, zurna, oargan) vo
mistiikli (bug, boru, gavdum, koranay, nafir, saxnafir, seypur)) nafas alatlor
novlorine aid idilar [2,66].
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Hazirda sadalanan calg1 alotlorindon yarisindan azi istifado edilir, onlardan
da on genis yayilanlar1 balaban, zurna, tiitok, ney vo tulumdur. Onlarin arasinda
da ¢ox vaxt yastilanan miistiiyiino goro “yast1 balaban” adlandirilan inco, mox-
moari, son doraca lirik vo ahongdarligi ilo balaban segilir. “Balaban” s6zii mana
kasb edon iki hecadan ibaratdir: “bala” (kigik) vo “ban” (sos). Nax¢ivan MR-
do, Gonco-Qazax va Qarabag zonalarinda “balaman”, “mey” adi ilo taninir.

Balaban godim noafos alotlorindon biridir. Onun adina Azarbaycan poeziya-
st klassiklorinin seirlorinds rast golirik.

Balaban qurulusca gévdo, gamis, xorok vo gqapaqdan ibaratdir.

Balabanlar. Balabans. baja6aunl. \

) peeee—

Miistiik (Qamas). Qapagq. Xorak.
Mouthpiece (Cane). Cap. Regulator.
Mynamtyk (TpocTs). Kannauok. Peryasitop.

Govdo arik (oksor hallarda), qoz, armud, siimsad, tut, zogal, cir al¢a vo
eloco do innab agaclarindan hazirlanan (alstin hazirlanma prosesi “balaban
¢okmak” adlanir) 280-320 mm uzunlugunda vo 20-22 mm eninds igarisi bos
silindrik boru soklindadir. Govdonin yuxari ucu (bas, kiip) girde formaya sali-
nir, asagi ucu (ayaq) iso azca yonulur. 10 mm diametrdos sos novu burgu ilo agi-
lir. Uz torofindo 8 dolik (sas pardasi) agilir. Alotin muzey niimunolori onlarm
sayinin ke¢cmisdo 6-7 olmasini gostorir. Govdonin arxa torafindo — iz torafdoki
1-ci vo 2-ci daliyin ortasina tus golon daha bir dalik agilir. Alotin kokiini vo
tembrini yaxsilasdirmaq mogsadilo bozon asagi ucda arxa torofdo olavo dolik
— nizam pardasi do agilir.

Calg1 doliklorinin adlar alotin funksional (lizdoki 1-ci — bas parda, 4-cii —
sah parda, 6-¢1 — agiq parda, 8-ci — ayaq parda vo arxa torofdo olan — arxa
parda), lad-intonasiya (2-ci vo 5-ci — Segah pardasi, 7-ci — Mahur pardasi vo
s.) vo akustik (nizam pardasi) slamatlorini oks etdirir.

Govdonin bas hissasino domys (suvarilmayan) yerds biton gamisdan hazir-
lanan miistik — qamis (gamis, qargi, dil) taxilir. Belo qamislar nom ¢okmir.
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Qamis xarici gabig1r soyulan torofdon yastilatdirilaraq ikigat dilgok omolo
gotirir. Bu torafdon ona boyunduruq soklinde nizamlayici xarak kegcirilir. Qa-
misin digor ucuna diametri 7-12 mm olan agac mil taxilir. Bugumdan bir godor
asagida iplo ¢okilib sixilir vo sarinir. Bu ona gora bels edilir ki, xorayi asagi
¢okondo qamis yastilanmasin. Ona kora yagi ¢okorok alovlanan komiir vo ya
yanan sam iizorindo daglayirlar. Miistiiyiin uzunlugu 90-110 mm, eni iso yuxa-
r1 yastilanan hissads 20-25 mm toskil edir. Bu uc ¢alg1 vaxti ifaginin dodaglari
arasinda saxlanilir.

Xoarok (bogazlig, boyunduruq, ulama, agma) uzunlugu 60 mm vo eni 10
mm olan sdyiid va ya tonaok budagindan hazirlanir. Budaq uzununa istigamatdo
iki hissoya boliiniir. Cilalanandan vo qaynar suda yumsaldigdan sonra agacin
oyilmis uclart bir-biring sapla baglanir vo qamisin toxminon ortasina kegiri-
lir. Xoroyin miistiik boyu horokoti ilo onun ehtizaz edon hissasinin uzunlugu
doyisir. Bununla da alotin kokiinii doyisirlor — yuxar1 voziyyatds o bomlosir,
asag1 voziyyotdo iso zillosir.

[fadan sonra qamis1 zodalonmokdan qorumagq iigiin ona soyiid, findiq, zo-
gal vo ya tut agacindan hazirlanan qapaq (qisqac, agizliq, kip, band, yasmagq,
sixnaq, qapanga) taxilir. Qapaq itmasin deya, onu iplo xoraya birlogdirirlor.

Calg1 zamani balaban bir qodor maili voziyystds diiz qarsida tutulur vo
hava ag1z vasitosilo alotin qamisina iifiiriiliir. Ufiiriilon havanin tasirilo nazik
qargi 16vhoalari titroyir vo sos alinir. Sasin ucaligi hor iki alin barmaglar ilo
calg1 doliklorini Ortiib-agmaqla doyisir.

Alotin kokii xorok vasitasilo, sos pardslorinin genislonmasi vo miistiiyiin
asag1 vo yaxud yuxari ¢okilmasi ilo nizamlanir. Alatin kdkiinti yarimton v ya
bir ton azaltmagq tiglin miistiik geriya ¢okilir vo ya gévdonin uzunlugunu 8-10
mm artiran yedak taxilir.

Yarimtonlar ¢alg1 doliklorinin yariya qodor ortiiliib-agilmasi ilo oldo edilir.
Masalon, “sol diyez” sosini almaq tiglin “lya” sosi ¢ixaran doliyi yari, “sol
bemol” sasini oldo etmok iic¢lin iso alt doliyi yar1 ortmok lazimdir. Bu vaxt
govdonin list torofindoki yar1 qapanan doliklor yan torofdon agilir vo ya bagla-
nir. Alt dolik iso asagidan yuxariya dogru agilir vo ya oksina, yoni yuxaridan
asagiya baglanir. Xalis yarimton soslori almagq {li¢iin barmaglarin orta hissalori
daliklorin moarkazlorine toxundurulur.

Balabanin diapazonu kicik oktavanin “sol” sasindon, ikinci oktavanin
“do” sosino godordir. Mahir calgigilar dodaq azalalorinin gorginlosmosi (do-
daq sixma) vo fiiriilon hava siitununu giiclondirmokls ikinci oktavanin “do
diyez”, “re”, “mi bemol” vo “mi” soslorini do ¢ixara bilirlor. Basqa ifa tislubu
ilo (bogaz vurma) saslorin qirig-qiriq alinmasinda isladilir.
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Balaban bom registrdo tutqun, cingiltili, orta registrdo yumsagq, lirik, zil
registrds iso hozin va aydin soslonir. Balabancilar tifiirmoni nizamlamaq vo
doliklori yar1 ortiib-agmagla, orta vo zil registrlordo gamisi sixmaq doracosini
doyismoklo xromatik saslori alirlar.

Qeyd edildiyi kimi, balabanin sasi insan galbino niifuz edon son doroco
ingo, gozol, sirin vo yumsaqdir. Alotin belo soslonmosini ifa zamani galgigi-
nin ona Otlirdiiyli hava siitunu ilo ehtizaz edon ikiqat dili tomin edir. Bundan
basga, burun vasitasilo havanin agiz bosluguna dolmasi vo, torsino, yaranan
hava dovrani ilo havani fasilasiz govdoya iifiirmok, bununla da ifaginin istoyilo
melodiyani daha dolgun vermok miimkiin olur. Nofos alotlorinds bels ifa etmo
xiisusiyyati yalniz balabana vo zurnaya xasdir.

Azorbaycanin amakdar artisti 9lixan Samadov.
Honored Artist of Azerbaijan Alikhan Samedov.
3acmyxeHHbIi apTUCT A3zepOalimkana Amuxan Camenos.

Azaorbaycanda Hoson Oliyev, Oli Korimov, Sahali Ismayilov, Mehdi
Nozorli, Hoson Baxsalioglu, Miiseyib Abbasov, Olipasa Qaytaranoglu, Sah-
murad Tahirov, Hosrot Hiiseynov, 1zzatal1 Ziilfiiqarov, Bohruz Zeynalov, Rza
Mommadov, Qarac1 Ismayil, Connotali Hagiyev, Agas1 Agasizads, Mohorrom
Movsiimov, Manaf Mommodov, Agasof Seyidov, Olofsor Rohimov, Olokbor
Osgorov, Hoson Moharromov, Olicavad Cavadov, Osrof Osrofzads, Miibariz
Atayev, Forhad Hiiseynov vo b. kimi moshur virtuoz balabangilarin ¢coxlu say-
da davamgilar yetisib. Son illor bu aloto qizlar da hovos gostarirlor.

Indi qosabalaban musiqici duetlori daha ¢ox populyardir: onlardan biri —
usta havani ifa edir, digori — domkes, ziiytutan, ziiy¢ii — onu burdonla, yiiksokliyi
doyismoyon aramsiz bom saslo miisayiot edir. Bu duetlo mahni, rogs vo ins-
trumental pyeslor ifa edilir. Toylarda, bayram sonliklorinds ¢ixis edorkon vo
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rogslorin miisayioti zamani bu dueto membranh alotlor — qaval, nagara vo ya
gosanagara calan ifacilar da qosulurlar.

“Balabangilar dostosi” adiyla iki balaban vo bir zorb alotindon ibarat olan
ansambl xalq arasinda moshurdur. Ke¢misdo, sazondo ansambllarinin torki-
bindo saslonarkon, tar vo kamanga ilo yanasi, vokal partiya fasilosindo balaban-
¢1 foal istirak edirdi vo yaxud onlara tstlinliik verorok burdon saslor ¢ixarirdi.
Bundan olavo, balabanda totbiqi mogsad kimi ¢oban havalarini (“Coban ba-
yatist”, “Qoyun ovsarr”) va kadorli oxsamalar (“Matom avazlar1”) ifa edirdilor.

Balaban asiq ansambllarinda da ¢alinir. Bu zaman ¢ox vaxt onun saza kok-
lonon kigik ndviindon (ciira) istifado edilir. Belo balabanin miistiiyii nazik qa-
misdan hazirlanir, ona gors do daha zil soslonir. Asiq ansambllarinda o havanin
melodiyasini tokrarlayir vo ya lad tonikasinda burdonla fon yaradir. Asiq oxu-
malarinin instrumental girislorindo balabanc¢i osas melodiyani galir, asiq iso
sazda onu harmonik homahonglo miisayiot edir. Asig1 miisayiot edon balabangi
¢ox vaxt eyni zamanda rogs do edir.

Alatin tembr-dinamik imkanlar1 balabangilar duetinin mugamin solo ifast
zamani 6ziinii daha parlaq gostorir, halbuki onun sasdiiziimii mugamin biitiin
sObolarinin ifa edilmosine imkan vermir. Bu sobobdon mugam dostgahlari ba-
labangilar torafindon adston qisaldilmis sokilds ifa olunur. Bu halda, alotin di-
apazonunu nazord alaraq, mugamlara vo onlarin sobalorino xas olan tonalliglar
secilir.

Mugamlarin vokal-instrumental ifas1 variantinda usta balabanginin rolu
tez-tez doyisir. Miioyyon hallarda o, yalniz burdon saslori ifa edorok arxa pla-
na cokilir. Basqa hallarda iso, xiisusilo vokal partiyada uzun fasilo zamani,
mugam sobolorinin ifasinda melodiyanin soslondirilmasinds faal rol oynayir.

Balaban boytik texniki vo badii-ifado imkanlarina malikdir. Ona gors do
ondan on universal nofas aloti kimi miixtolif orkestr vo ansambllarin torkibindo
istifado edirlor. Xalq calg1 alotlori orkestrlorindo balabanlar iki qrup toskil
edirlor, onlar da 6z novbasindo iki partiyaya boliintir. Bu vaxt balabanlarin
bir-birlorindan registloring gora forqlonon biitiin ndvlari — kicik (pikkolo), adi,
tenor va bas (bam) istifado edilir.

Xalq calg1 alatlori orkestrindo solo ifada balabana melodik frazalar hovals
edilir, miisayiotci alot kimi iso ondan harmonik akkordlari vo burdon soslori
calmagq tigiin istifado edilir.

Dinloyicilords, xiisuson, solo partiyalarin balabanda simfonik osorlorin:
Uzeyir Haciboylinin “Ikinci fantaziya”, Miislim Maqomayevin “Azarbaycan
¢ollorinda”, Hact Xanmommodovun “Simfoniyetta”, Xolil Coforovun “Rags
stiitas1”, Oqtay Ziilfiigarovun “Namolum osgorin xatirasind” poemasinin ifa-
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sinda yaxs1 toassiirat yaradir. Bu osorlords zil vo bom registrlordo simfonik or-
kestrin xos tembr rongarangliyini tomin edon balabanlardan moharatls istifado
edilib.

Balabanin ifasinda xalq musiqisinin biitlin janrlar1 — mugamlar (xiisuson
“Stistor””), mahnilar (“Sar1 golin”, “Apardi sellor saran1”, “Son golmoz oldun”,
“Dilbarim”), rags melodiyalar1 (“Heyvagiili”, “Qocali”, “Torokoma”) calinir.
Uzeyir Hacibaylinin “Sevgili canan”, “Sonsiz”, Fikrot ©mirovun “Gdzalim
sonsan”, Said Riistomovun “Sonindir” romanslari, Frans Subertin “Serenada”,
Sezar Kyiiinin “Orieyental”, Pyotr Caykovskinin “Payiz nogmosi” vo Revaz
Logidzenin “Tbilisi hagqinda mahn1”s1 dinlayicilors bdyiik tosir edir.

Balabanin texniki-bodii imkanlarini nozors alaraq Azarbaycan bastokarlari
tez-tez onu Oz iri asarlorinin partituralarina daxil edirlor vo onun {igiin xiisu-
si osarlor basloyiblor. Bunlarin sirasinda Siileyman Olosgorovun balaban vo
xalq calg1 alotlori orkestri tiglin “Xoyala dalarkon™i; Aydin ©zimovun dord
balaban tigiin “Pyes”i, Hoson Adigdzolzadonin tar-solo, balaban vo kamanga
liclin “Votonin ronglori” pyes silsilosini, Riifot Ramazanovun orqan vo bala-
ban ii¢lin “Mugam vo dialoq™u, Colal Abbasovun 8 balaban, tiitok vo qosa-
nagara U¢iin “Yalli”ni, Adilo Yusifovanin kamera orkestri, usaq soslori, ba-
laban vo klavesin li¢iin “Nonomin sandiginda” siiitani, fortepiano triosu vo
balaban {iclin “Paralellori, sas, simli kvartet, qoboy, balaban va fortepiano
tictin “Xoyallarimdaki sohor” fantaziyani, Elnaro Dadasovanin balaban, zurna,
ney va tiitok liclin “Kvartet™1, Yasar Xolilovun balabanlar kvarteti ti¢lin ii¢ xalq
rogsini, Nazim Quliyevin balaban ii¢lin “Pyes™i gostormak olar.

XX asrin 50-ci illorinda tadris-metodik darsliklor — “moktablor” iizra bala-
banda calmagin dyradilmasi pesokar musiqi tohsili sistemino daxil edilmisdir.
Onun asasinda Milli Konservatoriyada tohsil kegirilir. Burada torkibindo alotin
biitiin névlori saslonon balabangilar qrupu toskil edilib. Bu qrupun ifasinda
diinya musiqi modoniyyati klassiklorinin yazdiqlart miirokkob osorlor soslonir.

Tanman ifag1 Olixan Somoadov torafindon “Balaban metodu” vasaiti
tortib edilib vo “Balaban™ ad1 altinda 7 albomu is1q tizii goriib. Onun ifasin-
da Azorbaycan melodiyalar1 Hollivud vo Avropa 6lkalorinds ¢okilon filmlordo
soslonir.

Balabanda hasil edilon melodiyalarla musiqinin biitiin incalik vo gozallik-
larini parlaq oks etdirmok miimkiindiir. Ona gora do bu calg1 aloti Azorbaycan
xalqinin on sevimli alatlorindon biridir.

Alot eyni adla Iranda yayilib [22]. Bu balaban qurulus cohatca tiirk meyino
oxsardir. Azorbaycan balabanindan forqli olaraq, lozgilorin balabaninin (dar-
ginlorin “bumbuti”, avarlarin “lalu”, laklarin “ppelyiiti”’) yuxar1 ucuna birqat
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cortilmis dilgayi olan silindrik qamis borucuq taxilir. Kabarda-Balkariya (ba-
laban vo ya kamuil), Ozbokistan vo Tacikistanda (balaban, bulaman, balabon)
eyni tipli alotlor do birqat ¢ortilmis dilgoklo tochiz edilib [82]. Onlar yaxin
ke¢misdo Azorbaycanda istifado edilon balabanin solofi — stimsii-balaban1 xa-
tirladir. Tirkmanlilorin gamis balamaninin gévdasinin bir ucu baghdir, agac
balabanda iso gamis miistiik taxilir.

Ermonistanda eynitipli aloti “duduk”, Giirciistanda iso — “duduki” adlan-
dirirlar. Glircii duduki genis yayilmasina baxmayaraq, Sorq 6lkolorindon iq-
tibas edilmis sayilir vo onun hiidudunda XVII osrdon istifado edilir [88]. Er-
monistanda iso hesab edirlor ki, bu alotin votoni qgodim Ermonistandir [89].
Belo bir noticoya dolil kimi alotin gévdasinin hazirlanmasinda istifado edilon
orik agacinin latin adinin Prunus armeniaca (boyiik rus botaniki, akademik
P.M.Jukovskinin naticasine gora sohvon belo ad verilib) olmasi gostorilir. La-
kin bunun oksino, bu agacin diinyada votoni geyd-sortsiz Cin qobul edilib.
Ohomiyyati az olmayan belo bir fakti da nozors ¢atdirmaq lazimdir. Yuxarida
geyd edildiyi kimi, balabangilar duetindos iki ifag1 — usta vo domkes ¢ixis edir-
lor. Bu sozlor Giirclistan vo Ermonistanda da yayilmisdi. ©gor Giirciistanda
“usta” vo “domkes” mothumlari bizim giinlords ds giindslik hoyatda vo nosr
olunan islordos islodilirso, lakin Ermonistanda danisiq dilinds vo maisotdo on-
lardan istifads edilso do, adobiyyatda bu adlarin ¢okilmasindon qaginirlar, ¢lin-
ki bu sozlor orada ana dilino aid deyillor.

Balabana oxsar alatlor ha-
belo Cin, Koreya va Yaponiya-
da da yayilib. Cindo quanszi
(quan) uygurlardan [90], Ko-
reyada xuanpiri vo Yaponiyada
xigikari (xitiriki) isa ¢inlilordon
alimma hesab edilir [91]. Yoni
adlar1 ¢okilon alatlorin yaran-
ma mokani godim tiirk qrupu
xalqinin moskunlasdigr Cinin Balabanin yayildig: tiirk diinyas:.
Sintzyan — Uygur Muxtar Res- Tuvrkic world spread Balaban.
publikasidir. Tropkckuii MUp pacrpocTpaHeHus OanbaHa.

Biitiin bu faktiar Kicik Asiyadan Uzaq Sorge kimi bdyiik orazids yasayan
xalglar arasinda genis moadoni olagonin olmasini tosdigloyir. Yuxarida geyd
edilon moalumatlar, YUNESKO-nun Reprezentativ siyahisina daxil edilon er-
moni “duduk’unun tiirklorin yasadig1 arealda icad edildiyini inandirict suratdo
gostarir.
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XALQIN SEVINC VO QOLOBOLORININ CARCISI

Nofas alotlori sirasinda saslonma giiciine gora xilisuson xalq arasinda “qara
zurna” adi1 ilo do tanian zurna segilir. Bu ad alotin gévdosinin rongi (vaxt 6t-
diikco o garalir) vo ya qeyri-adi giiclii sosi ilo olagolondirilir. Bazi todqiqatgilar
geyd edirlor ki, alotin ad1 “sur” (sonlik, bayram) vo “nay” (qamis) sézlorindon
yaranib, yoni bayram, toy ziyafot vo morasimlorini miisayiot edon alot. Alotin
admin kokiindo giiclo hasil olan sos — “zor-iin” séziiniin olmasi da istisna edilmir.

Zurnanin adi “Kitabi-Dads Qorqud” vo “Koroglu” dastanlarinda, orta osr
sairlori Qazi Biirhanaddin, Mustafa Zorir, Hobibi, Fodai Tobrizi, Neymaotullah
Kisvari, Seyid Obiilgasim Nobati, Mirzo Mehdi Siikuhi va bagqalarinin seirlo-
rindo ¢akilir. Azarbaycan xalqi onun sadalar1 altinda votoni qorumagq tigiin 6z
ogullarin1 doylise yola salmis, omin-amanliq illorinds isa heg bir toy, tontonali
yiirtislor, xalq oyunlari, idman yarislari, sonliklor, xoruz vo qog ddyiisdiirmolo-
r1 onsuz kegirilmirdi. Zurnanin cazibodar sodalar1 altinda boyin vo onun ya-
xinlariin golin evino golmasi bag verirdi. “Galin atland1” melodiyasi ilo golin
ata minorok boy evina yola diisiirdii, “Sohori” havasiyla toy basa c¢atirdi. Zur-
nanin sdsi “Zorxana” idman yarisinda, “Cidir”, “Kondirbaz”, “Kosa va golin”
tamagalarinda esidilirdi. Masqara tamasalarinda zurnagilar ¢ixig edirdilor. Alot-
do homg¢inin okin vo bigin vaxti ¢calirdilar. Zurna dini-ayin musiqinin ifasinda
istifado olunurdu; qavalla birgs “Asura giinii” matom ayininda saslonirdi.

Bu aloto miinasibot insanlarin miixtolif deyimlorindo, atalar s6zlorinds 6z
oksini tapib: “zurnanmin sasi uzagdan xos galar”; “qiz oz basina qalsa, ya na-
garagiya, ya zurnagiya gedar”; “dumbulla galon zurna ilo gedar” vo zorb-
mosallorda: “zurnaya qoyub ¢almaqg” (yoni riisvay, biabir, badnam etmok),
“zurnast sonraya qalib” (pis aqiboat gozlodikdos deyilir), “alina zurna vermak”
(yoni bos vado), “zurna baglamaq” (arxasinca danigsmaq, bohtan atmaq), “zur-
na ¢almaq” (monasiz, bos danisiglar) [3].

Azorbaycanda adlar1 nosildon-noslo otiirtilon mahir zurna ifagilar yetis-
misdir: Qarabagda Nocofqulu, Mommaod, Tanriverdi, Muxtar Maniyev, Ok-
bor, Corkaz, Oruc, Balakisi, Hosim, Dadas, Qaras Allahverdiyev, Ibrahim Is-
gondorov, Foroc Kolontorli, Goronali Racab, Riistom, Siileyman Ziimiirxag,
Giiloglu Boar¢in, Abdulla, Tovuz rayonunda — Ovlar, Gancods — Tiittok Boy-
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lor, Laginda — Bayramali, Basarkecordo — Mocid Sixaliyev, Quba-Xa¢maz zo-
nasinda — Qara¢1 Aga, Giilbaba, Usta Olovsot, Sirvanda — Mansir Riistomov.
Onlarin ifagiliq moharatini Hobibullah Cafarov, ©lofsor Rohimov (Saki rayo-
nu), Heydor Agayev, Abbas Ismayilov, Okbar Hasonov (Tovuz), Mohommad
Abbasov (Bordo), Mommod Mommoadov (Somkir rayonu), ©Omrah Ogaqov
(Sabran), Abis Abisov (Xagmaz), Ibad Ibrahimov (Ucar rayonu), ©lis Mura-
dov (Agdam), Agali Oliyev (Gonca), Abdulla Qasimov (Qazax) vo basqalar
davam etdiriblor.

Belo bir fakt digqgati calb edir ki, kainatda basga modoniyyatlorin mdvecud-
lugunu aydinlasdirmaq moagsadilo 1977-ci ildo kosmosa gondarilon iki “Vo-
yager” kosmik gomisindo Bax, Motsart vo Bethoven, cazmen Lyu Armstrong,
rok-musiqic¢i Cak Berri vo b. osorlorilo yanasi zurnanin ifasinda Azorbaycan
xalq melodiyalarinin da yazis1 var idi.

Zurna dinloyicini giiclii hoyocanlandiran ¢ox az sayda olan ¢alg1 alotlo-
rindondir. Bu, hor seydon avval, onun qurulus xiisusiyyatlorilo sortlonon spe-
sifik tembri ilo olaqodardir.

Zurnanin torkib hissolorine govdo, masa, mil, dil, tagalaq vo qapaq daxildir.

Govdo (xotiik, karxana) konus soklindo orik, qoz, armud, alga, zogal,
simsad vo innab agaclarindan hazirlanir (zurnan1 hazirlayan ustaya “zurna
¢akir” deyirlor). Lakin daha ¢ox iistlinliik orik agacina verilir, belos ki, o 6zlindo
nomisliyi uzun miiddat saxlayir. Diametri 230-300 mm, uzunlugu 370-400 mm
olan kigik agac tiri dord hissoyo boliintir. Bir aydan artiq tobii surotdo quru-
duldugdan sonra parcalanmis agacin 300-350 mm uzunlugunda daxili hissasi
(qalan hissoalar istifados edilmir, belo ki, 6zok hisso ¢at verir, konar1 iso oyilir)
gbdvdonin hazirlanmasinda istifados edilir. ©vvalco agac xarici torofdon geyri
borabor yonulur: gévdonin yuxari torofdon diametri 20 mm-9, asag1 torofdon
159 60-70 mm-9 gatir. Sonra burgu ilo yuxari torofdon diametri 13 mm-o qodor,
asagiya dogru todricon genislonon sos novu agilir.

Govdenin iist torofindo onun yuxari ucundan 20-25 mm arali diametri
6-8-10 mm olan 8 (7-si calg1, biri iso kdklomo — alava, nizamlayici, seytan)
dolik agilir. Birinci 7 dolik arasinda mosafo 24-27 mm, yeddinci vo sokkizinci
doliklor arasinda mosafs isa 46-50 mm olur. Axirinct dalik bazon gdvdonin
yan torafindo yerlosir vo ¢alg1 zamani1 homiso agiq galir. Bu doalik “re” notu-
nu daqiq almaq maqgsadils agilir. O olmadiqda, gévdoni asagi torofdon daha
genis diizoltmok lazim golordi. Govdonin arxa torafindo birinci va ikinci st
doliklorin ton ortasi tusunda bir dolik do agilir. Sonra biitiin doliklor daglanir.

Alstin govdesi altinct dolikdon vo ya “komar” adlanan halgadan asagi-
ya (ayaq hisso) genislonorok konus soklindo diametri 90-100 mm olan boru
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omolo gatirir. Govdo bozon yandirma yolu ilo naxislarla, miixtolif hissalori
sadof, lacivord, mina, glimiis vo basqa metal dekorativ hissolorlo inkrustasiya
ilo bazadilir.

Zurna genis agizli (menzurlu) alot oldugu {i¢iin onu dodaq vo barmaqlarla
koklomak ¢otindir. Bu omoliyyat1 asanlagdirmaqdan 6trii govdonin yuxari qur-
taracagina (bas, sar, kallo) 120 mm uzunlugunda asagi hissasi ikidilli congoalo
oxsar masa (beca, calaq) qoyulur. Onu firlatmagla {i¢ iist doliyi 6rtmok miim-
kiin olur. O quru sdyiid, qoz, findiq, cir alga agaclarindin hazirlanir. Masanin
bas hissosinin uzunlugu 15-20-30 mm olur. Masa homginin sasi giiclondirir.

Zurna. Zourna. 3ypHa.

Mil. Pin. Iltner. ——‘ﬂ
‘ - Qapagq. Cap.
— ____a Koumauox. Masa. Sleeve. Bryixka.
N o
g

\\Q‘- ) Tagalaq. Socket. PoseTka.
il Dil. Stick.TpocTs.

Uzunlugu 50-60 mm olan mil (mil¢a) biiriinc, glimiis, tunc vo ya mis to-
bogadon hazirlanir. Tobago kosik konus soklindo kasilir vo asagiya dogru bir
godor genislonon (burada diametri 7 mm-o ¢atir) dairovi oyilir. Tobagonin
birlosdiyi yer giimiis vo ya qalayla lehimlonir. Milin asag1 enli ucu sapla sari-
nir vo masaya kegirilir.

Milin yuxar1 ucuna sapla suvarilmayan yerlordo biton gamisdan hazirla-
nan kicik ikiqat dil (gamug) barkidilir. 20 mm uzunlugunda qamis kosilir vo
i¢ torofdon orpi tomizlonir, list torafdon iso gabigi soyulur. Qamisin bir ucu
agi1z istiliyinds yastilanir. O biri ucu iso ¢ubugq lizerinds ¢arx sapi ilo sixilir vo
milo baglanir. Dilin ucu agilmasin deys, azaciq daglanir. Ehtiyat dillor zoncirlo
alotdon asilir.

Tagalaq (dayagq, sini) bir qodor doyirmi vo ya diametri 30-40 mm olan dairavi
sokildo olur, galinlig1 1-2 mm-o gatir. O sodof, stimiik, plastik kiitlodon, aliimin
vo ya agacdan hazirlanir. Tagalaq milin toxminon orta hissasino lehimlonmis
dairavi 16vhaciya sdykanir. O dodaq ti¢iin bir ndév dayaq rolunu oynayir, biitiin
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hava govdoyo tfiiriiliir vo dilin “logoklori” agizda sorbast titrodiyindon dama-
gin zodslonmasinin qarsisini alir.

Dili qoruyan qapaq (agizlig, qapancga, sixnaq, kip, putqal, qisqac) soyid,
findiq agacindan va ya {iziim tonoyindon hazirlanir. Tagalaq vo qapaq, itmasin
deyo, nazik tunc, glimiis zoncirlo vo ya sapla milo baglanir.

Goriindiiyl kimi, zurnanin koskin saslonmasino sobab onun kigik diametr-
li dilo, mils vo enli agizliga malik olmasidir.

Calg1 zamani zurna bir godor maili voziyyatds diiz qarsida tutulur, ifaginin
dodagqlar1 tagalaga toxunur vo hava dil (onu agizda dik voziyystdo saxlayirlar),
mil vo masadan kegorok govdoyao tfiiriliir.

Zurnada burunla ¢algi iislubu (havanin burunla alinmasi vo agizla aloto
otiirtilmosi) totbiq olunur. Bu vaxt sos uzun miiddot kosilmir. Bir gayda olaraq,
ifac1 qisa melodik frazalari ifa edorkon agzi ilo, uzun, davamli saslori ¢ixararkon
150 burnuyla nofas alir. Hava “rezervuar” rolunu oynayan agciyar vo agiz bos-
lugundan kegorak alotin sos kanalina todricon daxil olur. Belo 6ziinomoxsus
nofosalma texnikasi sayosindo zurnada davamli melodik xattin ifast miimkiin
olur. Calgig1 sol vo sag olin barmagqlart ilo doliklori Grtiib-agmaqgla miixtolif
ucaligda soslor ¢ixarir.

Zurnanin diapazonu kigik oktavanin “si bemol” sasindon {i¢iincii oktava-

2 (13 29 (13

nin “do” sesino qodordir. Ugiincii oktavann “do diyez”, “re”, “mi bemol”,
“mi”, “fa”, “fa diyez”, “sol” soslorini do ¢calmaq miimkiindiir. Mahir ifagilar
dordiincii oktavanin “do” sasina qodar olan saslori do gotiira bilirlor. Bu saslor
xalq musiqicilori arasinda “safil saslor” adiyla moshurdur. Onlar1 almagq ti¢lin
1-ci iist vo alt doliklor ortiiliir vo govdoyo giiclii hava axini tifiirtiliir.

Azarbaycanin qocaman musiqi¢ilorinin sézlorine goro vaxtilo gévdolori
miixtolif uzunlugda olan zurnalar yayilmisdi. Govdalorinin uzunlugundan asi-
I1 olaraq onlar “bas tavar” ( 350-370 mm), “orta tavar” (300 mm, indi do
istifado edilir), “ciira” (250 mm), “orta ciira” (200 mm) vo “ayaq ciira” (150
mm) adlanirdi. Bas tavar orta tavardan yarim ton bom, ciiro iso yarim ton zil
saslonirdi. Taninan nafas alotlori ifagis1 Olicavad Cavadov zurnanin iki: zil vo
bom novlorini diizoltmisdir. Zurna alatinin sasi haddindon artiq giiclii oldugu-
na goro pesokar musiqigilor onu adoton aciq havada ¢alirlar.

Alst zurnagilar ansamblinin torkibindo soslonir. Buraya usta (melodiyani
calir) vo domkes (sas yiiksokliyi doyismoayon burdon saslorlo ustan1 miisayiot
edir) daxildir. Mohz “qosazurna”, “ziiy tutmaq” ifadslori bunu nozoro alaraq
yaranmisdir. Bu dueti zorb aloti nagara da miusayist edir. Soki zonasinda zur-
nacilar duetino iki membranli alot — ana kos (bdyiik nagara) vo bala kos (bala
nagara) da qosulur.
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Salyan rayonunda “Congi” (rohbori Manaf Mommaodov) vo Sabran rayo-
nunda “Ciraqqgala” (rohbori Nuraga Rohmanov) zurnagi ansambllar1 daha ¢ox
moshur idilor. “Congi” ansamblinda yeddi zurnagi, bir balabang¢1 vo dord naga-
rag1 ¢alirdi.

1959-cu ildo Moskva sohorinds kegirilon Azorbaycan ©dabiyyat1 va Ince-
sonoti Dekadasinda 7 ifagidan ibaroat zurnagilar ansambli ¢ixis etmisdir. 1962-
ci ildo ©lafsor Rohimovun rohbarliyi altinda garisiq torkibli ansambl toskil
edilmis vo onun torkibindo bes usta zurnaci, bes domkes zurnagi (onlardan
ikisi zurnada, {i¢ii iso balabanda calird1) vo ii¢ nagarag istirak edirdi.

Sirzad Foataliyev. Shirzad Fataliyev. Illup3an ®@arasues.

Zurnada ragslor, asason xalq gshromani Koroglunun adiyla bagli qohro-
manliq melodiyalari, marslar vo alatin onanovi repertuarina daxil olan instru-
mental pyeslor ifa edilir.

Zurnaci Oli Korimovun (1874-1962) repertuarinda “Caharzon dostgahi”-
na daxil edilon rogs havalari: Qarabagi, Yumma Qarabagi, Sahpordo Qarabagi,
Bayati Qarabagi, Qahromani, Mirzayi, Bayazi [40] vo Habibillah Coforovun
(1896-1987)1fasindasoslonan vatarkib hissalori: 1) Agir Koroglu, 2) Sokiyallisi,
3) Koroglunun Soki sofari, 4) Congi Koroglu, 5) Koroglu gaytarmasi, 6) Ug
barmagq, 7) Dali Koroglu olan “Dastgah Koroglu” [19] siiitayabonzor unikal
osorlordir.

Zurna solo alot kimi xalq calg1 alatlori orkestrinin torkibine daxildir. Alst
simfonik orkestrdo do istifado olunur. U.Hacibaylinin “Koroglu” operasinda
zurna alating bdyiik yer verilmisdir. Ona adoton qohromanliq va rogslo bagh
sohnalorin miisayiati tapsirilir.

Cavansir Quliyev ilk dofo zurna vo simfonik orkestr ii¢lin “Pyes”, Kamal
©Ohmodov 1so zurna va xalq ¢alg1 alotlori orkestri {igiin “Congi” bastolomislor.
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Elnaro Dadasova zurna, balaban, ney, tiitok vo fortepiano ti¢iin “Diptix”” kom-
pozisiya-kvintet yazmisdir.

Xalq calg aloatlori orkestrinin torkibinds zurnanin texniki vo badii imkan-
lar1 U.Hacibaylinin “Cangi”, S.Riistomovun “Qohromani”, A.Garaymn “Congi”
va S.Olasgorovun eyniadli asarlorinds parlaq niimayis etdirilir.

Zurnanin yaranma mokani doqiq miisyyan edilmoss do, onun yayilma are-
alt molumdur. Bu — zurnanin inkisaf etdiyi ayri-ayri morkozlori olan osason
tiirk dlinyasidir: Anadolu, Conubi Tiirk (tiirk vo Qafqaz xalglarindan yaranan
Momliiklor siilalosinin hokmranliq etdiyi zamaninda arab 6lkolorini ohato edir-
di), Simali Tiirk (Kazan, Cuvas vo Balkan morkozlori daxil idi), Azarbaycan,
Ozbok, Qazax-Qirgiz vo Sarqi-Tiirkistan (Moqol vo Kalmik morkazlori). Qon-
sulugda yasayan xalqglar zurnani bu morkozlordon iqtibas etmislor.

Ogor gorb tiirk alomindo zurnanin asason gévdasinin uzunluguna gors forg-
lonon miixtalif névlorindon — gaba, clirs, asofi, sixabi, orabi, ocomi, boxtiyari
yayilmisdisa, sorq tiirk alomindo ancaq iridlgiilii (400-450 mm-o qodor) zurna-
lardan istifado olunurdu.

Bizim zamanimizda Azarbaycandan basqa zurna homin adla Tiirkiya, Iran,
Giirciistan, Acaristan, Ermonistan, Dagistan, Cegenistan, Inqusetiya, Yunanis-
tan, Makedoniya arazilorinds va arob 6lkslorinde molumdur. Dagistanda o ham
do zurnay (qumuglar), zurnau (laklar), zinrav (darginlor), surmay (kubaginlor),
Kabarda-Balkariyada — nakira vo ya nakira adlanir [82]. Zurna tipli alotlor
Ofganistan, Tacikistan vo Qara-Qalpaqda surna, Misirde — zomir, 9Olcazairdo
— zorna, qaita adiyla yayilib. Uygurlarda o sunay va ya sona, kalmiklarda —
bigktir, buryatlarda — biskur adi ilo taninir.

Goriindiiyl kimi, genis mokanda banzor ¢alg1 alotlori, oksor hallarda eyni
va oxsar adlarla malumdurlar.

AZIORBAYCAN QARMONU

Klavigli-pnevmatik ¢alg1 aloti olan qarmonun yaranma tarixi Sorq alomi
ilo olagodardir. Burada onun ¢ox qodimdon prototiplori — Cin seni (senq), Of-
gan, Pakistan vo Hind harmonu vo ya orqani, Azorbaycan cibg¢iqi malumdur
[56, 60]. Onlarda saslor havanin agi1z vo koriikls sarbast qalxib-enan dillor yer-
losdirilon govdoya verilon hava ilo hasil edilirdi. Ticarat olaqgolorilo olagodar
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sosin belo alinma prinsipi Avropada da molum olur vo burada musiqi alatlori
ustalar1 torofindon istifads edilir [60].

1821-ci ildo Alman ustas1 Fridrix Kristian Bugsman dodaq garmonikasini,
sonra birsirali koriiklii ol harmonikasini hazirlayir [59]. Daha sonra, 1830-cu
ildo Rusiyanin Tula quberniyasinda, Nijeqorod yarmarkasinda satisa ¢ixarilan
primitiv birsirali alman harmonika niimunasine uygun, silah ustas1 Ivan Sizov
torofindon sag torofdo 7 klavis (dil), sol torafds iso 2 bom klapan1 (diiymasi)
olan va basit mahnilari ifa etmays imkan veron qarmonika (qarmoska) diizaldir.
Sonralar, kustar iisulla 8-10 vo daha ¢ox klavisli, 2-4 bom klapanli qgarmoni-
kalar hazirlamaga basladilar. 40-c1 illorin avvalinds Tulada bir sira ev ema-
latxanalar1 qarmonika istehsali fabriklorina ¢evrilir. N.I.Beloborodovun toklif
etdiyi konstruksiyaya asason 1878-ci ildo Tula ustas1 L.A.Culkov torafindon
qarmonikalarin ikisirali klavisli xromatik novii yaradilir [59].

Alatin tokmillogdirmo islori Rusiyanin miixtslif quberniyalarinda yerino
yetirilir. Qarmonikalarin quruluslarinda ¢oxlu doyisikliklor aparilir. Onlar bir-
birlorindon kokii, diapazonu, sas va registrlorin sayi, hazir akkordlarin daxil
edilmo imkaninin olmasi vo ya yoxlugu ilo forglonirdilor. Hazirlanma yerlorine
goro Tula, Liven, Vyatka, Boloqoyev, Saratov, Kasimov, Yeletsk vo s. garmo-
nikalar1 adlandirilirdi.

Alatin hor iki — diatonik vo xromatik novii sadoliyine, giiclii vo parlaq
sosing, ifa imkanlarina, ¢alinma iisullarin dyronilmasinin sadoliyino, habelo
Tula vo Vyatkada kiitlovi istehsalina goro Rusiyada ( tatar, basqir, cuvas, mart,
mordva), Qafqazin simal vo conub hissolorindo moskunlasan digor xalqlar (ka-
bardin, lozgi, ¢cecen, inqus, giircii, osetin, acar vo b.) arasinda da osl xalq ¢alg1
aloti kimi yayilir.

XIX asrin ikinci yarisindan baslayaraq qarmonikalar Azarbaycana da golib
cixir. Azorbaycan folklor morasimlori vo musiqisinin kamil bilicisi ©lihiiseyn
Daglinin dorc edilon “Ozan garovali” kitabinda geyd edildiyi kimi, Xozor
donizi vo Volga ¢ay1 {izro yerino yetirilon ticarat yolu vasitosilo donizgilor
torofindon garmonikalarin ilk niimunolori Azorbaycana gotirilir. Onun sasi
Azarbaycanda holo domir yolu ¢okilmayondon ovval (yoni 1880 ildon avval)
esidilirdi [20]. Maraqlidir ki, onlar avvolco karvansara vo bazarlarda sandiq al-
veri ilo moaggul olan tacirlor torafindon oyuncaq kimi satilirdi. Diatonik sos dii-
ziimli alotlorin 7, 12, 14, 16 vo 18 ag klavisi var idi. Tulada Akim Trofimovig
Vorontsov torofindon hazirlanan girdo formali 16 klavisi olan belo alotlordon
biri Azorbaycan Milli Tarix Muzeyindo niimayis etdirilir. Mashur tar ifagisi
Bohram Mansurovun babas1 Masodi Mansur (1833-1909) yeddi klavisli alotdo
calirdi. Istedadli tarzon Sirin Axundov (1878-1927) yeddi yasinda olarkon
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bu aloti soslondirib. Sonra xromatik qarmonikalar istifado edilmoya baslan-
d1. Ustiinliik daha ¢ox kazan noviine verilirdi. Bu alotin ilk ifagilardan biri
Azarbaycan sohori Susadan olan taninan qarmongu Korboalay1 Lotifin (1876-
1944) atas1 Cokmagi Hiiseyn olub [72]. Onu gadinlar da qiz toylarinda qa-
val zorb alotinin ritmik miisayioti ilo ¢alirdilar. Bununla yanasi, kohno Bakida
(Igori Sohar) Seyid Hoson (XIX asrin sonu) qarmonikada gdzal ifa edir vo gonc
musiqigilori — ifagilar1 hazirlayirdi [20].

XX osrin birinci yarisinda kigik yaslarinda kor olan va xalq arasinda Kor
Ohad kimi taninan ©hod Oliyev (1893-1942) boylik sohrot qazanir. Qeyri-adi
istedina goro (o, saz, tar, tiitok vo fortepianoda da gozal ¢alirdi) onu “Usta” voya
“Qarmongu ©had” ds adlandirirdilar. 20-ci illorin sonunda onun maslahati vo
toklifilo Saratov novlii garmonika bakili usta Arxip Karpuskin torofindon
tokmillosdirilir. Alotin bu variantini artiq “Azorbaycan garmonu” adlandirma-
ga baslayirlar, ¢linki onun sassirasi vo tembri garmonikanin “tula”, “saratov”,
“kazan” vo basqga ndvlorindon forglonirdi. Yeri golmiskon, geyd etmok lazim-
dir ki, Azarbaycanin Sirvan zonasinda qadinlarin istifado etdiklori garmon
homginin “nay”, Qarabag zonasinda iso “mizqan” adlar1 ilo malumdur.

Azorbaycan garmonunun torkib hissolorino doérdbucaqglt qutu soklindo
gbovdo, koriik, sos hissalori vo klavis mexanizmi aiddir. Govdo 360x268x195
mm 06l¢iido olub, alatin galan hissalorinin barkidildiyi vo qurasdirildig: sag vo
sol taxta ¢arcivalordan ibaratdir.

Corgivalori birlogdiron koriik (kéynak) doyison hocmdo havanin verilmosini
tomin edon hava rezervuari rolunu oynayir. O iki torofdon nazik méhkom parca
ilo yapisdirilan biizmoli kartondan hazirlanir. Koriiyiin konarlar1 gévdonin ¢or-
¢ivaloring yapisdirilir.

GoOvdonin sag hissosino 18 tonlu ag vo 12 yarimtonlu qara klaviglordon
(dillordan) ibarat klaviatura yerloson tamasa-qrif borkidilir. Rus qarmonika-
sindan forqli olaraq, Azarbaycan garmonunun sol ol iigiin “y1gma” akkordlari
yoxdur. Onlarin avazino gdvdads iki sirada yerloson (18 tonlu ag vo 12 yarim-
tonlu gara) diiymolordon istifads edirlor. Onlar1 basarkon unison soslor vo ya
2-3 sosli akkordlar alinir.

Sas, sol allo koriiylin dartilib-sixilmasi ilo metal tirciklorin (plankalarin)
har iki torafino par¢imlonon miixtolif uzunluq va galinliqda, enli asas1 vo ensiz
titroyon hissolori olan nazik elastik dillorin (I6vhoalorin) rogsi ilo amolo golir.
Miiasir qarmonlarda tirciklorin say1 5-dir. Onlar miioyyon qaydada {izorindo
havanin ke¢gmosi liciin, klapanlarla ortiilon doliklori olan agac rezonatorlara
borkidilir. Klapanlar qrifdoki klavis vo govdodoki diiymoloras linglorlo birlosib.
Hor bir ag klavisin soslonmosi ti¢lin 6 dil — ikisi zil saslorin, dordii bom saslorin
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soslonmosi tiglin, qara klavislorin saslonmasi tigiin iso 3 dildon (biri zil, ikisi bom
saslar tigiin) istifads edilir. Dillarin titroyisi kortiylin dartilmasi vo ya sixilmasi
zamani dilin bir vo digor torofindo yaranan hava tozyiqinin forqi hesabina yara-
nir. Koriiylin agilmasi vo baglanmasi, habelo klavisin basilmasi zamani sixilmig
hava uygun sos tirgiklorindon kegir vo onun oyugundaki dili titrodir. Titroyon
16vhalarin 6lciilorindon asili olaraq miixtalif yiiksoklikds saslor alinir. Calg1 za-
mani sag olin sohadat, orta, iiziik vo ¢egolo barmaqlart melodiyani soslondirir
(qamma, arpecio, akkordlar1 ifa etdikdo boyiik barmaq da istifado olunur), sol
olin 3 vo ya 4 barmag1 uygun tonalligda domsaz not (pedal) saxlayir.

Qarmonun diapazonu ki¢ik oktavanin “do” sasindon ikinci oktavanin “fa”
s1sind godordir. Alotin iimumi koki fortepiano ilo miigayisodo yarim ton asa-
gidir.

[fac1 stulda oylosorak, gdvdanin sag torofini sag ayagin dizi iistiindo saxla-
yir, sol alini qisa qayisin altindan, uzun qayisi iso sag ¢iyning kegirir.

’.. IZ.
_—

s
-
—
——
-
-

-
-

-—

Qarmon. Garmon. 'apmons.

Koriiylin dartilmas1 vo ya sixilmasi sol olin horakatilo yerino yetirilir.
Alotdo ayaq tisto do ¢alirlar. Bu vaxt koriiyiin dartilmasi vo ya sixilmasi sol
¢iyino kegirilon qayis vasitasila yerino yetirilir.

Oziinomoxsus saslonmosing, tembr rongarangliyine, genis texniki imkan-
larina vo dasiilmasi asan olduguna goro qarmon tez bir zamanda Azorbaycan
xalginin maisating daxil olub. Tesadiifii deyil ki, Azorbaycan professional mu-
sigisinin asasm1 qoyan Uzeyir Haciboyli garmonun populyarligini vo texniki-
badii imkanlarin1 nozors alaraq, toskil etdiyi notlu xalq c¢alg1 alotlori orkestri-
nin torkibino daxil etmisdir. Burada alot tar vo saz kimi, yazilisindan yarim ton
asag1 soslonirdi. ©had Bliyev Uzeyir Hacibaylinin “Arsin mal alan” operetta-
sinda yekun toy sohnasindo “Torokoma” ragsinin melodiyasini garmonda ifa
etmok tigiin dovat almisd.

Maraqlidir ki, Miislim Maqomayevin “Sah Ismay1l” vo Reynhold Qliye-
rin “Sahsonom” operalarinda, habelo Ofrasiyab Bodolboylinin “Qiz qalas1”
baletindo raqs melodiyalar1 yazildigda bostokarlar Korboalay1 Lotifo vo ©had
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Oliyevo miiraciot etmisglor [72]. 1938-ci ildo Teyyub Domirov torafindon torki-
bina iki qaval, nagara vo qosanagara da daxil edilon qarmongular ansamblinin
togkili maraq dogurur.

Indi, moshur garmongular ®had Bliyev, Teyyub Domirov vo Mommadaga
Agayevin tovsiyalori asasinda, onlardan avval, soloflori torafindon soslondirilon
eynitipli novlarindon forqlonan tokmillasdirilon garmon Azarbaycan musiqisi-
nin biitlin xiisusiyyatlorini daha tam oks etdirir. Onun sas sistemi Azorbaycan
musiqisinin 17 pilloli sasdiiziimiine uygundur.

Qarmon solo vo ansambl aloatidir. ©vvallor onu zarb alstlori — qaval vo ya
nagarada, yaxud da nofos alotlori — klarnet vo balabanda miisayiot edirdilor.
Torkibindo qarmondan basqa klarnet, balaban, gitara, qosanagara vo fortepia-
no saslonon instrumental qruplar da taskil edilmisdi. Lakin torkibinde garmon-
cu, klarnetci vo nagaragi olan ansambllar, indiki kimi, daha ¢ox populyar idi.

Qarmon rogs melodiyalarin1 (“Mirzayi”, “Torokoma”, “Innab1”, “Tura-
c1”, “Qosongi”, “Azorbaycani”, “Onzoli vo s.), mahnilart (“Yadima diisdii”,
“Sevgilim”, “Sevon koniil”, “Qurban adina”, “Yeri dam {isto, yeri”, “Mugana
ceyran va s.) vo instrumental mugamlari (xiisuson “Bayati-Qacar”, “Zabul-Se-
gah”, “Cahargah”, “Hiimayun” ifa etdikdo) solo ¢aldiqda daha yaxs1 soslonir.

Qarmon tigiin bostokarlar — Siileyman Olosgorov xiisusi olaraq “Lirik
pyes” vo “Skerso”, Tofiq Bakixanov qarmon vo piano ti¢lin “S6zsiiz mahni1”,
“Daimi horokot”, Aygiin Somoadzados “Dagli rogsi” yazmislar. Qarmongu Zakir
Mirzayev garmon {i¢ilin “Mugam vo raqs’” kompozisiyasini bastoloyib.

Ogor Azorbaycanda ifagi-qarmongularin populyarliq xronologiyasini no-
zordon kegirsak, onda XIX osrin sonu vo XX osrin avvallorini Isi bay, Abis
bay, Korbolayr Lotif, Mosodi ©li, Xodico Musaxanova, Abutalib Yusifov
va Olokbar Nozorlinin adlari ilo slagelondirmak olar. Kegon asrin 20-30-cu
illorinds ©had Oliyevlo yanast Teyyub Domirov, Yusif Yusifov, Fatma Sofo-
rova, Kamraboyim Hiiseynova vo b. populyar idilor [72].

Azarbaycanda garmon sonatinin yiiksoalis dovriinii kegon asrin 50-80-ci il-
lorini hesab etmok olar. Bu vaxt 6z ustaliglar1 ilo Mommodaga Agayev, Abbas
Abbasov, Qizxanim Dadasova, Kiibra Obilova, Hacibala Dadasov, Soforali
Voazirov, Abutalib Sadiqov, Teyyub Teyyuboglu, Bodal Badslov, Sottar Hiisey-
nov, Firuz Eyvazov, Adil Hiiseynov, Vaqif Sixiyev, Tiirro Hiiseynova, Homid
Hagverdiyev vo b. secilirdilor.

Respublikanin rayon morkozlarinds Isfandiyar Cosqun, Motlob Abdulla-
yev (Ganca), Rza Sixlarov, ©flatun Agayev, Sadiq Sadiqov, Aslan Ilyasov
(Salyan), Mahmud Xalaoglu (Lonkoran), ©li Quliyev, Yusif Yusifov, Yelmar
Zeynalov (Agdam), Baylor Ohmadov (Fiizuli), Mehdi Valixanov (Sabirabad),
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Isa Safarov (Irovan) kimi ¢oxlu sayda istedadli ifagi-qarmongular pleyadasi
yetismisdi.

Bizim giinlords Aftandil Israfilov, Zakir Mirzoyev, Gévhar Rzayeva, Ka-
mil Vozirov, Onvar Sadiqov, Giilbahar Stkiirlii, Giilbahar Mommaodzads vo
basqalarinin xalq kiitlosi arasinda qarmonun populyarlasmasinda shomiyyatli
doracada rolu olmusdur. iran Azorbaycanindan olan Rohman Osodullahi do
boytik sohrot qazanmisdir.

Lakin garmon uzun zaman Avropadan iqtibas edilon alot sayilirdi. Ona go-
ro do, ayri-ayri ifagilarin populyarligina baxmayaraq, onlar dovlot strukturlar
torofindon diqgotdon konar gqalmisdilar. Buna baxmayaraq, odalot zofor calir.
Respublikanin xalq artisti adina Aftandil Israfilov, Kamil Vazirov, ©nvor Sa-
diqov, omokdar artist adina iso Zakir Mirzoyev, Govhor Rzayeva, Etibar Qa-
simboyli, Sorxan Abiyev layiq goriiliir. Moshur dirijor vo bastokar, maestro
Niyazi Zakir Mirzoyevin virtuoz ifasini nozors alaraq onu “Qarmonun Paqa-
ninisi” adlandirib.

Dovriimiizdo do garmon ifagiligi, avvellorde oldugu kimi, ¢ox populyar-
dir. Qarmonda alinan moftunedici, parlaq saslori ayloncali todbirlords, toy vo
bayramlarda, bodii-6zfoaliyyat kollektivlorin, vokal-instrumental vo instru-
mental ansamllarin ¢ixislarinda, biitiin Azorbaycan xalq ¢alg alotlori ansamb-
llarinin torkibinds esitmok miimkiindiir. Cox vaxt garmongular Sirvan, Tovuz-
Somkir-Qazax-Gadobay vo Borgali zonalarinin asiq ansambllarinin torkibino
daxildirlor. Qarmon Fikrot Omirov adina Azorbaycan Dovlot Mahni vo Rags
Ansamblinda aparici alotdir.

Azorbaycanin xalq artisti Aftandil israfilov.
People’s artist of Azerbaijan Aftandil Israfilov.
Haponmsrit aptuct AzepOaiimkana ABranaua Ucpaduiios.
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Qarmongularin ifasinda pesokar bostokarlarin osorlori tez-tez soslonir.
Zakir Mirzoyev Tofiq Bakixanovun tichissali simfonik orkestr tigiin “Birinci
Konsert”ini, “Segahsayagi”sini1 vo “Rondo”sunu, Vyanada Uzeyir Hacibay-
linin biistiiniin agilisina hosr olunan konsertds iso Volfqanq Motsart vo Uzeyir
Haciboylinin asorlorini ifa etmisdir.

Qeyd etmok lazimdir ki, ustad qarmongularin oksori ¢oxsayli raqs melodi-
yalarinin miiollifloridir. Kifayatdir ki, Aftandil Israfilovun “Ad giinii” filmindo
ugurla istifado edilon vo yaddasda gqalan “Nazilo” melodiyasini xatirlayaq.
Qarmongular Kiibra Obilova “Qoribo adam”, Hiiseyn Hosonov iso “Bagh
qapr”, “Kisi s6zii”, “Nisan lizliyli”, “Araqarigdiran” filmlorindo ¢okilmislor.

Azarbaycan melodiyalarint garmonda ¢alanda caz elementlorindon ilk do-
fo istifado edon Onvar Sadiqovun ifas1 boyiik tosir bagislaynr.

Qarmonun populyarligi haqqinda musiqi moktob vo kolleclordo gqarmon
ifacilig1 {izro xiisusi siniflorin mévecudlugu, Azorbaycan Madoniyyat va Incoso-
nat Universitetindo iso “Qarmon” ixtisasinin todris olunasi ilo mithakimo ye-
ritmak olar.

Bir sira dors vosaitlori dorc edilib. “Qarmon moktobi” (miislliflor Natiq Ro-
sulov, Sona Irzaquliyeva, Xeyrulla Dadasov, Ceyhun Qamarlinski, ©li Bayra-
mov, Zakir Mirzoayev), "Qarmon” ixtisasi iizra dors vasaiti (Forahim Sadiqov,
Oqtay Roacobov), “10 ritmik mugam” (9bdiil Hasimov), “Qarmon ifagiligin-
da mugam” (Forahim Sadiqov), musiqi moktoblorindo garmon siniflori {i¢iin
programlar (Sona Irzaquliyeva, Xaqani Somodov, Xeyrulla Dadasov, Rauf Is-
mayilov) dorc olunub. Mommodaga Agayevin ifasinda vo bastokar Tofiq Qu-
liyevin islomosindo 10 rags melodiyasi, “Qarmon va fortepiano ii¢lin pyeslor”
(Natiq Rosulov, iki toplu), “Azarbaycan xalq rogslori” (Zaur Mustafayev) nota
kogtirtilib.

Azarbaycanda 6zilino moxsus qarmongular moktobi formalasib. Onun inki-
safinda pedaqoq-garmoncgular Badol Badslov, Xeyrulla Dadasov, ©lovsot Pi-
riyev, Baxsol1 Oliyev, Ohson Rohmanli, Zakir Mirzoyev vo b. boyiik rol oyna-
yiblar.

Alotin tokmillogmosi {lizorindos islor indi do davam edir. Hiiseyn Hosonov
torofindon ¢orok notlar1 hasil etmoys imkan veron garmon yaradilib. Onvor
Sadigovun moslohati ilo Zahir Dadasov “do” tonalliginda iigoktavali garmon
hazirlayib. Zakir Mirzayev torafindon soltorafli klaviaturali garmon patentlos-
dirilib.

Gortindiyl kimi, garmon Azarbaycan musiqi moadaniyystino méhkom vo
ayrilmaz suroatdo daxil olmus vo artiq yiiz ildon artiqdir ki, tokmillogorak, onda
onciil yerlordon birini tutur.
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COBANLARIN CALGI ALOTLORI ORKESTR
VO ANSAMBLLARDA SOSLONIR

Azarbaycanda godimdon fleyta va svirelin sorq formalari olan ney vo tiitok
nofas calgi alotlori genis yayilib. Qeyd etmoliyik ki, sado, ¢alg1 doliyi olmayan
ney va tiitayin ilk niimunslorini arxeoloqlar paleolit dovriiniin abidslorindo ta-
piblar [51]. Coxgovdali vo kondoalon ney va tiitoklor nisbaton sonralar — erkon
va gec Neolitdo meydana golib.

Neylo eyni tipli alotlor miixtalif adlarla diinyanin bir sira gugoalorinds ya-
yiliblar. Belo ki, Ukraynada eyni alot floyar, Moldovada — fluer, kaval, Ab-
xaziyada — acarpin, Acaristanda — ¢oban-salamuri, Osetiyada — uadinz, Adi-
geydo — kamil, Giirciistanda — ueno-salamuri, avili, kavili, nay, nestvi, Ermo-
nistanda — srinq, Dagistanda — ksyul (lozgilordo), syataxi (dargilords) zibizqi
(qumuglarda), Cegenistanda — dutra, Basqirdistanda — kuray, Qazaxistanda —
sibizqu, Tiirkmonistanda — qargi-tyudyuk, Qirgizistanda — sarbasnay [82], arob
dlkalorindo — ney, Yunanistanda — tzamara adlanir. Misir, ran va Tiirkiyada
govdasinin uzunluguna gors forqlonan ¢oxlu sayda ney névlori molumdur. Mo-
solon, Tiirkiyads ifa olunan mugamlardan asili olaraq neyin 13 ndvii istifado
edilir: bolaheng nisfiye, bolaheng-sipiirde mabeyni, sipilirde, miistahsen, yil-
diz, kiz, kiz-mansur mabeyni, mansur, mansur-sah mabeyni, sah, davud, da-
vud-bolaheng mabeyni, bolaheng [70]

Ney vo digor nofas alotlorinin adlari orta asr gérkomli sairlorinin asorlorindo
tez-tez ¢okilir. Moasalon, Nizami Goncovi “Iskandernamo” poemasinda neyin
yaranmasi haqqinda ofsana soylayir. Imadoddin Nosimiya goro ney zorb aloti
doflo yaxsi soslonir. Mohommad Fiizulinin “Haft-cam” (“Yeddi cam”) poema-
sinda sairlo ney arasinda alleqorik sdhbat verilir. Sair onun sasindos olan koadorin
sobobini sorugur. Ney cavab verir ki, o0 qamis olarkon gom-qiissodon azad idi,
torpaqda boy atirdi, su ilo gidalanir, giineslo qizinir, kiilokdon yellonir, odla
dil tapirdi. Lakin sonradan onlar ondan iiz dondoardilor, onun {irayi biitiin bu
dordlora dozmadi.

Miixtolif tarixi dovrlordo Azorbaycanda neyin bir ne¢o novii yayilib. Maso-
lon, alim vo musiqisiinas ©ddiilqadir Maragai onun zamaninda istifads edilon
iki n6v — ag vo qara ney haqqinda xabar verir [56]. Neyin tosvirino orta asr
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Azarbaycan rassamlari Sultan Mohommaod, Mirzo ©li Tobrizi, Mir Seyid Oli
va basqalarinin miniatiirlorinds rast golmok olur. Bu sokillords ney kicik dia-
metrli uzun borucuq formasinda tosvir edilib. Alatin uzunlugu 700-800 mm-o
catirdi. Onda ¢obanlar vo pesokar ustalar ¢alirdilar.

Azarbaycanin muzeylorindo neyin godim névlori niimayis etdirilir. Riis-
tom Mustafayev adia Azorbaycan Milli Incosonot Muzeyindo saxlanilan ne-
yin qamig govdoasi oyma ornamentlo bozadilib vo alt1 yerdon dori ilo sarmib.
Alstin uzunlugu 453 mm-dir, gévdasinin xarici diametri Ufiirilmo yerds 21
mm, daxili diametri 16 mm, oks ucunda iso miivafiq olaraq 16 vo 13 mm togkil
edir, yoni govdo asagiya getdikco daralir. Govdonin asagi hissasindo bes calgi
doliyi, arxa torafdon isa bir dalik ag1lib. Ufiirma yeri azca yonulmusdur [2].

Uzeyir Haciboyli adina Baki Musiqi Akademiyasinin Azorbaycan xalq
musiqisi kabineti kolleksiyasina nofas alotlorinin mahir ifagis1 Hosrot Hiisey-
novun uzunlugu 495 mm vo diametri 16 mm olan misdon hazirlanan neyi da-
xildir. Gévdesinin divarinin qalinhig1 1.1 mm toskil edir. Uzdoki calg: doliklo-
rinin say1 7-dir. Bir arxa dolik iifiiriilon yero yaxin yerlosir.

Miiasir ney, avvallords oldugu kimi, 345-600 mm uzunlugda vo 20 mm
diametrdo diiz silindrik i¢ibos gévdodon ibaratdir.

-.:n%:w

Neylor. Neys. Hes.

Osason qargi, arik agaci vo ya misdon hazirlanir. Sosin ¢ixmasini asanlasdir-
magq l¢iin alstin yuxar1 ucu bir gador yonulur. Gdvdonin asag: iiz torofindo
adoton 5-7 ¢alg1 doliyi vo arxa torafdo, alotin bas hissasino yaxin bir dolik do
acilir. Calg1 zamani alot gopoki vaziyyotdo, ucu asagi endirilmis, bas hissosi
159 ag1zin sol kiinciine yaxinlagdirilmis sokilds saxlanir. Hava axin1 gévdonin
iti konarina yonoldilir.

Qeyd etmok lazimdir ki, sado qurulusa malik olmasina baxmayaraq, ney
sas ¢ixarilma tisullarina gora kifayot qodor miirokkob alotdir [64].

Neyin notlar1 kaman (“sol”) agarinda yazilir, diapazonu kigik oktavanin
“lya” sasindon ikinci oktavanin “fa diyez” sosino qodordir, lakin mahir ifagilar
daha zil saslori havani giiclii tifiirmak vo dodagi sixmagqla ifa eds bilirlor.
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Azorbaycanin ©mokdar artisti ilham Nacafov.
Honored Artist of Azerbaian Ilham Najafov.
3acnyxeHHbIl apTucT Asepbaiikana Uinbxam Hamkados.

Daliklori barmaglarla qismon 6rtmoklo xromatik sossirasini almaq olur.
Bom registrds neyin tembri yumsaq, zorif, moxmari vo bir godor bogugq, zil
registrdo iso giiclii vo aydindir.

Ney asasaon solo alatidir vo an ¢ox ¢obanlar arasinda yayilmisdir. Bu alotdo
sado vo melodiya cohatdon mohdud instrumental pyeslori, habels xiisusi hava-
lar1 — “Coban bayat1” adlanan lirik mozmunlu nagmalari vo rogs melodiyalari-
ni1 ifa edirlor. Cox vaxt ¢alg1 zamani ifag1 6zii bom burdon saslori ¢ixartmagla
ikisosliya nail olur, bozi anlarda onun bom sasi miioyyon melodik cizgiyo ma-
likdir.

Ney xalq ¢aglh alotlori orkestri vo ansambllarinda da istifado edilir. Azor-
baycan simfonik musiqi tocriibasinda ney ilk dofo Aqgsin ©lizadonin “Besinci
simfoniya”sinin partiturasina daxil edilib. Bu alot mashur konsert zallarinda
Firongiz ©lizadonin “Darvis” vo “Crossing” (“Carpazlagsma”) asorlori ifa edil-
dikdo saslonib. Hoson Adigozolzado ney vo simfonik orkestr ii¢iin iki “Fan-
taziya”, Ilyas Mirzoyev iso “Konsert” vo “Mistik simfoniya” yazmislar. Bizim
zamammizda ney/nay ¢algisinin tanman ustasi [lham Nocafovdur.

Tiitok Rusiyada sopel, Giirciistanda — salamuri, Acaristanda — kavali, Er-
monistanda — tutak, tutuk, svi, Dagistanda — ksul (lozgilordo), suvsuv (qumug-
larda), setaxi (dargilorda), sutuxi (laklarda), svultram (tabasaranlarda), Taci-
kistanda — nay ¢uponi va ya tutak, Ukraynada — sopilka, Belorusda — dudka,
Estoniyada — vilepilli, Latviyada — stabule, Litvada — lumzdyalis adlanir [82].

Tiitoyin Qafgaz novlorindo 5-8 calg1 daliyi var, onlardan biri arxa torofdo
yerlosir.
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Arxeoloji tapintilara goro, Azorbaycan tiitoyi ¢ox godim tarixo malik-
dir [18]. Azarbaycan Milli Tarixi Muzeyinin etnoqrafiya fondunda XIX asrdo
diizoldilon tiitok saxlanilir. Alotin uzunlugu 390 mm vo orta hissads an bdyiik
diametri 30 mm, sos kanalinin diametri iso 20 mm-dir. Onun yuxar1 hissasi
tut agacindan, asagi hissosi iso qamisdan hazirlanib. 11.0x3.5 mm olgiido fit
doliyi gdvdenin iifiirmo doaliyi (6l¢iisti 11x3 mm-dir) yerloson yuxar1 ucundan
50 mm masafads acilib. Diametri 7.5-8.0 mm olan va bir-birindon 25-29 mm
mosafoda yerloson 7 ¢algi daliyi vardir, onlardan biri arxa torafds yerlosir.

Bu muzeyds habelo Azorbaycan dramaturgiyasinin banisi, alim vo filosof
Mirzo Fotoli Axundova (1812-1878) moxsus tiitok niimayis etdirilir. Qamisdan
hazirlanan tiitoyin uzunlugu 230 mm-dir; gévdasinin xarici diametri 17 mm,
daxili diametri iso 13 mm-dir. Govdanin {ist torafinds bir-birindon 18-20 mm
mosafodo, diametrlori 7.5 mm olan 6 ¢alg1 doaliyi vardir. Gévdonin bir godor
yonulan asag1 torofindo iso bir dolik ac¢ilmigdir. Govdonin yuxari hissasindo
olgiilori 7x5 mm olan fit doliyi yerlosir. Ufiiriilmo yeri dlgiilori 9x2 mm olan
yarimdaira amolo gatirir.

Nizami Goncavi adina Milli Azarbaycan ©dabiyyatt Muzeyinds gérkomli
Azarbaycan yazigisi, jurnalisti vo ictimai xadim Calil Mommadquluzadayo
(1869-1932) moxsus qamigsdan hazirlanan tiitok niimayis etdirilir. Tiitoyin
uzunlugu 330 mm-9, govdasinin diametri 17 mm-9, qalinligr iss 2.5 mm-o
borabordir, yeddi iz (aralarindaki mosafo 22-24 mm-dir) vo bir arxa ¢alg1
doliyi ilo tochiz olunub. Alstin asagi ucu yonulmusdur.

Azarbaycan Musiqi Madaniyyati Dévlot Muzeyinin Azarbaycan xalq cal-
&1 alotlori sobasindo gorkomli musiqigi-ifagi, pedaqoq ©hmoad Bakixanovun
(1892-1973) topladig1 zongin musiqi alotlori kolleksiyasina daxil olan uzunlu-
gu 322 mm, sas kanalinin diametri 10 mm olan tiitok niimayis etdirilir. Tiitoyin
sokkiz ¢alg1 doliyi var (yeddisi iiz, biri iso arxa torofds). Govdonin yuxari
hissasino halqga kegirilib.

Nizami Goncovi adina Gonco Dévlat Tarix-Diyarsiinasliq Muzeyinin kol-
leksiyasinda diametri 8-9 mm olan 8 ¢alg1 daliyi (biri arxa torafdadir) ilo tochiz
edilon tiitoyin uzunlugu 352 mm, gévdosinin diametri 23 mm-dir. Sos kanali-
nin diametri 10 mm-dir. Calg1 dsliklori arasindaki mosafo 23-24 mm-dir.

Cofor Cabbarli adina Azarbaycan Dovlot Teatr Muzeyindo misdon hazirla-
nan imumi uzunlugu 380 mm olan tiitok toqdim edilir. Asag1 yarisinda iist to-
rofds nisbaton kicik (5.5 mm) diametra malik sokkiz ¢alg1 daliyi (biri arxada)
vardir. Fit doliyi oturacagi 8 mm va hiindiirliiyli 10 mm olan {icbucaq forma-
sindadir.
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Sankt-Peterburqda Musiqi alotlori Sorgisindo niimayis etdirilon ii¢ tiito-
yin gdvdoalori miixtolif formalara malikdir. Onlardan biri nizamlayici qapaqla
tochiz olunub. Govdalorin iz torafindo 6-7, arxa torofindo iso bir ¢alg1 doliyi
var [82].

Qurulusca miiasir tiitok 6z soloflorindon ¢ox da forglonmir. Ovvallords ol-
dugu kimi, alot gqarg1 va ya agacdan (orik, qoz, tut) hazirlanan, silindr sokilli
uzunlugu 280-350 mm olan borudan ibaratdir.

Agacin 6zoyinds burgu ils (kegmisdo bork qizdirilan metal millo yandirir-
dilar) 18-20 mm diametrds sos kanali agilir. Govdonin yuxari ucu ¢op kaosiya
malikdir vo ona sdyliddon hazirlanan 30-35 mm uzunluqda tixac — dil kegirilir.
Dilin iist torafi bir godor yonulur; bununla da gévdonin daxili divar ilo dil ara-
sinda seqment sokilli bosluq galir. Govdonin {ist torofindo dilin asag1 ucunun
qurtaracaginda kvadrat sokilli dolik agilir.

Tiitoklar. Tuteks. Tyreku.

Beloliklo, dil vo dalik fit veron xiisusi bir qurulus togkil edir. Alotin gov-
dosinin iz torofindo 7 dolik, arxa torofindo iso iist torofdoki 1-ci va 2-ci do-
liklorin arasmnin orta tusunda bir dalik ag¢ilir. Govdonin bas hissasino adoton
alotin registrini nizamlamaq tigiin metal halqa kecirilir. Halgan1 asag1 ¢okib
sos ¢ixaran doliyi bir qodor 6rtmoklo bom soslor alinir. Sasi alotin gévdosinin
uzunlugunu doyismoklo do nizamlamaq olar. Ona goras do, oksor hallarda, tiito-
yin yuxari hissosi siyirma diizaldilir.

Calg1 zaman tiitoyi azaciq maili voziyyatdo diiz qarsida tuturlar. Hava alo-
tin yuxar1 ucundaki ensiz dsliys iifiiriiliir vo buradan axin gévdadoki kondslon
kasiyin tilino yonaldilir.

Bu halda sas ¢ixarma olduqca yiingiillagir, havanin saorfi azalir, bununla
da, alatin texniki vo ifado imkanlar1 artir. Yuxari ii¢ iist vo alt doliklor miivafiq
olaraq sol olin sohadot, orta vo iiziik, alt dolik bas barmaqla, asag1 dord {ist
doliklor iso sag olin sohadot, orta, {iziik vo ¢ecolo barmaglari ilo ortiiliib agilir.

Tiitoyin tembri normal {ifiirma zaman1 yumsaq vo inco, giiclii iiflirmodo iso
uca va figiltilidur.
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Azorbaycanin Omokdar artisti Hasanaga Sadiqov.
Honored Artist of Azerbaian Hasanagha Sadiqov.
3acnyKeHHBIH apTUCT A3epOaiimkana ['acanara CaabIxos.

€C 199

Tiitoyin diapazonu kigik oktavanin “si” sasindon ii¢lincii oktavanin “do”
sosino gadordir. Oberton registrlorin istifado edilmosino osaslanan bir qodor
quvvatli tifiirtilma tisulu ilo, tiglincii oktavanin “re bemol” vo “re” soslorini do
almaq mimkiindiir.

Tiitoyin diatonik sasdiiziimii bom, orta vo zil registrlors boliiniir. Bom re-
gistr tutqun, xiriltilidir, intonasiya ilo ifa ¢otinlosdiyindon nadir hallarda is-
tifado edilir; orta registr — moxmari, malahatli vo kifayat qodor gurdur; zil
registr iso inco, aydin va ¢ox kaskin g¢alarhidir. Tiitok ti¢lin ikibemollu vo ikidi-
yezi tonalliglar alverislidir. Melodik frazalar, tremolo, leqato ¢ox asanliqla ali-
nir. Sigrayislar, xiisuson oktava daxilinds, miimkiindiir, stakkato iso ¢otinliklo
alinir.

Tiitok, ney kimi, ¢oban omoyinin miixtolif mogamlar ilo bagh (siirtiniin
otlaga ¢ixarilmasi, suvata yonoldilmosi vo s.) havalarin ifas1 iigiin ¢obanlar
torofindon istifado olunur [30]. Bu havalarin bir qismi (masalon, “Coban ba-
yatis1”’) miistoqil sociyye dasiyaraq, omok prosesi ilo bagli olmadan da ifa olu-
nur. Kegmisdo bir ¢ox tamasalar (ilanlarin ovsun edilmasi, canbazlarin, kon-
dirbazlarin ¢ixiglari, sirk tamasalarinin baslangici) tiitok calgisi ilo miisayiot
olunurdu. Tiitok homginin pesokar roqqgasslori miisayiot edon ansambllarin
torkibino do daxil edilirdi.

Azarbaycanin bozi rayonlarinda tiitok “diidiik”, “siimsii”, “bliil”, Nax¢ivan
MR-nin Ordubad rayonunda iss “sziva” adlart ilo do malumdur.

Azarbaycanin Cabrayil, Fiizuli, Tovuz vo Naxg¢ivan MR-nin Sahbuz ra-
yonlarinda yan-tiitok nofas aloti yayilmigdir.
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O uzunlugu 540-600 mm, xarici diametri 20-22 mm olan, qoz vo aorik agac-
larindan hazirlanir. Mis vo biiriincdon hazirlanan yan-tiitoklora do rast golmok
olur. Uz torofinin asag1 hissesine yaxin 7, arxada bir calg1 daliyi vardir. Yan
torofinin asagi hissasinda saslorin nizamlanmasi ti¢iin, bir-birindon 45-50 mm
mosafodo yerloson iki olavo dolik agilir. Alotin gévdasindo adoton dairovi ga-
novlar yonulur. Onlardan ikisi daha enlidir vo gévdoni toxminan {i¢ borabor
hissoyo boliir. Alati ¢iyindo gozdirmokdon 6trii ipin uclart tiglin gévdonin yu-
xar1 vo agag1 qurtaracaqlarinda qanovlar agilir.

Calg1 zamani alot ¢op voziyyatdos tutulur, {ifiirmo doliyi agizin sag kiinciino
qoyulur vo ona dodaqlarla azca toxunulur. Hava axinini1 gévdenin iti ucuna yo-
noaldorok, asagi registrdo tutqun, bogugq, orta registrdo miilayim, moxmori, yu-
xari registrdo iso uca, fisiltil, lakin koskin olmayan soslor alirlar. intonasiyanin
yiiksokliyi ¢alg1 doliklorinin diametrinin 3/4 vo ya 1/2 hissasini barmagqlarla
ortmokls vo dodaglarin gorginliyi ilo nizamlanir.

Yan-tiitok do yalniz ¢oban alotidir. Onda ¢alinan havalar qoyun otarilmasi,
cobanin istirahoti, qurdbasanlarin haylamasi, siiriiyo vohsi heyvanlarin bas-
qin1 zamani insanlarin ¢agirilmasi ilo bagl olan ¢oban xobordarliq signal vo
mahnilarindan ibaratdir (“Qoyun hongi”, “Qoyun ovsarisi”, “Qaya bas1”, “Co-
ban bayatis1” vo s.) [30].

Tiitok ¢alan miiasir ustalar arasinda Hoson Mohorromov (Baki), Heydor
Mommodov (Salyan), Sorbot Ohmoadov (Samaxi) vo Bayram Mommodovun
(Gonco) adlar1 daha moghurdur.

Yan-tiitok. Yan-tutek. fn-TyTek.

Kigik instrumental ansambllarin miisayisti ilo tiitokds lirik melodiyalar
(adoton zil registrdo), mugamlar, ronglor, xalq mahnilari, ragsler vo havalar
ifa edilir. O habels xalq ¢alg1 alatlori orkestrlori vo ansambllarmin torkibine
daxildir.

Azarbaycan xalq c¢alg1 alatlori orkestrinin torkibinds hamginin tiitoyin ki-
cik (pikkolo) ndviindon do istifads edilir. O adi tiitokdon bir az kigik dl¢iilori
ilo forglonir (uzunlugu 265 mm-9 godor, diametri iso 18 mm-9 catir). Nizam-
layici halga olmadiqda, govdonin {iz torafindo bir olavo dolik do agilir. Kigik
tiitok ¢alinma tisuluna vo applikaturaya goro adi tiitoys uygun golir, lakin ona
nisbaton kvarta yuxari soslonir. Alotin diapazonu birinci oktavanin “mi” so-
sindan, ti¢lincli oktavanin “fa” sasino qadordir.
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Ney, tiitok vo onun kigik ndvii orkestrda, asason, solo alot kimi soslonirlor
va digar nofas alati — zurna ilo bir qrup toskil edirlar.

Azorbaycan bostokarlar tiitoyin texniki vo badii-ifado imkanlarindan ge-
nis istifado ediblor. Soltan Haciboyovun “Bolqar siiitas1”, Cahangir Cahan-
girovun “Misir 16vholori”, Siileyman ©Olasgorovun “Bahar toranslori”, Xolil
Coforovun “Rags siiitas1”, Hac1 Xanmommoadovun “Simfoniyetta”, Agabaci
Rzayevanin “Coban Qara”sinda onun bodii-ifagiliq imkanlar1 (xiisuson forte
nliansinda) qabariq sokildo oks olunur vo basga alstlorlo qovusduqda zongin
sos palitrasi yaradir.

Belalikls, ney va tiitok xalq musiqigilari ilo yanasi professionallar arasinda
da populyardir.

NAGARA, QAVAL VO QOSANAGARANIN
RiITMLORI ALTINDA

Yazili manbalors gora Azarbaycanda qadimdon yayilan darili alstlor (elmi
odobiyyatda membranofonlar) quruluslarina, 6lgiilorino, formalarina, hazir-
lanma materiallarina vo saslonmalarino gors forglonirdilor [2,32]. Onlar bir vo
ikitizlii, yoni saslonan dori govdonin bir vo ya har iki a¢iq iiziine ¢okilirdi, eloco
do binar — iki govdadan ibarat idilor. Onlardan ¢ubug, toxmaq, a1 vo barmag-
larla algaq, giiclii, boguq vo ya gurultulu saslor ¢ixarilirdi.

Birtorofli zorb alstlorinin say1 11-o (qaval, qosanagara, dairs, dof, tobil,
diimbak, tobil-baz, kus, cift-kos, mazhar, nagarazon), ikitoraflilorin say1 iso 5-9
(nagara, davul, dohiil, dumbul, tabirs) catirdi. Bu alstlordon vuruslarda signal
aloti kimi, asgorlorin doylis ruhunu qaldirmagq iigiin, tamasa vo bayramlarin ke-
cirildiyi vaxt, meyxana icra edonds, dini ayinlorin, yas marasimlorin miisayiati
zamany, ylirlis, toy, rags vo idman oyunlarinda istifads edirdilor. Onlar solo vo
ansambllarda basqa ¢algi alatlorls birgs saslonirdilor. Bu anona bizim giinlords
do davam edir.

Azarbaycanlilarin membranli alstlor arasinda on ¢ox barabanin bir névii
olan nagara (“noqr” — taqqildatmaq orab soziinden) yayilmisdir.

Nagaranin govdosi (saganaq, gqobul) silindr soklindodir vo orik, qoz, tut,
coko agaclarindan hazirlanir. Bu mogsadlo kasilmis agac pargasi icoridon 5-6
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mm qalinliga qodor oyulur vo ya 4-5 mm qalinligda faneri oavvalca isladib,
sonra dyirlar. Saganaqda havanin ¢ixmasi lictin 10 mm diametrdos 1-3 sayda re-
zonator doaliyi (oyugq) acilir, oks halda gévds havanin tozyiqindon ¢atlaya bilor.
Boazon govdonin i¢ torofindon saquli istiqgamotde saganagin moéhkomliyini
tomin edon tamasa borkidilir.

Aloatin 1izii ii¢lin asason keg¢i dorisindon istifado edilir. Ovvallor ceyran vo
ya maral darisi totbiq edilirdi. Darini bir az isladir vo tiiklii iizli yuxar1 olmagla
(bu halda alot daha yaxs1 soslonir) dartilir. Sonra dori barabor mosafodo ta-
xilan 6-12 odad sokkizvart mis ilgayi (qarmagq, iiziik, halga) olan saganagin
xarici diametri Ol¢iisiinds diizoldilon girds polad ¢onbars ikigat sirinma tikislo
borkidilir. Uz ¢okilmis ¢onbarlor alotin aciq torafinda yerlosdirilondon sonra
ilgokdon kegon vo taxta payaciqlarla burulan — ¢al-¢arpaz dolanan ipin (kandir,
ciya) komoyilo alotin govdosing six dartilir. Bu zaman bir ¢onbarin ilgoyi oks
conbarin ilgoklori arasinda simmetriya oxunda yerlosdirilir. Membranin bela
¢okilmo tisulu onun tarimligini, bununla da nisbi yiiksokliyi nizamlamaga im-
kan verir. Ifaginimn harokotini asanlasdirmaq ii¢iin alot qayisla tachiz olunur.

Nagara govdosinin diametri miixtalif olur. Bundan asili olaraq, alotin nov-
larino miixtolif ad verilir: boyiiklori — kos (koos, kus), dumbul (Sabran vo Quba
rayonlarinda); orta 6l¢iido olanlart — orta, qoltuq, al nagaras: vo ya sadoco
nagara, toy (Nax¢ivan MR-do); kigiklori iso ciira, kicik vo ya bala nagara
adlanirlar. Nagaranin biitiin novlori qurulusca eynidir.

Boyiik nagara (kos).
Big naghara (kos).
Bosasmas Harapa (xoc).

Qoltuq nagara.
Goltuq (axillary) naghara.
ToaTyr (moaMbllIeuHas ) Harapa.

Ciirs (bala) nagara.
Jura (small) naghara.
Jxypa (HeOobinas) Harapa.
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Boyiik nagaranin — kosun saganaginin diametri vo hiindiirliilyli uygun ola-
raq 400-450 vo 500-550 mm-dir. Onun govdasinds kvadrat soklindo rezona-
tor doliklori vo ya kigik dairaciklor agilir. Alot ayaq listo ¢calindigindan, onu
gozdirmok {icilin gayisla tochiz olunub. Qarmaq kimi oyilmis, ucu kiirosokilli,
uzunluglar1 395-405 vo 280-285 mm, diametrlori 13-15 vo 9-10 mm olan qay1s
ilgokli iki gubuqla (¢ilik, ¢iling) ¢calinir. Boyiik nagara (kos) adoton govdosinin
hiindiirliiyti 340-360 mm va diametri 300-320 mm olan kigik novii ilo birlikdo
soslondirilir. Buna goro do bu qosa alot kos-nagara adlanir. Boyiik nagaraya
ana kos, kicik nagaraya iso bala kos deyilir.

Orta nagaranin govdasinin diametri 330-360 mm vo hiindiirliiyti 260-310
mm olur. Olgiilorindan asili olaraq kicik (330x260 mm), orta (340x290 mm) vo
iri nagara (350-360x300-310 mm) adlanirlar. Nagaranin bu novlori adston iki
olin vo iki (yogun va nazik) diiz vo ya uclar1 garmaq kimi ayilmis ¢ubuqlarin
zarbalari ila saslondirilir. Sonuncu halda alst ¢ilik (¢iling, ¢ubug) nagara adin
dasiyir. Yogun ¢ubugun uzunlugu 350-360 mm, naziyinki iso 230-235 mm olur.
Cubuglarin yuxar hissosinda dolik agilir vo ondan iribuynuzlu mal dorisindon
olan nazik qayis kegirorok uclarini tikirlor. Calg1 zamani qayis ilgok har iki olin
sohadot barmagqlarina geydirilir, gubuglar bag barmaqlara diranirlor, galan bar-
maglar isa cubuglar iizorindo qalir. Iri nagara xiisusi sifarislo hazirlanir.

Kigik (ciira, bala) nagaranin gévdosinin diametri 240-300 mm vo hiindiir-
liyti 235-295 mm-dir. O uzunlugu 270 vo 295 mm, diametri 11-13 mm olan
iki toxmagla vo homiso iri nagara ilo birgs saslondirilir.

Bir qayda olaraq, nagaran giiclii sosino goro agiq havada ayagq iistiindo vo
ya oturaraq calirlar. Ayaq iisto ¢alanda alsti qoltuq altinda saxlayib, gévdani
sol golun bazu 6nii ilo tuturlar. Alstin bu voziyyatini nozors alaraq, onu adoton
goltug nagara da adlandirirlar. Oturaraq ¢aldiqda, nagarani, adoton, sol dizdo
qoyulur, sol allo gayis1 ifaginin toqqasina baglanan ipi tutaraq saxlayirlar.

Nagara ollorlo vo ¢ubuglarla ¢alinir. Birinci halda gohadat, orta, iiziik vo
¢ecolo barmaglariin uclarina giic vermoklo vo har iki olin ovuclari ilo zorbs en-
dirilir, ya da dorinin {izorino barmaqlarin ¢irtma vurulmasi vo siirtisdiirtilmasi,
homginin barmaq zorbolorinin miixtalif kombinasiyalarindan istifado edilir.
Bununla da miixtolif dinamikliyin vo tembr ¢alarinin ritmik cizgilori alds olu-
nur. Alot tomiz, cingiltili, giiclii vo kaskin sos verir.

Naxgivan Muxtar Respublikasinda “Yalli” rogsini ifa edorkon zurnagilar
ansamblinin torkibindo ¢ixis edon nagaragi (burada o toy¢u adlanir) onu boy-
nundan asaraq alt vo {ist izlorino ¢ubuglar1 (yogunu salban adlanir) vurur.

Calg1 zamani ¢ilik nagara ¢iyindon kegirilon gayisdan asilir vo ya sol allo
govdoni tutan ifaginin qoltugu altinda saxlanilir. Cubuglar bir, bozon iso hor
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iki membrana vurulur. Cilik nagarada ¢alg1 zamani miisayiotin ritmik osasi
sag olin biloyini biikmoklo asag1 voziyyatdo saxlanilan yogun ¢ubugqla vurulur.
Bununla da taktin giiclii xanasi vurgulanir. Bu halda sol olin biloyinin 6z oxu
otrafinda firlanmasi ilo yuxari vaziyyatds saxlanilan nazik ¢gubugun zorbosilo
moharatlo variasiya olunan xirda ritmlor oldo edilir.

Cilik nagara ifacis1
Cavansir Qasimov.

Artist on chilik naghara
Javanshir Gasimov.

Wcnonuurens Ha YMIMK Harape
Jxasanmmp Kacumos

Nagarada ollo vo ya ¢ubugla calg1 isulunun se¢ilmosi ansambllarda ifagi-
larin sayindan vo ¢ixis yerindon — otaq v ya agiq havada olmasindan asilidir.
Asiqlar, balabangilar, xalq ¢alg1 alstlori ansambllarinda va orkestrlords ollo,
damburgu, zurnag1 vo tulumgular ansambllarinda iso gubugla ¢alirlar.

Binar alot olan kos-nagarani garsida saxlayib, qayis vasitasilo ¢iyindon
asirlar. Alat ilgoyin kdmayilo biloklors taxilmig bir (ana kosda) vo ya iki (bala
kosda) toxmagla bir va ya hor iki izo vurmagqla soslondirilir. Ana kosda taktin
giiclli xanalori ¢alinir, bala kosda iso melodiyalarin ritmik asas1 nozors ¢atdirilir.

Boyiik nagara (kos) ancaq zurnacilar ansamblinda istifads edilir. Burada
bala kosda calan da istirak edir. Kos-nagaranin ritmlori ilo toy sonliyi, adax-
linin golmasi va golinin yola salinmasi, miixtalif rogslor, idman yarislart vo
oyunlar miisayist olunur.

Orta 6lgiilii nagara — qoltuq nagara xalq ¢alg alotlori orkestr vo ansamblla-
rinda, habelos estradada solo sokilda istifads olunur. Alat sazondoa, kigik bala-
bang1 vo zurnag1 ansambllarinin torkibina daxildir.

Nagaranin kigik novlori — cliro vo ya bala nagara, osason balabang1 vo qar-
mongu ansambllarinda, habelo klarnet¢ini miisayiot edon vaxt soslonir.

Torkibindo 30-40 ifag1 olan nagaraci ansambllari foaliyyat gostorirlor.

Nagaralar1 avvalcodon miixtalif tonlarda koklayarak, ayri-ayri qrup halin-
da, gabagcadan miioyyonlosdirilon metro-ritmik sxem asasinda sinxron sokildo
ritmlori vururlar. Cox vaxt nagara bir qrup roqqasin alindos do soslonir.

Agasiileyman Imanov, Bdyiikaga Muradov, Izzot Mommodova, Cingiz
Mehdiyev, Zoéhrab Mommaodov, Solim Quliyev, Almas Quliyev, Ofqan Cofo-
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rov, Azar Bliyev, Rafiq Ibrahimoglu vo basqalarmin ustaligi bu alatin populyar-
lagsmasinda rolu boyiikdiir. Onlar ifagiliq iislubuna ¢oxlu yeniliklor gotirmislor.
Cingiz Mehdiyev (1932-1992) moktoblilordon ibarat “Ritmlor” nagaragi-
lar ansambl1 yaratmigdi. Diqqatslayiqdir ki, ansamblin torkibina kos, qaval,
gosanagara, diimbok vo sinc alatlori daxil edilmisdir.
Bizim zamanimizda omokdar artist Natiq Sirinovun toskil etdiyi “Natiq
ritm qrupu” boylik populyarliq qgazanmisdir.

Azorbaycanin ©Omokdar artisti Natiq Sirinov.
Honored Artist of Azerbaijan Natig Shirinov.
3acnyxeHHbIi apTucT AsepOaiimkana Harur lllnpunos.

Tofiq Quliyev xiisusi olaraq nagara vo xalq ¢algi1 alotlori iigiin “Azorbaycan
rogs ritmlori” bastolomisdir. Mommod Quliyev “Novruz” bayrami sohnosini
canlandirmaq moqsadilo “Aldanmig ulduzlar” operasinin partiturasina zurna
vo nagarani daxil etmisdir. Rohilo Hosonovanin “Kos-kosa” balet-pantomima-
sinda 2 mim vo xordan basqa 8 nagara vo bir qosanagara ifagisi istirak edir.
Ramiz Mustafayev nagara ilo orkestr {li¢iin “Azorbaycan xalq ritmlori”, “Rogs
stiitas1”, Salman Qomborov sos, nagara vo fortepiano iigiin “Sorq vo Qorb”
stiitas1, Vasif Allahverdiyev agac nofos alatlori kvarteti vo nagara ii¢iin “Mu-
gamsayag1”, Ceyhun Allahverdiyev iso kamera orkestri ilo tar, kamanca, zur-
na, balaban, nagara vo solist (xanondo) tigiin “Mugamlarin vo xalq musiqisinin
islomolori” yazmislar.
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Sorq olkoalorindo bubeno oxsar digor populyar alotin — qavalin yayilma
areali nagaraya goro daha genisdir. “Qaval” soziiniin monas1 barads bir neco
miilahizo vardir. Onlardan da on mogbulu taninmig ornament rossami, sorq
musiqisinin boytik bilicisi Latif Korimov (1906-1991) torafindon geyd edilib.
Onun naticasing gors “qaval” va ya “qovval” orta osrlordo Sorqdo genis yayi-
lan zorb alati dofin miisayiotilo orob matnli “qoul” ritmik musiqi asarlorini ifa
edon miigonnidir [48].

Bir ¢cox rayonlarda daf ad1 ilo taninan (Quba rayonunda — daft, Qazax ra-
yonunda iso — damdira) qaval bir torafino baliq (noro, naqqa) ddsiiniin dorisi
¢okilmis 310-320 mm diametrli ensiz, doyirmi saganaqdan ibaratdir. Pordosi
¢opis dorisindon olan qavallara da rast golmok olur.

Bir qayda olaraq, saganaq palid, tut vo ya qoz agacindan olan 11-12 mm qa-
linligda vo 1400 mm uzunluqda nazik fanerdon hazirlanir. Onun iizorino taxta
yapisqani ¢okorok ti¢ dofo dairs soklindo dolayirlar. Saganagin sothi iiz torofdo
hamar, i¢ torofds iso bir qodor gabariqdir. Saganagin daxili perimetri boyunca
bir-birindon 18-20 mm mosafodo milin kdmayilo mis vo ya biirlincdon olan
halga-zinqirovlar (60-dan artiq) asilir. Cox vaxt saganagin iz torofi sodoflo
bozadilir. Qavallarin 6l¢iiliilori miixtolifdir: diametri 340-450 mm vo eni 40-60
mm arasinda doyisir.

Qaval. Qaval. I'aBaJ. -

Calgidan avval gavalin izii giinds, od va ya elektrik lampasi iizorindo qiz-
diritlir. Yaxsi dartilan va isidilon dori tomiz, uca va giiclii sos verir. Qavali iki
allo, icori torafini ifaciya gevrilmis sokildo saxlayirlar. Bu zaman saganagin
konar1 ollorin bag barmaglarina sdykonir. Saslor hor iki olin ovuclar1 vo bar-
magqlar1 (sohadat, orta, iiziik vo ¢e¢alo) ilo {iziin konarina vo ya morkozina ylin-
giil vurmagla, hamginin alati silkolomokls olds edilir.

Qaval1, adoton, qapali yerdo ¢alirlar. Bu halda miixtolif iisullardan istifado
edirlor: agiq ovuc, bir vo ya hor iki olin barmaglari ilo {iziin konarina vo
morkazina dogru, olin barmagqlarinin ucu ils tizlin konarina vo markozing, ¢ecolo
barmaq tamamlayici ¢irtma soklindo iiziik barmaq tizorindo siiriisdiiriilorok
lizlin saganaga yaxin hissosino vurulur; alotin hor iki ollo silkolonmasi; tok-
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tok zorbolordon sonra alotin firladilmasi. Bundan olavo xalq calgi alotlori
orkestrinda bu vo ya digor asarlari ifa edorkon ifaci alotin saganagini dizins vo
sinasing sixaraq allos iizlin morkazino vurur.

Qaval Azorbaycan xalqinin moigoti, adot vo ononolori ilo bagli sohnolorin
niimayisindo genis sokildo istifado edilon alotdir. O miixtalif musiqi janrlarinin
ifasinda, xalq oyunlarinda (masalon, “Ciit qaval”) vo tamasalarinda saslonir.
Rogslorin, mahnilarin ritmik miisayistinds solo ifada, eloco do simli vo nofos
alotlorin akkompanementi {i¢iin istifads olunur.

Qaval sazondo ansambllarinda mugam-dostgahlarin vo zorbli mugamla-
rin ritmik epizodlarini qavalda miisayist edon xanandanin alinds saslonir. Bu
zaman qaval bir ndv miistaqil rol oynayir. Oxuma zamani iso mugamin me-
lodik xattindon asili olaraq, aloti xanondo miixtalif voziyystlordo saxlayaraq,
onun vasitasilo sasin istiqamatini vo tembrini doyisdirmayo ¢alisir. Mugamin
kulminasiya moqgamlarinda xanonds qavali sifotin sol torofindo agizla eyni
soviyyado qulaga yaxin saxlayir. Bu vaxt alot 6zlinomoxsus rezonator rolunu
oynayir. Tosnif vo xalq mahnilarini ifa edorkon xanondo gavalda ancaq giris
hissasini vo aragalgini miisayiot edir.

Bir ¢ox xanondolor — Cabbar Qarayagdioglu, Seyid Susinski, Ziilfi Adi-
gbzolov, Obiilfot Oliyev vo basqalar1 eyni zamanda qavalin mahir ifagilar ki-
mi do taninirdilar. ©zizaga Nocofzado Azorbaycan Dovlst Filarmoniyasinin
mahni1 vo rogs ansamblini gavalda boyiik ustaligla miisayiot edirdi. Bizim giin-
lordo gavalin mahir ifagilar1 xanonds Alim Qasimov vo Mahmud Solahdir.

Mahmud Salah.
Mahmud Salah.
Maxmyn Canax.
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Qavalda calg1 improvizasiya xarakteri dasiyir. Qaval hom xalq ¢alg1 alstlori
orkestrinin torkibinds, hom do raqqasalor torafindon atribut kimi istifads edilir.

Riifot Ramazanov kamera orkestri, fleyta, violongel vo gaval ii¢lin “Dirin-
gi” pyesi, klarnet, skripka vo qaval li¢iin “Torzi-mugam” miniatiirii yazmisdir.

Dumbul, diimbolok adlar1 ilo do taninan qosanagara eyni hiindiirlikli,
ancaq miixtolif 6l¢iilii (onlardan biri o birisindon toxminon yarisi godor kigik-
dir) iki govdodon (goz va ya gazanca) ibaratdir.

Xarici goriinilisling gora onlar fincani va ya piyaloni xatirladir. Alstin hiin-
diirliiyti 300 mm-9 ¢atir, boyiik govdonin maksimal diametri 200-280 mm, ki-
¢ik gévdoninki iso 110-180 mm togkil edir. Gvdalor yan toroflordon, yuxarida
va asagida dori iplo bir-birino birlosdirilir vo yaxud da metal borucugla imumi
taxta oturacaq tizorinds barkidilir. Kegmisds onlarin arasinda xiisusi ayaqciqg-
da ¢inqiraq (kigik dl¢iilii zong) qoyur vo ya metal 16vhacik asirdilar.

Hoar iki govds qoz, tut agaclarindan vo metaldan diizaldilir, kegmisds iso
gildon hazirlanirdi. Alst boguq soslonmasin deyos govdolorin asagi hissosindo
kicik doliklor (sasliklor) agilir. Govdoalorin {ist toroflorino ¢okilon kegi, Okiiz,
dovo vo ya at (nazik sino hissosi) dorisi, camis (6kliz) goniindon diizoldilon
kosa ilo va ya xiisusi vint mexanizminin (litavrada oldugu kimi) kdmaoyils dar-
tilir.

/Qosanagaralar. Gosha-nagaras. l'oma-narapsoi.

Calg tiglin zogal agacindan hazirlanan nazik, doyirmi, 280-335 mm uzun-
luqda, en kosiyinin diametri bas hissado 12 mm, asagida iso 7 mm olan iki
agac ¢ubuqdan istifads edilir.

Son vaxtlar “ii¢ nagara” ad1 altinda — boyiik, orta vo kicik gdvdodon ibarat
olan alat do saslondirilir.

Tomiz va giiclii soslor almagq {i¢iin qosanagaranin iizii ¢algidan ovval od
lizorinds azaciq qizdirilir. Qosanagarani xiisusi agac dayaga qoyub (adoton bo-
yiik gdvdasi ifagidan sagda yerlosir) bir godar ifaciya dogru ayirlor, yaxud da
morasimlari (golin gotirma) vo idman oyunlarini (zorxana, kondirbaz va s.)
miisayiot edorkon onu qoltugun altinda saxlayirlar. Ovvallar iso 0 ya yers qo-
yulurdu, ya da ifaginin boynundan asilirdi.

86



AZORBAYCAN GALGI ALSTLORI DUNYANI VALEH EDIR

Qosanagaranin govdolori yuxari hissodo miixtolif diametrli olduguna goro
onlarin sasi bir-birindon toxminan bir kvarta yiiksokliyindo forqlonir. Alotin
sasi bir godor quru, cingiltili vo 6ziinomoxsus calarlara malikdir.

(Calg1 zamani ¢ubuqlarin ayri-ayriliqda hor iki dori iizo, bir tizo (morkoazino
vo konaria), bir-birina vo ya govdoyo, ovucun {izo vurulmasi ilo miixtolif
soslor alinir. Cox vaxt zarbalor ¢ubuglarin qalin uclarii vo haor iki ollo {izo
vurmag|la icra edilir. Habelo ¢ubuqlarin membrana {izorindo siiriisdiirmoklo vo
ya ¢ubugqlardan biri ilo bdylik gévdonin {iziinli basmagla alinir vo yaxud yuxa-
rida sadalanan ifa lisullarinin kombinasiyalar1 totbiq edilir. Goriindiiyii kimi,
gosanagarada miixtalif zorbo iisullarindan istifado olunur vo bundan asili ola-
raq miirokkob ritmik soslor alinir. Adaton xananin giiclii hissasi 1izo vurmaqla,
ritmik fiqurasiyalar iso ¢ubuqlarin komokliyils sldo edilir.

Pesokar musiqicilorin qosanagarada ¢ixisi ifa torzlorinin ¢ox miixtolifliyi
vo ritmikanin zonginliyi ilo segilir. Vaxti ilo bu alotds ¢almaq ustalig ilo Soki
sohorindo ©hmodaga forglonirdi. Onun qosanagarasinin govdolorinin arasinda
dilgoksiz zinqirov yerlosirdi. O, qosanagaranin asagi hissasini belindoki toqqa-
sina kecirib goziso-goziso calardi. Arada aloti yuxari atar vo zinqirovu vurardi.

> ii i 2 i .‘ < 1 ‘>
Azorbaycanin xalq artisti Sadiq Zarbaliyev.

People’s Artist of Azerbaijan Sadiq Zarbaliev.
Haponnsrii aptuct Azepbaiimkana Caabix 3apoasues.

Qosanagara solo aloti kimi nadir hallarda istifads olunur. ilk dofs Azor-
baycan Respublikasinin xalq artisti Sadiq Zorboliyev bu alotds solo ifa ilo ¢1-
x1s etmisdir. Qosanagarada ifagiliq torzi ilo Salyan rayonundan Hosonaga Sa-
diqov da forglonir. O, gubugun biri ilo boyiik gévdonin iiziinii basib, o biri ilo
doriya zorbo vurur. Membrana edilon tozyiqi doyisdirorak, ifag1 kvarta-kvinta
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yiiksokliyindo saslori olds edir vo bu intervallar ¢orgivasindo melodik pargala-
rin ifasina nail olur.

Qosanagara xalq ¢alg1 alotlori orkestr vo ansambllari-
nin, eyni zamanda Sirvan zonasinda asiq ansambllarinin
torkibino daxildir. Qosanagara xalq oyun vo tamasalarinda
(“Zorxana”, “Mil”, “Sino”) genis istifads olunur. Qarmon,
qaval vo qosanagaradan ibarat qadin instrumental ansamb-
linin torkibino daxildir. ki balabang1 vo gosanagaragidan
ibarat trio ¢ox genis yayilmisdir.

Yuxarida biz an genis yayilan ii¢ dorili ¢alg1 alatini so-
ciyyalondirdik. Azarbaycanda habelo 350-400 mm uzunlu-
gunda vo 250-260 mm diametrindo, {iziino keci dorisi ¢okilon,

Diimboklor. govdosi (¢ox vaxt agac) piyals soklinds olan diimbak do ge-
Dumbeks. nis istifado edilir. Hor iki olin barmaglarini vo ya oli memb-
Aymoexn. ranin morkozi vo ya konarina vurmagla soslondirilir.

INSTRUMENTAL MUGAM IFACILIGI -
ONONOLORIN VARISLiYI KONTEKSTINDO

Azarbaycan mugamlariin instrumental ifaciliq onanslori ¢coxasrlik tarixa
malikdir. Ovvalco mugamlar saslo, sonralar vokal-instrumental vo instrumen-
tal miisayiotlo ifa edilirdi [7-10,36,85].

Arxeoloji tapmtilar vo Azerbaycan poeziyasinin klassiklorinin osorlori
mugamlarin godim monbalora malik oldugunu gostarir. Qeyd edildiyi kimi,
Akbatan-Homodan vilaystinin conub-sorq hissasindo yerlogon Cigamis soho-
rinds miigonninin (xanandonin) oksi olan keramik gab tapilmisdir. Poeziyada
miixtolif instrumental ansambllarin movcudlugunu tosdiq edon simli, nofas vo
zarb musiqi alatlorinin adlar1 ¢akilir. Belo misralar Azorbaycan adabiyyati-
nin orta osr klassiklori Qotran Tobrizi, Xaqani, Nizami, Nosimi, Sah Ismayil
Xotai, Flizuli vo basqalarinin poeziyasinda az deyil. Dahi Azarbaycan sairi
Nizami Goncavinin “Xosrov va Sirin” poemasinda afsanavi deyil, real tarixi
soxsiyyatlor olan miigonni vo calgig1 Barbod vo Nokisanin baorbot vo ¢ongin
miisayioti ilo mugamlarin ifa etmolori buna on yaxsi misal ola bilor. On eti-
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barli manba Sultan Mohommod, Mir Seyid ©li, Miizoffor Oli vo b. orta osr
Azorbaycan rassamlarinin ud, ¢ong, barbot, kamancga, qanun, tonbur, riibab,
sestar, musiqar, ney, dof vo daironin miisayiatilo kegirilon ziyafot vo oyloncalo-
r1 oks etdiron miniatiir rosm niimunosloridir [47]. Miniatiirlordon goriindiiyii
kimi, ansambllarin torkibinds asason iki vo ya ii¢ alot soslonirdi. Miniatiirlo-
ro 9sason, o zaman Azorbaycanda mugam, mahni vo ragslor asason torkibin-
do simli-mizrabli alotlordon — ud, ¢ong, qanun, yaylilardan — kamanga, nafos
alotlorindon — ney, membranlilardan — dof olan ansambllarin miisayistilo ifa
olunurdu.

Yazili monbolors goro [1,10,11], XVIII osrdon baglayaraq, Azorbaycan go-
harlorindos, tadricon torkibi ollorinds dof deyil, qaval tutan xanondo, tar vo ka-
mangca calan ifagilardan ibarat sazondo dostolori yaradilirdi.

XIX osrin birinci yarisinda xanando Sottarin ad1 Qafqazda yasayan xalqla-
rin dilindon diismiirdii [80]. Onlar homginin Olosgorin tarda ¢algisina heyran
olurdular. Bu zaman torkibinds tar vo kamangadan basqa, balaban vo qosana-
gara soslonon ansambllar da movcud idi. Vokal partiyada fasilo vaxti balaban
foal rol oynayirdi, ya da tar vo kamangaya tistiinliik verarok, burdon soslor ¢i1-
xarirdi. Qapall yerdo qavalla birlikdo xos ritmik miisayioti yaradan membranli
alotlordon on miinasibi qosanagara idi. Sonuncu xanando-qgavalginin ritmlorini
tokrarlayaraq tembr rongarongliyi yaradirdi.

Bozon xanondos yalniz kamanganin miisayiati ilo ¢ixis edirdi. Bununla belo,
sazondo doastalori daha moshur idilor. XIX osrin ortalarindan baglayaraq onlar
xanondoalori miisayiot edon aparici alotlor qrupu toskil edirdilor. Bu onunla ola-
gadar idi ki, tar mashur tarzon-novator Mirzs Sadiq ©sadoglu torafindon yeni
qurulusda hazirlanmisda.

Qeyd edildiyi kimi, o, simlorin sayini artirib, alotin ¢okisini yilingiillogdir-
misdi. Bununla da onu sino iistiindo saxlamaga imkan verdiyindon, ifa tex-
nikasin1 kaskin artirmaga nail olmusdu. Bunun naticosinds tar mugamlarin
melodiyasinin biitlin incaliklorini tam vo dolgun ifado edon on populyar aloto
cevrilir. Kamangaya texniki imkanmin genislonmasino imkan yaradan dor-
diincii simi qosmagla, alot 6z ahongli, fasilosiz soslonmasils tarzon torofindon
ifa edilon musiqi frazalarini yaxs1 tamamlayirdi. Ollorinds qavali saxlayan
xanando is9 uygun ritmlori vururdu.

Nozoro catdirmaq lazimdir ki, Azarbaycan xalq calg1 alotlorinin texniki
vo badii imkanlar1 instrumental mugam ifas1 zamani daha tam sokildo 6ziinii
biliruzo verirdi. Bu vaxt rong vo tosniflor ¢alinmirdi, mugam fasilosiz inkisaf
formasini — improvizasiya saciyyosini alirdi. Zorbli mugam, yani ritmik muga-
min instrumental miisayiotindo iso qaval ohomiyyatli rol oynayirdi.
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XIX asrin ikinci — XX asrin birinci yarisinda Azarbaycanda, hom do onun
hiidudlarindan konarda moshur olan xanandolor, onlar1 miisayist edon tarzon
vo kamangagilarin ¢ox boyiik nasli yetismisdi.

Bu dovrds genis torkibli ansambllar da mdvcud idi. Belo ki, Susada Mirzo
Sadiq torafindon torkibindo tar, kamanga, balaban, ney vo qosanagara soslonon
ansambl toskil edilmisdi [80].

L. £ . Ll S
Sadiqcanin ansambh (/878-ci il). Ensemble Sadiqjan (1878).
Ancamoab Caapixmaxana (1878 2.).

Hac1 Hiisii, Moasadi Isi, ©bdiilbaqi Ziilalov (Biilbiilcan), Mirzo Mohommad-
hason, Cabbar Qaryagdioglu, Keg¢ogioglu Mommad, Sokili Olosgor (Dlosgar
Abdullayev), Masodi Mommad Forzoliyev, Zabul Qasim (Qasim Abdullayev),
Macid Behbudov, Segah Islam (Islam Abdullayev), Seyid Susinski, Ziilfii
Adigozolov, Xan Susinski vo basqalarinin sazondo dostolori boylik rogbotlo
qarsilanirdi. Onlar1 moshur tarzonlor — Mirzo Sadiq, Mosadi Zeynal Haqver-
diyev, Mirzas Farac Rzayev, Magsodi Comil Omirov, Malibayli Homid, Qurban
Pirimov, Mirzo Mansur Mansurov, Sirin Axundov vo b. miisayiot edirdilor.

'| Xanondo, bastokar, musiqi xadimi, Azerbaycanin xalq artisti
. Cabbar Qaryagdioglu (1861-1944).

8 Xanende, composer and musical worker, People’s Artist of
| Azerbaijan Jabbar Garyagdy oglu (1861-1944).

' ' XameH ie, KOMIIO3UTOP U My3BIKATbHbIH e Te/Tb, HAPOIHBIL
apruct AzepOaiikana xka60ap Fapsarasl ory (1861-1944).
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Tarzon, bastokar vo musiqi xadimi Masadi Comil Omirov £
ganun galarkon (1915-ci il). |8

Tar-player, composer and musical worker Meshadi Jamil
Amirov plays on the qanun (7/9175).

Tapuct, KOMIO3UTOP U MY3bIKaJIbHBIN JIesTens Melaau
JsxamMuii AMMPOB Urpaet Ha kanyne (1915 2.)

rY

Moshur musigqigilor: xanando Xan Susinski, tarzon Bohram Mansurov
vo kamangagi Talot Bakixanovun mugam-triosu.

Mugam-trio of famous musicians: khanende Khan Shushinski,
tar-playerBahram Mansurov and kamancha-player Talat Bakihanov.

MyramMHOe-Tpro U3BECTHBIX MYy3bIKaHTOB: XaHeH1e XaH HymuHckni,
tapuct baxpam MancypoB u ksimanunct Tauasit bakuxaHos.

Qeyd etmok lazimdir ki, mugamlarin inkisafi, 1908-ci ildo Uzeyir Haci-
bayli tarafindon Sarqda ilk dofs “Leyli vo Macnun™ mugam operasinin yaradil-
masina zomin yaratmisdi.

XX asrdo mugam sonatinin sonraki inkisafi, sozsiiz, bu gorkomli bostokar,
musiqisiinas vo ictimai xadiminin adiyla baghdir. O, Azorbaycan mugamlari-
nin novlorini diirlist ayiraraq, onlarin lad asasint miisyysn etmisdir [36].

Ogor XIX asrdo mugamlar1 Xarrat Qulu, Kor Xolifa, Molla ibrahim kimi
musiqigilorin togkil etdiklori mugam kurslarinda dyronirdilorss va ya bu sonato
Susa, Samaxi, Baki, Gonco, Ordubad, Lonkaoran vo b. soharlords foaliyyat gos-
taron musiqi maclislorindo yiyalonirdilarse, Uzeyir Hacibayli artiq mugamlarin,
tar vo kamancada ifa tolimini konservatoriyanin tadris proqramina daxil edir.
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Uzeyir Haciboyli torafindon yaradilan xalq ¢alg1 alotlori orkestri milli mu-
siqi alatlorinin genis yayilmasini tomin edir. XX asrin baslangicinda Bakida
kecirilon “Sorq konsertlori’ni moadoniyyat evlori, filarmoniya vo konsert zalla-
rinin sohnolorindo xanonds vo galgigilarin ¢ixislar ovoz edir.

Bu dovrdo ©hmoad Bakixanov, ©Ohson Dadasov, Baba Salahov vo b.
rohborlik etdiyi xalq ¢al@1 alotlori ansambllart ¢cox maghur idi. Onlarin ¢ixislari
zamani, mugamlarin torkib hissalorinin — tosnif, rong vo doramadlorin ¢alin-
masina, alotlorin biitlin texniki xiisusiyyastlorino, onlarin tembr, registr, habelo
strix vo ifa tisullarina yaradic1 yanagsmaya boyiik digqgat yetirilirdi.

Repertuarina mugamlar da daxil olan orkestr vo ansambllarda simli alotlor-
don tar, kamanga, saz, ud, ganun, nafos alotlorindon — balaban, tiitok, zurna,
ney, membranlilardan — nagara, qosanagara, qaval, 6zonsaslilordon — saxsax
istifads olunurdu.

Mugamlar solo ifagiliginda yalniz tar vo kamangada deyil, homg¢inin ud,
ganun, balaban, ney, tiitok, giiclii soslonmasi ilo se¢ilon zurnada, garmon, klar-
net, qoboy va hotta gitarada soslondirilir.

Azarbaycan Dovlot Konservatoriyasinin togobbiisii ilo 1984-cii ildo “Sorq
musiqi alotlori” lizro miisabiqo kegirilir.

Bakida 1988-ci ildo Dévlot Mugam teatr1 (rohbari — amokdar incosonot xa-
dimi Arif Qaziyev) foaliyyoto baslayir. Burada “Sur” “Segah”, “Bayat1 Siraz”
vo “Mahur-hind1” mugamlarinin sohnoalosdirilon ifalari, “Yeddi mugam — yed-
di giil” kompozisiyasi gostarilir.

YUNESKO-nun yolu ilo “Musiqi atlas1” seriyasi iizro moshur tarzon Boh-
ram Mansurovun ifasinda 10 mugam yazilan xiisusi disk buraxilir.

Istedadli xanonda, tarzon, kamangaci, balabang1 vo qarmongu pleyadasi
musiqi ananalorinin varisliyini vo onlarin ganc naslin dyradilmasini tomin edir.

Yeni XXI osrin baglangict mugam sonatinin inkisafi vo son doraco popul-
yarlig1 ilo olamatdar olub. Bunu “Azarbaycan Madoniyyatinin Dostlar1” Fon-
du vo “Musiqi dunyast” jurnali torosfindon “Azorbaycan mugami” layihosi
gor¢ivasindo 24 moshur ifaginin fono- vo foto materiallari, onlarin yaradici-
l1iq portretlori daxil edilon “Qarabag xanandslori” albomunun 2005-ci ilds bes
dildo (azarbaycan, rus, ingilis, fransiz vo alman) nasr olunmast ilo sortlondirmok
olar. Layihonin miiallifi, Azorbaycanin birinci xanimi, YUNESKO vo ISESKO-
nun Xosmoaraml sofiri, Heydor ©liyev Fondunun Prezidenti, Azarbaycan Mo-
doniyyatinin Dostlar1 Fondunun rohbori, Milli Maclisin deputatt Mehriban
xanim Oliyevadir. Sonralar Heydor Oliyev Fondu torofindon “Mugam-Irs”,
“Mugam-Dastgah”, “Mugam Ensiklopediyas1”, “Mugam-internet”, “Mugam-
Antologiya”, “Mugam diinyas1”, “Mugam Markozi” layiholori hoyata kegirilir.
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2009-cu ildon baslayaraq hor iki ildon bir Heydor Oliyev Fondu, Azarbay-
can Madoniyyat vo Turizm Nazirliyi, Bastokarlar Ittifaq1 vo Milli Elmlor Akade-
miyasi torofindon ¢oxlu xarici 6lko niimayondalorinin istirak etdiyi “Mugam
diinyas1” — Beynolxalqg Mugam Festival vo elmi simpoziumu kegirilir. Ma-
raqlidir ki, 2011-ci il festivali YUNESKO-nun anonavi musiqi tizro Surasinin
“Makam” elmi-todqiqat qrupunun (ICTM) Bakida kegirilon VII beynalxalq
simpoziumu ilo eyni vaxta diisiib.

Simpoziumlarda soslonon moruzslordo mugamin aktual masalslorine ba-
xilir. Bununla yanasi, gonc ifacilarin beynalxalq miisabigolori kegirilir, “Iki
diinya” etno-caz musiqisi axsami, ‘“Tar, kamanca, sim...”, “Zaorbi mugamlar-
dan mahnilara”, “Mugam vo avanqgard”, “Mugam-Latinos”, “Azorbaycan mu-
siqisinin dostlar1”, “Sar1 golin” konsertlori kegirilir, “Leyli vo Macnun”, “Asiq
Qorib”, “Bsli vo Karim”, “Sah Ismayil” mugam operalar1 niimayis etdirilir.
Biitiin bunlar istirak¢ilara Azorbaycan xalq vo klassik musiqisilo, hom¢inin
mugam yonlii miiasir asorlorlo yaxindan tanis olmaga imkan verir.

Azorbaycan, ingilis vo rus dillorindo “Mugam” jurnali, “Azorbaycan mu-
gami1” interaktiv audiovizual sistemlori, “Azorbaycan xanondolori” adla 2005-
ci il divar toqvimi nasr olunur. ©sason mugamla bagl todbirlorin kegirildi-
yi, memarliq cohotco tarin torkib hissolorini xatirladan Beynolxalq Mugam
Moarkazinin unikal binas tikilir.

“Mugam-20057, “Mugam-2007", “Mugam-2011" vo “Mugam-2015" te-
leviziya miisabigolori, “Bak1 — Iislam madoniyyatinin paytaxtidir” devizi altin-
da “Mugam diinyas1” beynolxalq festivali kegirilir (2009).

e \ ) ATEATIRTAT
ko - et

“Mugam-2005” televiziya miisabiqosi.
TV contest “Mugham 2005”
TeneBusnonHbI KOHKYpC “Myram-2005”.
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“Mugam-2015” televiziya miisabiqosi.
Television contest “Mugham-2015.”
TeneBusnoHHbI KOHKYpC “Myram-2015”.

Heydor ©liyev Fondunun togobbiisii vo Azorbaycan Respublikast Madoniy-
yat vo Tohsil Nazirliyinin himayasilo 2009-cu ildon baslayaraq har il yayda
Azarbaycan sohoari Qabalods tematikasina mugam da daxil edilon Beynolxalq
musiqi festivali kegirilir.

2010-cu ildan hor il Azorbaycanin Bastokarlar Ittifaqi, onun sodri xalq ar-
tisti, professor Firongiz ©lizadonin rahbarliyi ils kegirilon, proqramina mugam
triosunun ¢ixislar1 vo mugam operalarinin niimayisi daxil edilon “Ipok yolu”
musiqi festivali boyiik rezonans dogurur.

= o

“Ipak yolu”musigqi festivali - 2011.
Musical festival ”Silk Road” - 2011.
Mys3bikanbHblil pectuBans “LlenaxoBblii myTs” - 2011.
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Mugam audio yazilar, xarici 6lkolords xanondo vo mabhir ifagilarin ¢gixislar
sayosindo biitiin diinyada moshurlagir. Mugam sonatinin caz vo xarici 6lkolorin
musiqisi ilo sintezi boyiik toassiirat yaradir. Belo ki, xalq artisti, professor Si-
yavus Korimi “Azorbaycan-Norveg vokal musiqisi” (2001), Azorbaycan vo
Conubi Amerika musiqi¢ilorinin istiraki ilo “Salam hola” (2002) beynolxalq
layiholori hoyata kegirir.

“Avazi xos ulu mugam” konsert layihosinin (2007, miilliflor — Siyavus
Korimi, Yal¢in Adigdzslov) asasint Niyazinin “Rast” simfonik mugami vo ey-
niadl1 dostgah toskil edir. Xanondolor — Monsum Ibrahimov, Toyyar Bayra-
mov, Boyimxanim Mirzoyeva, tarzon El¢cin Hogimov vo kamangagi Elnur ©h-
moadovun ¢ixislar: simfonik orkestrin saslonmasilo vohdat togkil edir.

Madoniyyat vo Turizm Nazirliyi, TURKSOY Tiirk Madoniyyati Beynal-
xalq Toskilati, Azorbaycanin Musiqi Moadoniyyati Dovlot Muzeyi (direktor,
Azorbaycan Respublikast Omokdar modoniyyat iscisi Alla Bayramova) Avro-
pa, Asiya vo Amerika alimlori vo ¢al@icilarinin istiraki ilo 2010-cu ildo “Tiirk
xalglarmin musiqi alstlori”) beynoalxalq simpoziumu kegirilir. Simpoziumun
asas mogsadi tiirk diinyasinin musiqi alstlorinin timumi vo forqli cohatlorinin
miioyyan edilmosi, anonavi alatlors vo ifagiliq problemloring yeni yanasma
masalolorinin miizakirasi idi.

“Azorbaycan diskoqrafiyas1”, “Azorbaycan tarixinin canli soslori” veb-
saytlari, “Musiqi diinyas1”, “Mugam ensiklopediyas1” vo “Azorbaycan xalq
musiqisinin asaslari”nin elektron versiyalar1 yaradilir (sonatsiinasliq doktoru,
professor Tariyel Mommodov).

Azorbaycanin Boastokarlar {ttifaqi vo “Azarbaycan Madoniyyatinin Dostla-
r1” Fondu torofindon instrumental mugamlara genis yer verilon “Mugam axsa-
m1”, “ Mugam dastgah1” konsert proqramlari hoyata kegirilir.

Biitiin diinyada taninan xanondo, YUNESKO-nun musiqi miikafatini alan
Alim Qasimov miixtolif 6lkolorin musiqigilorindon ibarat ansamblin torkibindo
mashur violongel ¢alan Yo-Yo Manin “Bdyiik ipak yolu™ layihoasindo ¢ixis edir.

Har il avqustun 26-da Niaqara sohorinde (Kanada) “Azaorbaycan mugami-
nin beynolxalq giinii” geyd edilir.

Mugam sonotino xarici 6lkolordon olan dinloyicilor do boylik maraq gos-
torirlor, mugamlar ifa edir, ya da tar, kamanga vo udda calirlar.

Dovlat tarafindon boylik diggatin sayssinds bizim giinlords istedadli ganc
mugam, tar vo kamanga ifagilari yetisib. Ovvallords oldugu kimi, mugam trio-
su yena do moshurdur.

Sazondo dostasilo yanasi, mugamlar homginin torkibinds ud, ganun, bala-
ban vo nagara soslonon mugam kvartet vo kvintetlor ilo miisayiot olunur.
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YUNESKO-nun beynslxalq musiqi miikafatinin sahibi,
Azarbaycanin xalq artisti Alim Qasimov.

The owner of the international music UNESCO Prize,
People’s Artist of Azerbaijan Alim Qasimov.

OO6nanarens MeXAyHApOIHOU My3bikanbHOM npemun FOHECKO,
HapoJHbIN apTucT Azepbaiimkana Aiaum ['ackiMoB.

Niqara s. (Kanada). Azarbaycan mugamimin Beynolxalq giinii.
Niagara (Canada). International day of Azerbaijani mugham.
r. Huarapa (Kanazga). MesknyHOpOIHBIN 1eHb a3ep0aiilukaHCKOro Myrama.
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Ansamblin miisayiatils ¢ix1s edir mugam vo xalq mahnilarin ifagisi,
beynolxalq miisabigolorin laureati Qog¢aq 9sgarov.

Accompanied by an ensemble performs mugham singer and folk songs,
laureate of international competitions Gochag Askerov.

B COIIPOBOXKICHNU ancamMOIs BBICTYIIACT UCIIOJIHUTCIIb MyraMa U HapOJAHbIX IIE€CCH,
Jaypear MeXIyHapoaHbIX KOHKYpcoB I'ouar Ackepos.
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CALGI ALOTLORI VO XALQLARIN
ETNOMODONI OLAQOLORI

Ayri-ayri regionlarin, o climlodon osasan tiirkdilli xalglarin moaskunlasdigi
On, Yaxin vo Morkozi Asiya 6lkolorinin tarixi inkisafindan asili olaraq, cal-
g1 alotlori bu areala daxil olan bu vo ya digor dovlatlorin sorhoadlorilo moh-
dudlanmirdi. Bunu, eynitipli simli, nofss, zorb vo 6zonsasli alotlorin yayilma
areallarinin genis olmasi ilo izah etmok olar. Bozon oxsar adlar onlarin eyni
mongali olmasini gostorir. Bununla belo, oksino, ¢oxlu sayda misal ¢okmok
olar ki, eyni alot miixtolif 6lkolords basqa adlarla malumdur. Bu sobabdon on-
larin “votonlorini” miioyyon etmok, demok olar ki, geyri-miimkiindiir. Ona gora
do, yalniz orik agacinin adina goro balabanin ermoni monsali olmasini tosdiq
etmok bos cofongdir. Yeri golmiskon, bu populyar xalq ¢alg1 aloti miixtalif ad-
larla: “duduk”, “balaban”, “balaman”, “balabon”, “mey” Tirkiyodon Morkozi
Asiyaya qodor arazilords yayilmisdir. “Diidiik” adi is9 ilk dofo VI-VII vo daha
ovvalki asrlordo oguzlarin hoyat vo moisotlori oks olunan tiirk-oguzlarinin
gohromanliq dastan1 “Kitabi-Dado Qorqud”da ¢okilir. Homginin nofos alati
sringin (neyin prototipi), Azorbaycanda on populyar alot vo mugam sonatilo
ayrilmaz oalagadar olan tarin vo kanonun (arab va tiirk diinyasinda ganun kimi
molumdur) vatoni Sorqi, ya da Qorbi Ermonistan olmasinin tosdiq edilmosi
monasizdir. Deyilonlorin heg bir elmi asas1 yoxdur.

Dgqolun (basqga 6lkolordos “nagara”, “doli”, “qaval”, “daldam”, “baraban”,
“kyalmas”, “dauma” vo s.) meydana golmosi godim Anahit (b.e.300-200 il-
lordo) ilahasina sitayis ayinilo alagolondirilir. Vurgulanir ki, zurna ilk dofo IX
osrds “Sasunlu David” dastaninda qeyd edilir, Ermonistan yaylasi iso kamanin
vatoni sayilir (bax: Mutisigistinaslarin II Beynoalxalq simpoziumu, Somarqond,
7-12 okt. 1983-cii il. Materiallar mocmuosi. Moskva, 1987, s. 187). Bununla
olagadar belo suallar verilo bilor. No sobobo guya bu orazilords yaranan galgi
alotlorinin adlar1 ermanicon deyil, fars, orob vo ya tiirk mongolidir? Niyo goro
hazirda Ermonistanda yalniz udun vo ganunun bir novii yayilib? Qorbi Avropa
musiqislinaslarinin molumatlaria gors iso [36] arab dlkalorinde udun 32 vo
ganunun 12 névii molumdur.
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Basqa torofdon, ermoni mongali sayilan alotlorin tosviri, akustik x{isusiy-
yotlorinin izah1 vo interval nisbatlori ©bu Nasr ol-Forabi, ©bu Bli Ibn Cina,
Sofiaddin Urmovi, ©bdiilgadir Maragai, Darvis Oli Congi vo b. gorkomli alim
vo miitofokkirlorin risalolorindo, Sorq poeziyasinin korifeylori: Abu Abd-Allah
Riidaki, Obtilgasim Firdovsi, Qatran Tobrizi, Xaqani Sirvani, Nizami Ganco-
vi, ©mir Xosrov Dohlovi, Imadoddin Nosimi, Dlisir Novai, Mohommaod Fiizuli
va b. asorlorinds verilir.

Yazili monbolordo vo xalqin yaddasinda ¢algi alotlorinin ixtiragilart vo
habelo onlar1 tokmillosdiranlorin adlart saxlanilmisdir: Platon, Forabi, Ibn Si-
na, Sofioddin Urmovi, Oddiilgadir Maragai, Antonio Stradivari, Sebastyen
Erar, Teobald Bom, Adolf Saks, Mirzo Sadiq ©sadoglu va b.

Qeyd etmok lazimdir ki, ©bu Nosr ol-Forabi vaxtilo tonburun Xorasan
vo Bagdad, ©bdiilgadir Maragai iso Sirvan vo Tiirk ndvlorini tosvir etmislor.
Onun Mogol, ©fqgan, Iran vo Hind névleri do molumdur.

Mirzo Sadiq Osodoglunun rekonstruksiya etdiyi tar tez bir zamanda Iran,
Sorqi Anadolu (Tirkiyo), Giirciistan, Ermonistan, Dagistan, Tiirkmonistan,
Ozbokistan vo Tacikistanda yayilmisdir.

Qurulusca miixtalif olan riibablara bu giin Tacikistan, Ozbokistan, Simal-
Qorbi Cin (Sintsyan vilayati), iran (Sistan ostanast), Pakistan, Hindistan (Cam-
mu vo Kogmir statlart) vo ©fqanistanda rast galirik. Yayilma mokanindan asili
olaraq, onlar miivafiq olaraq ©fqan, Kasqar, Dulan, Pamir, Sugnan vo s. rii-
bablar1 adlanirlar [82]. Yeri golmiskon, orta osr Azorbaycaninda Kagqar riibabi
molum idi [2].

As1q sonatinin tiirkdilli miihitdo (xlisuson Azaorbaycan) genis yayildigi-
na goro, saz boylik orazido molum olan azsayli alotlordon biridir. Asiglarin
tosirilo, bu sonat ndvii Ermonistan, Giirciistan, Dagistan vo Acaristanda (bura-
da onlar1 asir adlandirirlar) da inkisaf edib.

Azarbaycan asiglari torofindon osas1 qoyulan 16 asiq miihiti malimdur:
Goncabasar, Borgali, Coygo, Daraloyaz, Irovan, Cildir, Sirvan, Darbond, Qa-
rabag, Naxc¢ivan, Qaradag-Tobriz, Urmiya, Zoncan, Xorasan, Savo, Qasqay
[52]. Indi onlardan 13-ii faaliyyot gdstorir, Irovan, Gdyc¢o vo qismen, Cildir
moktoblori iso 1905-1918, 1948-1950, 1987-1988-ci illords ermanilar tarafin-
don azarbaycanlilarin 6z qodim Azaorbaycan torpaqlarindan etnik sixisdirilmasi
noticasindo moéveud deyil. Bizim zamanimizda tiirk xalglarinin sazlar1 quru-
lus cohotco bir-birindon heg no ilo forglonmirlor. Forq yalniz ifa torzindadir.
[ranin ostanlarinda, Tiirkmenistanla sorhadlonon vo yaxiliqdak: rayonlarda
azorbaycanlilar sazi, diitarda oldugu kimi, barmagqla calirlar, basqa regionlarda
159 mizrab — tozonoadon istifado edilir.
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Saza oxsar ikisimli armudabonzor govdali diitar tiirkmonlilorin an popul-
yar vo sevimli alotidir vo xalq nagil¢ilar1 — baxsilarin daimi cigirdasidir. Dii-
tar habelo Ozbokistan vo Tacikistanda genis yayilib. Bu fakt homin regionda
yasayan xalglarin musiqi modaniyyastlorinin qarsiliqh alagslorinds paralelliyi
aparmagq li¢iin tutarl dolildir.

Fikrimizca, biitiin qiivvoni c¢alg alatlorinin vatoninin axtarisina deyil, on-
larin yaranmasi, inkisafi, yayilmasi vo miqrasiya yollarinin toyinino yonolt-
mok lazimdir.

Organologlarin (musiqi alstlorinin todqiqatgilari) yeni noslinin hall edo-
coyi masalalor — onlarin acdadlarinin yaratdigi unudulmus xalq ¢alg1 alotlo-
rinin qorunmasi vo barpasi, miixtalif aspektlorinin daha doqiq vo obyektiv Oy-
ronilmosidir. Tabii ki, alot ustalarina vo musiqigilorin yeni ¢alg1 alotlorinin ya-
ratmaq tosobbiisloring, qodim calg1 alstlorlo yanasi, dinloyicilors zongin xalq
musiqisinin miixtalif janrlarinin biitiin incoaliklorini c¢atdira bilon, onlarin sos
keyfiyyatinin yaxsilagsmasi yollarinin axtarilmasina vo yeni tembrlorin tapil-
masina komok etmok lazimdir.
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artistic and expressive possibilities, especially the sound during the performance
of folk and professional music. The names of the well-known performers of the
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MUSICAL INSTRUMENTS
ARE WEALTH OF THE PEOPLE

Musical instruments are an important attribute of civilization and serve
as an indicator of the level of culture. They are presumed to have emerged
as signal tools associated with the human labor activity. The instruments
performing the pure musical function appeared a little later. Naturally, they
were quite plain in the beginning. As the people’s way of thinking and the
level of culture evolved, the musical instruments became more sophisticated:
the number of strings on the stringed instruments increased, while the strings
were gradually tightened against the different-shaped bodies and necks; holes
were opened in the trunks of penny whistles and pipes, and tongues or whistles
inserted into them; membranes made of animal leather were pulled over the
round wooden, earthenware or metal bodies of the percussion instruments of
different size, and were stricken against with the drumsticks, hands or fingers
of both hands. The self-sounding instruments, which were initially represented
by only two stones, gave rise to different bells, rattles and cymbals made of
copper and materials of vegetable origin [61].

The appearance and perfection of new musical instruments is the result of
development of human thought and esthetic taste. This centuries-old process
has caused the gradual formation of the style, music, tonality and genres of the
people.

During many centuries, the Azerbaijani people have created wonderful
samples of music [1,13,42,46], sounding in time of peace or in the defense
of the motherland. Various musical instruments, which more fully convey the
melody, were created for their sounding [3,15,48,51,52,55,64,65]. At first,
those instruments were played by the individual artists — dilettantes, and then by
professionals. In the process of development of the civilization, various music
genres and folk groups were created and for their musical accompaniments,
string, wind, percussive and self-sounding instruments were used.

The material and cultural samples [1,3,7], discovered during the
archaeological excavations in the territories inhabited by the Azerbaijani
people, the works of the musicologists of the Middle Ages [6,75,77], the works
of poetry [3,65], the samples of miniature painting [49], the wall painting,
diaries of the travelers [3, 73], the museum collections [3,22] — all of them are
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the evidence that the people loved to compose, sing, listen and dance songs,
music and mugham with the accompaniment of various musical instruments in
Azerbaijan. The richness of folk music and variety of the musical instruments
are the evidence of this fact. We found 32 string, 23 wind, 16 membranous and
17 self-sounding instruments in the written monuments of medieval Azerbaijan
[3].

The musical instruments of Azerbaijan are distinguished for their own
peculiar appearance and sounding, because they are national property and
main cultural bearer of our nation. We can judge about the musical thinking
and aesthetic style of the nation by basing upon the design and sounding of the
instruments. Because each of them was created in accordance with the social,
cultural and religious needs.

Our traditional musical instruments compose various musical groups. A
singer (khanende) playing the gaval and musicians who play tar and kamancha
compose renowned mugham “triple” called sazanda; ashighs playing on saz,
musical ensembles where musicians play balaban and zourna including the
musical ensembles where musicians play naghara gained great popular passion.

In the picturesque plains, majestic mountains, towns and villages — in all
parts of Azerbaijan even now we can hear unique sounds of tar, saz, kamancha,
ganun, oud, gentle sounds of balaban, ringing voice of zourna, groovy sound of
garmon, tutek and ney. In the northern and north-western regions of Azerbaijan,
dambur (plucked two-stringed instrument) is used, and in Nakhchivan, they
use yan-tutek (side-pipe) and tulum (bagpipe), which musicians play for hours.

The venerable musicians became famous by their own way of playing the
musical instruments. And there were plenty of these musicians in Azerbaijan.

The players who play folk musical instruments are included in the
orchestra and ensembles of folk musical instruments [37, 69] and play the
major works of the composers (concerts, suites) along with folk melodies as in
the symphonic orchestras [38].

The musical instruments of Azerbaijan give national character to the
sounding of symphony orchestras in the operas and operettas. The composers
created concerts sonatas, plays and other pieces of music for such musical
instruments like tar, kamancha, saz, oud, garmon, ganun, balaban, ney, zourna,
tutek, naghara and gaval.

Plenty of musicians became famous by their way of playing the musical
instruments, and many of them got blue ribbons and honors. Manufacturers of
the musical instruments are also famous by their skills. We can find them in
many parts of Azerbaijan.
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Musical instruments and musicians are the most favourite subjects of
literature and fine arts. They have been dedicated poems and described in the
examples of painting, graphic, sculpture and applied art [5].

The craftsmanship and performance art of tar, the Azerbaijani mugham
performed to the accompaniment of tar, kamancha and gaval, the Azerbaijani
ashigs with saz in their hands and the national holiday Novruz celebrated with
the participation of the artists with various musical instruments — all of these
from the musical culture of Azerbaijan were included in the Representative
List of Intangible Cultural Heritage of UNESCO. Chovgan — a traditional
Karabakh horse — riding game accompanied by the musicians playing the
zourna is included in the list of the Intangible Cultural Heritage.

In recent years, it has been done a lot to restore the forgotten folk musical
instruments and to include them in the ensembles. A number of instruments
were returned to life [73]. The Ensemble of the Azerbaijani Musical
Instruments of the restored musical instruments created by Majnun Kerim has
been successfully acting for over twenty years.

The Azerbaijani singers-khanende and musicians travel abroad very often
and represent our rich musical culture. Foreign listeners also show great
interest to our national music instruments. Some of them play different musical
instruments. For example, the American Jeffrey Werbock plays perfectly
mughams on kamancha, tar and oud. Jeffrey Uinborg plays the kamancha
and Marc Lupuy, professor of Lille conservatoire in France, plays the oud.
The joint performances of the Azerbaijani and foreign musicians arouse great
interest. All this indicates that musical instruments bring together the culture
of Western and Eastern world.

The ensembles and orchestras of different folk musical instruments are
everywhere these days: in secondary and high schools, cultural places, etc.
Perhaps there are a lot of musicians playing the national instruments in each
amateur talent group of our country.

The success of our professional musicians is also undeniable. The best of
them represent the Azerbaijani music art in various countries. The Azerbaijani
people are right to admire them and be proud of their achievements.

Restoration and improvement of musical instruments and training of
the students to play them in secondary schools and in institutions of higher
education are the pressing problems of the Azerbaijani ethnomusicologists,
organologists, teachers and manufacturers of instruments in our days.

Musical instruments personify the thoughts, hope, taste and feeling of beauty
of a nation and are important indicators of the spiritual world of the nation.
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THE ANCIENT MUSICAL INSTRUMENTS
OF AZERBAIJAN

Gaval-dash (“stone-tambourine”) is standing on two stone piers — natural
lithophone located near the north-eastern foot of Djingirdag mountain in
Gobustan National Historical-Artistic Preserve included into the list of
Intangible Cultural Heritage of UNESCO in the south and southwest of Baku
city at a distance of 60 km. When you hit it with small stones, the sounds
resembling a metal clang are extracted. We can extract three different sounds
depending on the area of the rock struck. According to the view of the famous
archaeologist and ethnographer Ishaq Jafarzada (1895-1982), this stone served
as a musical instrument. Such a stone was also discovered on the lower terrace
of Boyukdash mountain, 7 km southwest of Djingirdag [74]. The ancient tribes
performed ritual dances with rhythms played on the stone — tambourines. These
dances were represented on famous petroglyphic drawing in Gobustan. The
pictures are referred by the archaeologists to the period from the Mesolithic —
Stone Age (10-7 thousand years BC) to the Middle Ages.

There was found an image of a person with string instruments in hands
on the ceramic dishes, which were found in an ancient Azerbaijani settlement
called Jigamish, and which are about 8 thousand years old. This person is
surrounded by musicians, dancers and applauding audience. Another image
shows us a singer holding his hand behind his ear (typical pose for khanende)
and musicians playing such instruments as chang, shahnefir, gosha-naghara
and tebil (drum) [43].

There exists another image of a fire-worshipping mugh priest who plays a
stringed instrument similar to the saz on the bronze bowl dated IV century BC
discovered in another Azerbaijani settlement called Ziviya.

The people notified the approaching of the enemy by ringing of the zeng
(bell) in the Fortress Zenggala which is located on the hillside near the village
of Boyuk Karamurad of Gadabay district.

During the archaeological excavations conducted in the vicinity of Shatyrlar
village near Barda city, they discovered a fragment of the ceramic ware made
in [V-III centuries. BC, depicting a woman playing the chang(harp).

The whistle called burbug dated IV-III century BC, from Gumbez place,
is stored in the local historical museum of Agstafa city. It is a miniature crock
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pointed downward. The same burbugs in the shape of birds were discovered
on the therritory of Gabala, Ismayilli and Guba districts (bronze age) as well
as in Baku city near the rampart of the Old city (Icheri sheher) (XII-XIII) [3].

The figure of a man playing the wind instrument called balaban was
engraved on the silver ring which was discovered in Garatepe place of Ujar
district. The age of this ring is more than two millennia [23].

A copper zeng and spherical gumrov (a rattle) made of clay with three round
stones inside were discovered in Gabala region during the excavations [3].

Bronze pendants with rattles and bells (called zingirov) (the end of II — the
beginning of I millennium BC.) were discovered during the excavations near
Mingachevir city, Gadabay district and Dolanlar village of Khojavend district
[1].

Sinj resembling a pair of round copper plates were discovered in two stone
graves of V century in Yedditepe place of Fizuli district [23].

Ancient percussive instruments (now they are in the museum of Hishkedere
village) were discovered in Masally district. One of them — tebil is an oak
stump carved inside with a small hole on the side. Sounds are taken by beating
with sticks on one-piece upper edge of the stump. Another instrument
has wooden pear-shaped body, onto which the skin is stretched. The third
instrument sinj represent convex bronze disc and equipped with a rope in the
center to be kept in hand [47].

Images of dancers where one is holding a handkerchief, and another —
shakh-shakh (castanets) were engraved on silver dishes of Sassanid era (III-
VII) which are stored in the Hermitage (St. Petersburg).

We can find the names of musical instruments gopuz (string), zourna, boru
(trumpet), duduk (wind), naghara, davul, kus, tebil-baz (membranous) in the
parts of the heroic epos “The Book of Dede Gorgud”, the plot of which relates
to the VI-VII centuries.

The valuable sources for the study of musical instruments existed in
the Middle Ages in Azerbaijan, are the works of the classical poets such as
Katran Tebrizi (1012-1081), Khagani Shirvani (1126-1199), Nizami Gandjevi
(1141-1209), Ahvadi Maragai (1274-1338), Assar Tebrizi (1325-1390), Gazi
Burkhaneddin (1344-1398), Yusif Maddah (XIV), Imadeddin Nasimi (1369-
1417), Jahan-shah Hagigi (1397-1467), Nematullah Kishvari (1445-1525),
Habibi (1470-1520), Shah Ismail Khatai (1487-1524), Muhammed Fuzuli
(1494-1556), Abdi bay Shirazi (1515-1589), Muhammed Amani (1536-1610),
Fedai Tebrizi (XVI), Govsi Tebrizi (1568-1640), Rukneddin Masud Mesihi
(1579/80-1655/56), Saib Tebrizi (1601-1677) and others.
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The poem “Dastani-Ahmed Harami” of unknown author (XIII),
geographical work “Ajaib ad-dunya” (“Wonders of the world”, the beginning
of XIII), the historical work “Tarikh-i Alemarai-Abbasi” (“History of Abbas
who decorated the world”,1616) of Iskandar Beg Munshi (1560-1634) contain
the names of the musical instruments, the number of the strings and playing
holes, the description of the hull shape, material, component parts and ways
of playing [3].

The manuscriptof “Kitabul-Advar” treatise (“Thebook aboutcycles”, 1333-
1334, Bodleian Library, Oxford) of the prominent Azerbaijani musicologist
Safiaddin Urmavi (1217-1294) includes the image of the oud with 5 double
strings and 7 keys on the short neck. In his another treatise called “Risaleyi-
Sharafiya (“The book about the nobility”), the oud is included in the most
perfect instruments. There is a picture of a chang with 34 strings in another
manuscript “Kitabul Advare” (Cairo, the National Library). Among citrous
instruments, Safiaddin Urmavi distinguishes the ganun with trapezoidal shape
and nuzhat with a rectangular shape of the body. His contemporaries claim that
he designed two instruments — nuzha (al-nuzha) and mughni (al-muganni) [77]

The forms and types of musical accompaniment, how to configure and
extract audio, tricks and technique of playing are reviewed in the works of
Abdulgadir Maragai (1353-1435), the Azerbaijani musicologist, composer,
poet, singer and musician [6,77]. He devoted some chapters of his “Magasid
al-alhan” (“Aims of melodies) and “Favaid-i ashar” (“Ten benefits”) treatises
to about 40 musical instruments.

Abdulgadir Maragai also describes the musical instruments invented by
him. Such as, chini sazi kasat was consisted of 76 porcelain bowls of different
size, they were placed in 3 rows and their height decreased in one direction.
These bowls were filled with water and when somebody hit them we could
hear sounds of different diapasons. The instrument sazi alvah similar to the
xylophone consisted of 46 copper plates disposed in 3 rows: 10 plates in the
first row, and second and third rows were consisted of 18 plates. According
to Abdulgadir Maragai, the instrument kanuni-murasseyi mudavvar was also
mentioned in the works of the previous musicologists, but at Abdulgadir
Maragai’s time it was forgotten. For its second birth, he used a hollowed tree
trunk and pulled up 36 strings on the opened side of that trunk. When the body
was moving with the help of two ropes, which were fixed to the instruments,
the lever reached the strings and gave sound.

The structural features of arganun, barbat, ganun, kamancha and tanbur
are characterized in the treatise “Behjatul-ruh” (“Beauty of the spirit”, XVII
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century) of Safiaddin Abdulmomin. The names of such musical instruments
like chang and chagane are mentioned in the chapter, where musical circles
were figuratively explained in poems. Ganun, chang, argan, kamancha and
ney were characterized in “Guide to Eastern music” which reached us in the
manuscript of XVIII century. Also tanbur (tamboura) 5 strings and 29 frets
was described in details and also ney and its variety (batdal, davud, shakh-
mansur, bolaahenk, mustahsan, hatti-bend, sipurde) were described there.

The roots of oud, chang and nay (transverse flute) were characterized
in the fifth chapter of “Advar” (“Circles”, XVIII century) of the anonymous
Azerbaijani author [18].

Alotof foreign travelers left us information about the musical life of the city
citizens including the musical instruments. For example, the Venetian travelers
and diplomats Caterino Zeno and losafat Barbaro, who visited Azerbaijan in
1471-1473 and 1474-1478, the Italian traveler Pietro dela Vale (1617), the
Russian merchant Fyodor Kotov (1623-1624), a German scientist and traveler
Adam Oleary (1636 -1638), the Turkish traveler Evliya Chelebi (1647, 1655-
1656), a Dutch sailmaker and traveler Jan Struys (1670-1672), the German
naturalist, physician and traveler Engelbert Kaempfer (1683, 1684), the Dutch
artist and archaeologist Cornelius de Bruin (1703), the Russian diplomate
Artemiy Volynskiy (1716), the French writer Alexandre Dumas,pere (1858,
1859), etc. [3].

A plenty of miniature pictures with scenes of musical life are on the pages
of the manuscript decorated by the artists of Tabriz school directed by Sultan
Muhammad (1470-1555) and other schools. According to the miniatures, we
can judge about a musical instrument, its different constructive features, the
manner of performance and ensembles [5].

Basing upon the above mentioned sources, we can speak about the musical
instruments, which were common in the medieval Azerbaijan.

String instruments (chordophones)

Although it was suggested in the press about the invention of tar by Abu
Nasr al-Farabi (873-950; he was born in Turkestan) [81], an outstanding
musicologist, philosopher and encyclopaedist, this instrument was widespread
just in Azerbaijan and Iran. It is assumed that the tar appeared in Iran at the
epoch of Gajar dynasty as a result of the evolution of other Iranian instruments
in the XVII-XVIII centuries [53,85], or it was brought from the Caucasus at
the end of XVIII century [28].
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But the poems of Baba Tahir Uryan, Farrukh Sistani, Gatran Tabrizi,
Khagani Shirvani, Assar Tabrizi, Muhammad Fizuli, Govsi Tabrizi, Rukneddin
Masud Mesihi, Sahib Tabrizi, Gasim bey Zakir and Seyid Azim Shirvani, show
us that the tar existed in XI, XII, XIV, XVI-XIX centuries.

The body of oud had pear-shaped or round shape. On the pegbox bent back
were located 10-11 tuning pegs corresponding to the number of the strings.

Barbat was larger than oud by having 7 silk strings fixed to the pegbox.

Though shahrud was similar to the oud, it was longer and had 10 strings.
Each long string and adjacent short strings were paired. In the drawing of Al-
Farabi “Kitab al-Musiga” (The Book of Music) in the list of Cairo, shahrud
is shown in the form of a quadrangular sounding box with a large number of
stretched strings [33].

The body of many stringed (more than 30) chang represented an arched
and flaring resonator. The upper part of it was sharply curved. A long pin was
fastened to the body in order to fasten the instrument to the floor during playing.

The lower part of the body of the rubab was covered with leather, and
the top was covered with the wooden board. The different types of rubab were
used with 3-6 silk strings. Sometimes one of the strings was replaced with a
silver string.

Dutar, tanbour and their varieties (setar, chahartar, panjtar, sheshtar),
had a small pear-shaped body and a long neck with frets, on top of which pegs
were fixed.

Saz and dongar had longer body in comparison with tanbour.

The lower part of the rud had rounded shape, and was covered with leather
membrane and its upper part was elongated and slightly widened in the middle
part. The body tapered gradually and passed into a long neck. Its top was bent
in the form of loop. The sound was gotten from four catgut strings or silk
strings with the help of plectrum.

Arghanun puts together especially rubab, barbat, chang and tanbour.

The body of ganun had triangle shape. It had 8 strings (consisted from
three chords) and they were tuned up according to the melody.

On the rectangular body of nuzha, thin wooden resonator holes were
fixed, and 27 paired strings were stretched along its length. Single strings of
different lengths were located between them on the left and right parts. The
total number of the strings was 108. When playing the nuzha or ganun, they
used the fingers of both hands.

The instrument mughni combined the construction of rubab and nuzha.
“Six pins were located in the upper left part of the neck and three pins at its
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lower right side. 39 strings were stretched over the wide sounding board and
fingerboard.

Sheshkhana invented by Rzaaddin Shirvani had the head bent back. Its
fingerboard was longer in comparison with the oud and the upper part of its
body was covered with fish bladder.

Sheshtay with big pear-shaped body existed in three types differing from
each other by the length of the fingerboard and the presence of the resonating
strings at the upper part of the sounding board.

Ozan in comparison with other stringed instruments, had longerer body,
two-thirds of which were covered with leather.

Sometimes short burdon string was also fixed to the instrument. The double-
stringed dambour was scoop shaped with three or four prongs on its end.

The choghur with pear shaped and truncated body as well as the long neck
had the head similar to the tar.

The instrument chehesdeh with 8 or 9 strings was characterized with a
large, slightly elongated body.

Musical instrument of the dulcimer type had the leather sounding board
and 24 strings also called chang.

Santur was a trapezoidal box. 96 metal strings passed over the sounding
board, with one end they were attached to the knock pins, and other ends were
attached to metal pins. Three chord strings were based on the moving stands.
They were playing it with sticks with curved ends.

Kamancha was consisted of a relatively small body, round neck, a more
elongated and shaped ends compared to the modern examples, which were
serving as a base. For two strings of the instrument, hair from the horse’s tail
or silk threads was used. Later it became four string instrument.

Chaghane — a bowed stringed instrument with four strings had a large
pear-shaped body, a wooden sounding board and a long tip, which rested onto
the floor during the performance.

Chaghanag — a three stringed bowed instrument had a long neck and a
round body.

Wind instruments (aerophones)

Ney represented a long tube of small diameter. The size of the small pictures
did not allow the artist to show the holes in the body but by the position of
fingers we can assume that there are few holes, and they are located at the
lower part of the instrument.
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Nay was usually made of reeds, but the professionals used its wood
varieties - white and black nay. White nay (nayi-sefid) is a straight hollow tube
with the length of 75-80 cm, it had 8 holes on the front side and one hole at the
rear side. Black nay (nayi-siyakh) or mizmar was more advanced. Its length
was a half length of the white nay. A cane buzzer was inserted into body with
7 holes. The instrument was equipped with a circular plate for supporting the
lips.

Zourna (surna) was shorter than the black and white nay, so very high-
pitched sounds were gotten from it. The size of it was superior to modern
species and it had 7 holes and wide bell.

The sounds of neyche-balaban and tutek are soft and gentle, and in
contrast with zourna, were straight tubes.

Musigar is a multi barelled flute, consisting of tubes (up to 20) of different
lengths, connected to each other in ascending order - from the shortest to the
longest tube. During the performance, the tool is positioned vertically up by
the open ends of the tubes and held up by one hand for the lower end, and by
the other hand for the narrow part. The open ends of the tubes contacted with
the lips of artists.

The brass tubes of argan were arranged in rows, and long tubes with a low
sound were fixed above them. Behind the tubes were the bellows for blowing
an air. The bellows were pressed by left hand and with the fingers of the right
hand were pressed the big buttons located at the tubes, and access to the air
was opened, and thus obtained the sounds of different ranges.

Karanay was a straight tube, and gavdum (bent tube) is a tube bent in two
parts and gets thickened in the form of ring in 4 and 7 parts. Their presence
indicates that the bodies of the instruments are not whole things. Karanay and
gavdum did not have any holes. In most cases, the instrument was held by
one or two hands and the bell was up but the lips of the musicians touched the
mouthpiece.

The bronze nefir was twice shorter than karanai. It could extract just three
sounds. Longer nefirs were called boru, and the trumpet bent in the shape of
horn called shakh-nefir.

Another signal bugh mouthpiece was usually made of the baked clay.

Sheypur was a straight copper pipe with an expanded end of the funnel.

Nayi-khik was a wineskin, where two fixed tubes with buzzer had
cleft reeds. During the playing, an air was forced into the bellow. Now this
instrument is called tulum.
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Membrane instruments (membranophones)

Def has the form of a round wooden rim, the skin is stretched on one side.
5 small round plates are inserted at an equal distance from each other around
the rim. They beat by the fingers of both hands on the membrane.

Small rings were fixed instead on the rim of daira, and bells were fixed on
gaval. Rings and bells were absent in mazhar.

The body of naghara was made of wood and had a shape of cylinder. Goat
skin was used as membranes. Big nagara was called davul.

Dohul represented a broad wooden rib of cylindrical shape, and the leather
was stretched on both sides. The height of dohul exceeds its diameter. During
the playing, a belt attached with two ends to the body of the instrument, were
tossed over his shoulder, and the sound was extracted with the help of two
wooden sticks on both membranes. One of the sticks had a rounded end.

Tebil with the shape of cylindr was made of copper or bronze and the skin
of wolf was stretched on the open side of it. They played it with two sticks.

Tebil-baz or teblak-baz had a relatively small bowl-shaped body and the
leather was stretched on the open side of it. The instrument was attached to the
right side of the saddle of a horse. On the signal of the tebilbaz, the hunting
falcons were unhanded.

Dumbek was made of potter’s baked clay, iron and wood in the form of
elongated large pots with open bottom ends. During the play, it was held under
the arm and beaten on the deck of the leather by hand.

Dumbul is an elongated barrel with a handle.

Kus or kos was made of copper and was similar to the European kettledrum.
In order to get more moderate sound, it was covered with net of belts. They
beat the membrane with two sticks wrapped with cloth.

The double-body gosha-naghara was similar to kus by its appearance and
material but their bodies were much smaller. Both bodies were connected fixedly.

They beat the membrane of jifti-kos (double kos) with two sticks, the ends
of which were retroverted.

The body of tabira narrowed in the middle. During the play, it was held
under the arm and beaten by belt on the membrane.

Self-sounding instruments (idiophones)

Zeng was a bell in the size of a fist, it was made of copper, bronze and
other metals in the form of a truncated cone and a tongue of the bell was fixed

120



AZERBAIJANI MUSICAL INSTRUMENTS FASCINATE THE WORLD

at its inner part. Its small variety was called zingirov and cheres, and big
variety was called chan and deray.

Khalkhal was a gold or silver bracelet and small bells were attached to its
upper part.

Qumrov or qimro looked like a small hollow brass ball, inside of which
there was two or three round stones or lead pellets.

Sinj is two copper plates with handles, zil (castanets) represented its
miniature species and was put on the thumb and middle finger.

Lagguti consisted of two separate flat bars of rectangular shape with
different sizes. They played it with two sticks.

Qashigek is two spoons connected inside with a rope and small metal
pieces were placed in the space between them.

Shakh-shakh consisted of two convex round wooden boards, which were
fixed with a rope on one or two ends of the wooden handle.

Kasa is a bowl with a wide top. During the play, the bowl was filled with
water in different levels, and they got different range of sounds by beating with
sticks.

Tesht represented a shallow copper basin with a wide open side.

Safail is an instrument in the form of two wooden sticks. Two metal hoops
with iron rings and small bells strung on them were fixed on the rings with the
help of the iron hinges. The sticks were located inside the hoop.

The staff of the kaman was bent in the form of a bow and metal plates,
rings and small bells were strung on its bowstring.

Agiz-gopuz was forged from iron rod in the form of horseshoes with
elongated ends and a steel tongue was stretched between them.

According to miniatures, when it was solo performance, they used saz,
rubab, chang, ney, dohul and tebil-baz. In most cases, barbat, chang, rud
and rubab were played together. A duet where arghanun-chang, chang-def
(khanende holds it in hand), oud-def, tanbour-def, setar-def, rud-def, ney-def,
karanay-gavdum. In ensembles, they used instruments such as: oud, rud, def
and gaval; oud, kamancha and def; ney (two), def (two) and daira; musigar, def,
dohul and tabira; musigar, def and gaval; musigar, gaval and tabira; karanay,
gavdum, zourna and gosha-naghara.

During the folk performances, the participants played gashigek which they
strike against each other; zingirov and qumrov were at the waist of masgarachi
(a clown) and khalhals were on the feet of dancers [4].

In order to inspire warriors and intimidate enemies, as well as in peacetime,
they played wind instruments (karanay, nay, gavdum, sheypur, mizmar,
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zourna, musigar, nefir), membrane instruments (kus, tebil, dohul, tabire) and
idiophonic instruments (sinj, cheres, zeng, kaman, deray).

Until recently, they played just 17 musical instruments out of 88 musical
instruments which were common in medieval Azerbaijan. Due to the efforts
of Majnun Kerim, Abbasgulu Najafzade and Mammadali Mamadov who were
restoring lost musical instruments, some of those instruments (ozan, gopuz,
chang, barbat, rubab, Shirvan tanbour, rud, nuzha, chagane, choghur, santur,
kus, alvah, arqanun) were returned to everyday life.

New kinds of kamancha, balaban, santour and lagguti were created, tar
and kamancha were reconstructed, chang, balaban and zourna were improved.
In addition, Gasim Gasimov created new instruments: jura-oud, sina-oud,
vel-oud, yek-tar, zil-saz, zulfar, Mammadali Mammadov — Karabakh kaman,
oud-men, ay-ulduz, irs, Azerbaijan, ramish, sevgililer, electrical kamancha,
Alijavad Javadov — sumsu-balaban, tulek, neyvari, zumzume, zourna-balaban,
Fikret Guliyev — fitar, Famil Qurbanov — bas-kaman, Musa Yagubov — double-
necked kamancha, lhtiyar Seyidov — palmar ney, Nakhchivani tanbour,
Mahmud Salah — shesh-kaman, shergi-tar, Adil Khalilov — buta.

A MUSICAL INSTRUMENT OF GLOBAL IMPORTANCE

The tar is the most popular musical instrument among the Azerbaijani
people. Its shape, which is different from the other stringed instruments,
immediately attracts attention.

The pleasant and colorful sounds coming from the strings of the tar please
the ear and captivate people. It is certainly explained by the perfection of the
construction, specifically the presence of twisted steel and copper strings that
convey all nuances of the popular tunes and especially, mughams.

This is graphically proved by the presence of five frets on the instrument’s
neck that correspond to the lineup of mughams, and of a bass string that is used
only for performing of them. The wide range, distinct sounds, melodiousness,
special registers, the possibility of performing of polyphonic chords and
virtuoso passages, lengthy dynamic sound rises and attenuations, colorful
decorations and gradations of shades — all of them allows the tar to be used as a
solo, accompanying, ensemble and orchestra instrument. But nonetheless, the
tar is a recognized instrument of solo mughams when the performer’s mastery
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and the technical capabilities of the instrument manifest themselves in full.
The tar conveys the feelings, mood and dreams of a person and especially,
discloses his soul vividly and fully.

Tar means a “string” or “thread” in Persian [ 14,63]. This word was usually
used to describe instruments of the same type that differ from each other only
by the number of strings, for example, the first changing syllable in the words
like yektar, dutar, setar, chahartar, panjtar and sheshtar, means numbers (from
one to six). It is difficult to explain why the root of this word was chosen to
name a many-stringed instrument, which is the tar. Most likely, the name of
the tar was derived from the simplification of the word “gimtar” (gim — sound,
tar/dar — tree), which means a “sounding tree” [25]. It is interesting that the
name of the many-stringed (up to 16 strings) instrument - the tanbour, which
is popular in Central Asia, is based not on the number of strings, but on the
sounds (“tan” means a heart and bur means “to pull” in old Greek language).

Structurally, only the Pamirs rubab is regarded to be close to the tar;
according to another version, the tar is regarded as some sort of a hybrid of
the tanbour and oud [86]. Earlier sources put forward the version that the tar
was formed from the setar or geychek [53, 85], which are widespread in Iran.
But the pear-shaped body of the setar and the presence of a wooden sounding
board instead of a leather sounding board contradict this conclusion. The
double body is typical of the geychek which, unlike the tar, has a short neck
and a head folded backwards. Moreover, a bow is used play this instrument.
Given all this, it is possible that the tar migrated from the Caucasus i.e. from
Azerbaijan [2,28]. The tar became most popular in Azerbaijan since XVIII
century.

Historically, the tar was widespread in a relatively small area confined to
Azerbaijan and Iran. It had five strings (two white, two yellow and one bass
string), a big and deep bowl, while 27-28 frets were tied on its long neck. Since
the instrument is heavy, the performers held it on their knees or under their
breast when they played it.

In the 70s of XIX century, the tar was reconstructed by the outstanding
performer and native of Karabakh, Mirza Sadig Asadoglu (1846-1902), who
was popularly known as Sadigjan because the listeners who admired his
performance could not help exclaiming “jan!” or “Sadig jan!”. Initially, he
increased the number of the strings up to 18 and then confined himself to 13
strings — two three-chord strings at the bottom, double and single bass strings
in the middle and two double ringing ones in the upper part of the fingerboard,
leaving 22 frets on the neck. To avoid the neck bending, it is fastened to the
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special spacer on the body, and a wooden strut is installed inside the spacer.
Moreover, Sadigjan reduced the thickness of the body and straightened its
sides, thus expanding the upper part of the body and increasing the strength
of the sound. The lighter instrument could now be held on the breast. This
suddenly boosted the performance of the tar [17]. Gaining popularity in such a
structure, the tar quickly spread to the whole Caucasus, Turkey’s Kars Province
and Central Asia. The five-stringed tar continues to be used in Central and
Southern Iran. At the turn of the 20th century, the Iranian musician Gholam
Hossein Darvish-khan (1873-1926) added a sixth string to it [85]. But the
reconstructed tar, which was called the “Azerbaijani tar” [2], became more
common in Azerbaijan from the last quarter of the 19th century. In 1929, the
number of the strings was reduced to 11 in order to secure more stable tuning
for the instrument.

After the heated debates of the 20s and 30s of the last century on the issue
of preserving or refusing of the tar [37], the genius Azerbaijani composer
Uzeyir Hajibeyli managed to protect it among the instruments with uniformly
tempered 12-tone pitch [39] and thus ensured that it was included in the note
folk, opera and symphonic orchestras. Thanks to this, the tar classes began to
be opened in special secondary music schools and conservatoires.

The main components of the tar are the body (chanag), the spacer (ich
gol), the butt (kup), the neck (gol), the head (kalla), pins (ashikh), thresholds
(parda), stands (kharak) and strings (sim). The total length of the instrument
varies between 830 and 890 mm.

The body of the tar, which acts as a sounding board, is elongated and
convex with dents on the sides and consists of two halves — big and small
bowls. Masters figuratively say that the big and small bowls play the role of
the “heart” and “kidneys”. The sound increases in the heart, and going through
the “navel” (the zone of transition from the big to the small bowl), is filtered
in the kidney. The body resembles the number eight from above. The body is
made from one piece of mulberry tree.

The long neck is flat from the upper facial side and round from the bottom.
In order to facilitate the movement of the left hand while playing, the neck
gradually becomes narrow towards the top. The core of a nut tree is used to
make the neck.

The body and neck are attached to the peg-shaped butt that is made from a
mulberry, apricot or nut tree.

The head is shaped as a narrow and deep box which is open from the front,
upper and lower sides and has round and figured (often star-shaped) cuts on
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the sides. Three big pins (with a round head) and three small pins (with a flat
head) are attached to it from the top, while three big ones are attached from
the opposite side. They are made mainly from pear. Such pins “sit” very well
on the head.

The spacer from pine wood has a square shape. One of them rests on the
lower part of the body from inside, while the other end rests on the end of the
neck. It does not allow the neck to bend downwards, upwards or sideways
(chengel).

The heart membrane of cattle (except for the buffalo) or sheatfish breast
skin is pulled on the open side of the body — the sounding board (uz), which
acts as a sound resonator.

Twenty two frets are tied across the neck at certain distances from each
other. This number of frets corresponds to the sound pitch of the tar which
covers one and a half octave and is consisted of 22 phases. The main sound
pitch of the tar creates the gamma of 17 phases which is characteristic of the
Azerbaijani music. They are made from a sheep’s small bowel which gives the
instrument gentle sounding. In the recent period, the bowel has been replaced
with catgut or capron thread. Because of this, the tar has started sounding
rougher, but the frets have become stronger.

A big stand is placed in the center of the sounding board of the big bowl,
while a smaller stand is placed on the lower part of the body. A threshold is
placed at the place where the head and the neck are connected, while small
additional stands are placed on the upper edge of the neck in its middle part.
Their purpose (except for the lower stand) is to keep the strings over the body
and the neck at a certain height and at a distance from each other.

The tar has 11 metal strings of various degrees of thickness. The lower
double thin white, yellow and bass (kok/dam) strings are regarded as the main
ones and play the tune. The nextred red thick bass (bam kok, pitch strings)
string is used for enriching the sound and chords. Above the bass strings, there
are two pairs of white strings — zang, jingana (ringing strings), and they are
almost twice as shorter. Like the pitch string, they do not hug the neck when
you play, but play the role of resonance, ensuring cadence with a certain pitch
between phrases and sounding of the mugham endings.

The main strings (two white and two yellow ones) and ringing strings
are wound around the big chips and the bass strings — around the small
ones. Such an order of tightening of the strings helps the performer to find
very quickly the chip that corresponds to this or that string while tuning the
instrument.
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The strings are sounded with the help of a plectrum (mizrab) in the form of
a tooth. It is made from the bark of a cherry tree, bone, bull’s horn and ebonite
(previously, from copper or gold).

The body, neck, head and chips are decorated with special national patterns
from mother-of-pearl and colored bones (previously, silver and gold were used
for this purpose). Such tars are normally called “sadafli tar”. It is worth noting
that apart from playing an aesthetic role, the fanciful designs in the front of
the instrument’s neck also play a functional role, indicating the location of the
frets on the neck.

The tars made by the Azerbaijani masters have repeatedly been displayed
in Turkey, Iran, India, France and Holland. Some of them are kept in the
world’s leading museums.

The tar is played in the sitting position. The tar is held near the upper part
of the breast in a horizontal position and slightly pressed by the wrist of the
right hand, while the lower part of the body is positioned slightly lower than
the right shoulder of the performer. The plectrum, which is located between the
thumb and index finger of the right hand, is hit against the strings in the middle
of the big bowl of the body. At this moment, three fingers (index, long and ring
fingers) press the strings against the frets in certain places, producing various
sounds, while the thumb holds the neck of the instrument. While performing
mughams, the experienced performers also use their little finger on the part of
the neck closer to the body. The instrument can also be played with the fingers
of the left hand that touch the strings in pizzicato technique.

Various plectra (mizrab) marks and techniques are used for playing: hitting
with the plectrum from above, below, above and below, or vice versa, at a high
speed from above and below, always from above, below and above, moving
of the fingers on the string, shaking of the instrument, vibration, glissando,
playing near the small bowl or closer to the big stand.

In order to emphasize the individual episodes of the pieces of music and
convey them in a more colorful fashion, the experienced musicians also use
other marks of plectra (ruh/rukht, chahar, chirtig, alif, gosha-mizrab, gulriz,
zangi-shutur, etc.) [16]. The tar also provides other techniques for getting of
dynamic shades: khun or khum, hal mizrab, narin mizrab, etc.

Depending on the particularities of the use of the fingers of the left hand,
they have different names: “adi barmag” (an ordinary finger), “surusdurme bar-
mag” (a sliding finger), “dartma’” (twitching), “lal barmag” (dumb finger), etc.

The double white, yellow and ringing strings are tuned in unison to a
certain pitch, i.e. have a permanent lineup. The three bass strings (dam and
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pitch strings) between the yellow and ringing strings have a variable lineup,
1.e. depending on the mugham that is being performed or the modal basis of the
piece, they are tuned to various pitches. In this case, every bass string forms a
system characteristic of mugham or its sections in the form of the organ point
or harmonic background.

Before playing, a tarist definitely tunes his instrument in compliance with
the tonality of the mugham he wants to perform. The double white and yellow
strings are tuned first and then, the ringing and finally, the bass strings are
tuned.

The tar has a range from C in the small octave to G in the twice-accented
octave, with a solo performance - to A-flat, A in the twice-accented octave.
Parts for the tar are written in the mezzo-soprano clef.

The names of the wonderful virtuoso tarists (tarzens) such as Mirza Sadig,
Meshadi Zeynal, Meshadi Jamil Amirov, Shirin Akhundov, Mirza Faraj, Gurban
Pirimov, Mirza Mansur Mansurov, Ahmad Bakikhanov, Bahram Mansurov,
Aliaga Guliyev, Haji Mammadov, Ahsan Dadashov, Habib Bayramov, Baba
Salahov and others are known in Azerbaijan and far beyond. Their artistic
traditions are being continued by the talented young people.

As a solo and accompanying instrument, the tar was one of the first
instruments included in the expanded ensembles created in the early 19"
century. The tar is an irreplaceable “participant” in the sazanda ensemble
(sazanda dastasi) which, apart from a tarist, also includes a khananda (a singer
with a gaval and a player of kamancha instrument. The sazanda ensembles of
Jabbar Garyagdioglu, Abdulbagi Zulalov, Islam Abdullayev, Seyid Shushinski,
Zulfi Adigozalov, Khan Shushinski and others were extremely popular in the
19™ century and in the first half of the 20™ century [79]. As in the past, the
mugham trios and ensembles are very popular among the listeners nowadays.
It would be enough to mention the ensemble of Alim Gasimov whose art is
admired in many countries of the world.

The tar is the main instrument in the orchestras and ensembles of the
Azerbaijani folk instruments. The tar also plays a great role during the entire
performance of the mugham operas. It was skillfully used in the operas and
ballets, as well as in the music comedies by the Azerbaijani composers who
allocated special parts for it in the score.

The tar was first introduced by Gurban Pirimov as a solo instrument
in pop music, while Haji Mammadov was the first to play the European
classical pieces, as well as vocal pieces of the Azerbaijani composers to the
accompaniment of the piano. The tar was played by Ramiz Guliyev in the
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pop-symphony orchestra of the Russian radio and television and the Academic
Orchestra of the Russian Folk Instruments in Moscow.

Haji Khanmammadov was the first to write a concert for the tar with a
symphony orchestra and then composed four concerts. Five concerts were
composed by Tofig Bakikhanov and two by Yashar Khalilov.

Their initiative was supported by Zakir Bagirov, Nariman Mammadov,
Ramiz Mirishli, Firangiz Babayeva, Nazim Guliyev and Kamal Ahmedov.

The listeners were delighted by the first concert composed by Said
Rustamov for the tar with an orchestra of folk instruments. Then, three
concerts for the tar with an orchestra were written by Suleyman Alasgarov
and Adviya Rahmatova. The similar concerts were also composed by Jahangir
Jahangirov, Mammadaga Umidov and Yashar Khalilov. “Daimi Harakat”
(“Eternal Movement”) by Suleyman Alasgarov, “Hezin regs” (“Sad Dance”)
by Adviya Rahmatova, “Khatira” (“Memory”) by Nadir Azimov and the
consert “Nagshijakhan” by Nazim Guliyev, were written for the tar with an
orchestra of folk instruments.

The symphony “Azerbaijan” by Tofig Bakikhanov for the tar and
symphony orchestra, “Suite” by Shafiga Akhundova, the “Double Concert”
by Tofig Bakikhanov for the tar and violin with a symphony orchestra, the
“Karabagname” by Sevda Ibrahimova for the tar and chamber orchestra,
“Oda”, “My tar, orphaned without Gurban” elegy-memoir for voice, the
tar and string orchestra, “I miss you, Shusha” for the tar, piano and string
orchestra, “Saginame” by Eldar Mansurov for the tar, two violins, viola
and cello, ““Karabakh shikestesi” for voice, tar, kamancha and chamber
orchestra, “Dushunje”. “Gaytagy” and “Heyraty” by Azer Rzayev for the tar
with chamber orchestra; “Sonatina” by Firangiz Babayeva for the tar, “Pieces”
by Elnara Dadashova, “Variations” by Rauf Aliyev, “Pieces” by Nazim
Guliyev, “Humayun” by Aliya Mammadova for the tar and chamber ensemble,
“Quartet” by Mammad Javadov for the two tar and two kamanchas, “Dance of
friendship” by Yashar Imanov for two tars and symphony orchestra, “Quintet”
by Sardar Farajov for two tars, two kamanchas and a piano, two dances by
Lala Jafarova for the tar and piano, are of great interest.

“Scherzo” by Suleyman Alaskarov for the tar and piano, “Lyrical Dance”
by Khalil Jafarov, “March of the Patriots” by Agabaji Rzayeva, “Playbook”
by Sardar Farajev, the play “Who you forget”, dedicated to Mikail Mushfig,
“Gyzlar bulagy” ( “Maiden spring”) by Nazim Guliyev, the composition “El
oglu hay ver (“Answer, my countryman’) by Tahir Akbar for the soloists,
chorus, tar, balaban and orchestra, “Ballad about Karabakh” by Vasif
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Allahverdiyev for solo tar, the dances “Naznazy-Capriccio” and “Turajy” by
Jeyhun Allahverdiyev for the tar, kamancha, balaban, naghara and chamber
orchestra, “Scherzo” for the tar, kamancha and chamber orchestra, the dances
“Shydyrgy” and “Chylgyn” by Hamid Vekilov for the tar, “Sonata” by Kamal
Ahmadov for the tar and piano, “Song without Words” by Yasar Khalilov,
“Alov” (“Flame”) fantasy by Adila Yusifova, “Sonata” and “Concert Piece”
by Pika Akhundova, the works “March of victory” and “Ballad” by Novruz
Aydemirli for the tar and piano.

The tar also plays a great role in the works of the Azerbaijani composers
written in different genres in the score of the “First Fantasy” by Uzeyir Hajibeyli,
“Dance of Joy” and “Azerbaijani Suite” by Said Rustamov; “Egyptian Pictures”
by Jahangir Jahangirov; “Shahnazsayagi”, “Bagchakurd”, “Safikurd” and
“Gulistan” by Adil Garay, “Sonatina” and “Songs without words” by Suleyman
Alasgarov, “Lyrical dance” by Vasif Adigozalov, “Chahargah”, “Skerso” and
“Dance-tokkata” by Hasan Rzayev and “Sonata” by Dadash Dadashov.

Without the tar, the professional Azerbaijani folk music would have hardly
achieved in its current high level. It was exactly through the tar and closely
related mugham art that the whole world learnt the essence and specificity of
the Azerbaijani folk music in all its richness.

As it is known, in the Middle Ages, the oud was regarded as the “king” of
all the musical instruments. The Azerbaijani people boldly apply this epithet
to their musical instrument — tar nowadays. The tar is rightfully considered as
one of the national symbols of Azerbaijan.

SAZ IS AN INSEPARABLE INSTRUMENT
OF THE AZERBAIJANI ASHIGS

Saz is one of the most popular stringed-plectrum musical instruments of
the Azerbaijani people. The saz is played primarily by ashigs, who continue
the traditions of their predecessors — ozans who sang to the accompaniment of
the gopuz [35].

Due to the wide spread of ashig art among many Turkic and other peoples,
the saz is one of the few instruments known under the same name in the vast
territory covering the Caucasus, Iran, Afghanistan, Syria, Turkey and the
Balkans. In Turkey, this instrument is also called as “baglama” [69].
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In the Middle Ages, in most cases, the word “saz” was used to refer to
the musical instruments in general. This meaning is still used in Turkey [67].
Over time, this word came to mean an instrument played by ashugs. Another
meaning of the word “saz” is serviceable or in a good condition, and thus, with
regard to the instrument, it can be interpreted as “tuned” and “efficient”.

The mentioning of the musical instrument, the saz, is common in the
medieval classical poetry of Azerbaijan. Various works mention the sound,
structure and types of the saz. For example, Khagani Shirvani speaks of a one-
stringed saz, and Nizami Ganjavi about the jura-saz. Shah Ismail Khatai sings
about the saz in one of his poems:

Today I didn 't take my saz,

I t won t touch my voice again.

There are four important things for all of us:
Science, word, singing and saz.

According to the numerous evidences, the saz was initially small. It
was supplied with three strings made of a horse tail hair or silk thread. The
emergence of new forms of ashig poetry and the influence of mughams required
the improvements in the technical and artistic possibilities of the saz. This
led to an increase in the size of the body, the length of the neck, the number
of strings and frets. The expansion of the sound row of the saz ensured the
performance of all known ashig melodies and accordingly, the further spread
of the instrument.

Modern saz instruments vary in size, number of strings and frets. Large
instruments (up to 1,000-1,100 mm) are called tavar or boyuk saz, middle
sized ones (800-900 mm) - orta saz, and small ones (540-700 mm)- jura
(small) or goltug (axillary) saz. The number of strings in the tavar is 8-11,
middle-sized saz - 8-9 and jura - 4-5. Big sazes are used by ashigs and small
ones in orchestras and ensembles, as well as when ashigs teach their students.
Previously, there existed larger sazes - bash tavar or ana saz - up to 1,500 mm
in length and with 12 strings. Currently, the ashugs use the term ana saz to
refer to 9- or 11-stringed instruments.

The orchestras and ensembles of the Azerbaijani folk instruments include
the saz (orkestr sazi) in the length of 800 mm with 5-6 strings and 17 frets.

The wooden parts of the saz include the deep body (chanag, chomcha,
gobul, govda), the long neck (gol, bilak), the butt (becha, bogaz), the sounding
board (sina, dosh, gapag), the head (kalla) with pins (ashikh, gulag, burgu)
and the stand (kharak).
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The body is made of the mulberry tree cut in the fall and kept for 2 or 3
months; it has a length of 450-500 mm, a width of 300-450 mm and a depth of
200-300 mm. In some sazes, the lower contour of the body is convex (garpizi —
watermelon-shaped), while in others, it is a little flat (vemishi — melon-shaped).

At present, the so-called Tovuz saz (named for its place of manufacture) is
quite common by the shape of its body and it occupies an intermediate position
between the abovementioned types. Previously, a tree stump was cut from the
outer and inner sides and was shaped as the body of the saz (like the saz of
the famous ashig Alasgar). Later, the body began to be made from the wooden
staves (dilim, bugum, gabirga, yarpag) with a length of 420-450 mm in order
to improve the sound and ease the process of manufacture. The number of the
staves varies from 5 to 11 but they mostly become 9 in number.

The neck in the length of 650-700 mm, is usually made of the walnut tree.
To ensure that the instrument sounds well, the neck is sometimes made hollow.
Such sazes are called khakaband. The stamp of the neck is removed, the neck
is made hollow, a few small pellets are thrown in and then, the stamp is put
back in its place. On the 120-mm-long head, which serves as a direct extension
of the neck, holes are drilled for pins, depending on the number of strings. The
90-120-mm-long butt is made of mulberry, apricot or walnut trees. The body
and the neck are attached to it.

The sounding board is made and flattened from a mulberry or oak tree in the
thickness of 3-4 mm. To ensure that the middle part of the sounding board does
not sink, it is burnt in the fire. To improve and strengthen the sound of the saz,
5-6 small resonator openings (seslik) are made under the strings on the sounding
board. The pins are made of walnut, apricot, pear or beech trees and placed on
the openings at the head of the saz at the top and sides of the neck. At a distance
of four fingers (approximately 70-80 mm) from the lower end of the sounding
board, there is the lower stand made of apricot or pear trees, and on the neck
closer to the pins — there is a low upper stand made of bull or buffalo horns.

At the rear of the body, there is a small bar (ayag, darag) made of bone,
metal or wood to tighten the lower ends of the string. The frets made of a
sheep’s small intestine (kirish) are attached to the neck. Currently, vein frets
have been replaced by nylon threads.

Most ashug sazes previously had only eight frets. Eleven frets were enough
to play all the ashig tunes. Now their number is usually 16-17. Each of the
frets, in turn, has a name passing down from generation to generation and
characterizing their position on the neck, the sound row of the saz, the pitch of
the sound and oral ashug songs (bash parda, orta parda, shah parda, divani
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parda,bayati parda, becha parda, etc.). And the names of the frets may differ
in different ashig regions.

Ashigs pull 9-8 or 11 strings (tel) on the saz, but in most cases, nine-
stringed sazes are used. The thin strings have equal thickness and are made of
an alloy of steel and silver. In the nine-stringed saz, the upper ends of the three
lower strings and one upper string are twisted around the upper pins and the
three middle and the upper two strings around the side pins.

The saz is played with a plectrum (tazana) made from the bark of a black
cherry or cherry tree. To ensure that the hand holding the plectrum can move
freely on the frets and the performer does not get tired, the saz is held at the
chest with a belt (gayish, gaytan, ashirma) slung over the shoulder and attached
to the hooks on the butt in the rear of the body.

Typically, the body, neck, butt, and the edge of the sounding board and
the heads of the pins are decorated with mother-of-pearl ornaments (sirga-
sadaf) and bone (shirmayi), which have a specific geometric shape known as
“chilik”, “aypara”, “darag”, “dirnag”, “pitik”, “pakhlava”, “zanjirvari”,
“buta”, “dama” and “jidaburnu”. The saz is typically kept in a dark fabric
cover (koynak) sealed with a thin rope at the top end.

While playing, the saz is held horizontally, the body is pressed against the
upper chest and held with the left hand and a strap slung over the shoulder. The
plectrum placed between the tips of the right-hand thumb and the index finger
over the body, strikes the strings while fingers (index, middle and ring fingers)
of the left hand move along the neck and press the strings against the frets. The
ashig sings and accompanies himself with the saz in a standing position.

The strings are combined into three groups: a) 3+2+3; b) 3+3+3 and ¢)
4+4+3, configured in unison. Therefore, the instrument is normally called uch
telli saz (three stringed saz).

According to the register, the 3-4 lower (ayag, barmag, alalti, danishan)
strings are called zillar (high), the 2-3 middle strings — bamlar (low) and the
3-4 upper strings are called damlar (bourdon — zu tutan, orta ziller).

Forming an organ point, the bourdon strings are tuned in unison and
have slightly lower pitch than the high strings. The middle tuning strings which
are always open, have the lowest pitch. Together with the bourdon strings, they
are accompanying strings and are tuned in unison with the octave or the fourth-
fifth. In contrast to the lower and upper strings, the height of their sound is
changing.

There are seven types of saz settings (ana kok, dilgami, urfani, ayag
divani and so on). The row of high and bourdon strings in all types of settings
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is permanent. Respectively, they are tuned for C in the one-accented octave
and B-flat in the small octave. The row of low strings varies depending
on the modal-harmonic features of the song played. Regarding the high
and bourdon strings, they are usually tuned in the fifths-fourth interval, i.e.
comply with F in the small octave. This is the main setting (ana kok) of the
saz.

The ashig using changing low strings, achieves a wide variety of chords
with the unchanging bourdon strings. In addition, ashigs make masterful use
of the strings of the melodic group; they press only one, two or three strings
against the fret with their fingers and thus, produce a melodic line with tremolo
and strikes of the plectrum against the bottom or, conversely, from the bottom
up against a group of strings, or by dynamics.

Thus, ashigs sometimes get four-part sounds, reaching a wide range
of dynamic shades. They often use strokes obtained by alternating through
clanking — moving the plectrum on all the strings from the top down and
bottom up. Often, plectrum strikes against all the strings down alternating with
strikes against a specific group of strings.

While performing, ashigs often use their left-hand fingers in order to get
nuances and certain sound timbres (basma-pressing, surtma-rubbing, vurma-
striking, etc.). While playing, they also use vibration (titratma), obtained by
pressing the melodic strings against the fret with their fingers (index, middle and
ring fingers) and rapidly moving their finger up and down, clicking (chirtig) on
the sounding board, as well as with soft strikes of the fingers against the strings
— near the neck and the stand, and over the middle of the sounding board —
and shaking the instrument up and down over the chest for several times. The
upper and lower plectrum strikes against the strings and their rotation is the
main particularity of playing the saz.

The art of ashigs combines ashig songs (whose number exceeds 100)
performed exclusively on the saz, and songs composed by ashigs themselves
in a special poetic form (qoshma, gozallama, mukhammas, divani, tajnis, etc.).
An important place in an ashig’s repertoire belongs to dastans (heroic and
epical tales), ustadnamehs (sermon songs) as well as lyrical and heroic songs.
Dayishmas — contests involving two, three or four ashigs, who offer each other
riddles (gifilband) in their poems — are also held.

The saz is used for the solo performance of ashig melodies and as part
of ashig ensembles. Often, instrumental versions of the tunes are performed
by the venerable musicians who convey the beauty of the ashig melody most
clearly and subtly.
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It should be emphasized that along with mugham, the ashig art is a rich
and diverse branch of the Azerbaijani folk music based on ancient traditions
and has long existed in various regions of Azerbaijan. It is no coincidence
that it has been included in the UNESCO Representative List of Oral and
Intangible Cultural Heritage.

The saz, its origin and development, structural features and learning are
a favorite subject of research by musicologists and folklorists engaged in
the issues on mutual relationships of the poetry and ashug music [30,41, 44,
45,54,56,66,70]. This instrument is considered a symbol of the Turkic world,
expressing the spirit of its peoples. While listening to the saz, one cannot but
admire its unusually sweet and sonorous sound.

While performing ashig melodies accompanied by the saz, the inner world,
feelings and emotional state of the performer and his ability to convey diverse
sounds and rhythms are important. They should always be integrated. Only in
this case, does the ashig’s solo performance on the saz reach true artistry.

Close familiarity with ashig art gave a great impetus to Uzeyir Hajibeyli
in creating “Ashigsayagi” for the violin, cello and piano; Akshin Alizadeh — in
creating a play of “Ashigsayagi” and “The Fifth Symphony” for the chamber
orchestra; Jahangir Jahangirov — the “Ashig Ali” cantata. Rashid Efendiyev
wrote a series of “Play” on the theme of ashig tunes and the saz, piano and
percussion instruments, Rashid Shafag — the scenic song “Ashig Ali Baba” for
the saz, a soloist and children’s choir; Tahir Akbar — the epic poem “Azerbaijan”
for soloists, saz, tar, kamancha and orchestra; Aydin Azimov — the vocal cycles
“Voice of ozans” for vocals, saz, tar and oud; Elnara Dadashova — the anthem
“Glory to your courage” for the saz and choir.

The artistic and technical capabilities of the saz are well disclosed in
Suleyman Alasgarov’s suite “Ashigvari” composed for the saz, a singer and an
orchestra of folk instruments. Javanshir Guliyev composed “Sonata” for the
saz and viola, “Sonatina” for the saz and a quartet of wind instruments and the
“Caravan” trio for the flute, cello and saz.

In Said Rustamov’s suite “Azerbaijan” (Part 1), Jahangir Jahangirov’s
“Egyptian Paintings” (Part 3) and Haji Khanmammadov’s “Festive Suite”
(Part 1), the saz is the main melodic line and thus, combining with the wind
instruments — tutek and balaban, it gives the listeners a true pleasure.

The sounds of saz raise the fighting spirit, decorate wedding ceremonies,
spiritually enrich people and help them to learn about the world, allowing
them once again to feel the incomparable beauty of the Azerbaijani folk music.
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THE MOST MELODIOUS INSTUMENT

Kamancha — the ancient Azerbaijani stringed musical instrument, has
an unusually delicate, soft and captivating sound and its sounds charm and
immerse one in thought. It is no accident that the founder of the Azerbaijani
professional music, Uzeyir Hajibeyli, regarded the kamancha as the most
melodious of the musical instruments of Azerbaijan [40].

Under this name, the kamancha is known in the Caucasus, Iran and
Afghanistan. In Egypt, a similar instrument is called “kamanga”, in Turkey -
“iklik”, and in Central Asia - “qijak”. Interestingly, another stringed instrument
is known in Turkey under the name of “kamancha”, and in Central Asia, the
bow used to play the qijak is called “kamancha” or “kaman” as in Azerbaijan.
Thus, the area where the kamancha is common, includes the Asia Minor, the
Caucasus, the Middle East and Central Asia.

The name of the instrument comes from the word “kaman”, which means a
bow (fighting and hunter), and the ending “cha” is derived from “chal” (play),
indicating that it is a bow instrument.

Researchers believe that a number of stringed instruments were originated
by plucking. A rod was used for playing them instead of the fingers or a
plectrum, and its ends were pulled by animal tendons or horsehair like the
string of a bow [60]. Experts tend to believe that stringed instruments have
ancient Indian or Central Asian origins [19].

The kamancha was originally one-stringed, had a relatively small body, a
long neck and an elongated tip. The body was made from gourds, coconut shells
or hollowed tree, and snake skin was pulled on the open side. The medieval
literature suggests the simultaneous existence of the kamancha and gijak, and
when comparing, the preference was usually given to the former [57].

We know about the spread of the kamancha on the territory of Azerbaijan
in the Middle Ages from the classics of poetry such as Khagani Shirvani,
Nizami Ganjavi, Muhammad Fizuli, Fedai Tabrizi, Rukneddin Masud Mesihi
and the book miniatures of the Azerbaijani artists like Aga Mirak, Mir Said
Ali and others. According to the prominent musicologist Abdulgadir Maragai,
the horsetail hair or silk thread, which ensured the best sound, were used for
making of two strings of the instrument. The film of a bull’s heart was pulled
on the body. The strings were usually tuned to the fourth, but depending on the
tune, other settings were also used [57].
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The German naturalist, physician and traveler, Engelbert Kaempfer put the
kamancha in first place among the stringed and bowed instruments because
of its beautiful tone. According to his description, the kamancha had three,
sometimes four strings, which were played by a bow from horsetail hair. The
lower part of the instrument - the iron tip at a length of half a palm, was placed
on the ground. The round body of kamancha had a diameter in the size of a
palm and was covered with a leather membrane, on which a leather “bridge”
(i.e. support) was placed.

Before the beginning of the 20™ century, a three-stringed kamancha
was mainly used in Azerbaijan. The strings were made from sheep or cattle
intestines. But according to the museum collections [3], there were also
kamanchas with four, five and even six strings in that period. There were also
instruments on whose body skin was pulled from the flat lower side. It should
be noted that in the old copies of the kamancha, the tip is almost twice longer
than the one in modern instruments [5].

The main parts of today’s kamancha are the body (chanag), which has a
spherical shape slightly pointed towards the center, the round neck (go/), the
curly head (kalla) with pegs (ashikh) and the straight metal rod (mil). The total
length of the instrument is 700-800 mm. The diameter of the open part of the
body is 100-110 mm, the diameter of the circle is 180-220 mm and the depth is
up to 175 mm. It is primarily made of walnut. On the open part of the body (uz,
parda), the skin of the chest of a large catfish or the film of the bovine heart is
pulled. An arched support (kharak) with a length of 50-60 mm and a height of
10-14 mm, made from walnut, is obliquely installed toward the strings on the
sounding board closer to the neck.

This arrangement of the support allows for making it possible to get
stronger and better sound quality in both high and low registers. The round
neck with a length of up to 450 mm and without modes tapers towards the
bottom. The neck is made of horny plates.

For attaching the neck to the body, a metal rod with a length equal to half
the total length of the kamancha is driven into the lower end of the neck, passing
through the body. A pin — a support (shish) at a length of 110-120 mm, which
slightly tapers toward the bottom and ends with a nodular thickening, is screwed
on the tip of the rod that sticks out of the body. In the upper part, the neck turns
into a slotted head in the form of a box with a shaped tip (taj). On the sides of
the head, spherical or pyramidal pegs made of walnut are inserted into holes.

The kamancha has four steel strings (sim), of which the lower third
and fourth ones are wrapped in copper and brass thread. In some cases, the
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second steel string is replaced by one made from the intestines to ensure softer
sounding. The strings rest on a support located on the sounding board and on
a bone threshold at the upper end of the neck. At one end, they are screwed on
the pegs, and at the other, they are put on the hooks of the metal support fixed
to the top of the strut in the form of hinges.

The sounds on the instrument are produced with a 550-590 mm long
bow (kaman), which is a straight or slightly concave cane (chubug) made of
dogwood with a diameter of 10 mm. By means of a belt and loose metal tubes
in the form of cartridge cases, a lock of 160-180 cauda equina is pulled on the
end.

The performer plays in a seated position and holds the instrument
vertically, placing its leg on his left knee. The lower part of the bow is slightly
pinched with the thumb and forefinger of the right hand. The tension of the
hair is adjusted by pressing the strap with the middle and ring fingers inserted
between the shaft and the lock of hair. As a rule, the bow moves on the strings
at the site corresponding to the middle of the distance between the lower end
of the neck and the support. If you move the bow on the strings near the
neck, very soft sounds are produced. The technique of moving the bow on
the strings of the kamancha is different from playing the cello in that the
performer rotates the instrument with his left hand toward the plane of the
movement of the bow.

The attempt to provide the kamancha with the sourdine failed, and
therefore, in order to mitigate the sound of the strings, they use tightly rolled
paper, fabric or rubber placed between the sounding board and the strings
below the support. The instrument is played by four fingers of the left hand.

After playing, the tip is unscrewed and placed into a case or a bag together
with the instrument.

The body (especially its upper part), neck, head and pegs are often
decorated with inlaid mother of pearl, bone, copper wire and gold thread.

The strings of the instrument are adjusted in the range of the four and
the fifth. But for solo and vocal-instrumental performances of mugams, the
second, third and fourth strings are tuned according to the modal basis of the
music played, and the first one remains unchanged.

The kamancha has e range from A in the small octave to A in the three-line
octave. The low, wheezing, matte register come out on the 4™ and 3 strings,
medium (mild, clear, velvet) — on the 2" and high (soft and silver ringing) — on
the 1%. The most heavily sounding middle register has a clear tone — it is the
most common one.
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While playing the kamancha, they normally use various combinations of
bow and finger strokes, the alternation and interrelation of which are dictated
by the content and emotional structure of the piece, and they are chosen by the
performer in accordance with his skill and artistic taste.

The kamancha is the most melodious of the Azerbaijani national musical
instruments. For its melisma, dynamics and nuances, the kamancha is not
inferior even to the perfect instrument like tar, and surpasses it in the cantilena.
It is no accident that many terms and epithets, reflecting different dynamic
nuances in the Azerbaijani folk performances, were precisely developed on
the kamancha.

The masterly performance of a performer on kamancha is particularly
evident in the instrumental solo performance of mughams (especially
“Shushtar”, “Shur” and “Bayati-Shiraz”). This is where they use all the
strokes and fingers inherent as well as the hidden two-voice polyphony and
bourdon open strings in the kamancha. The proximity of its sound to the
vocal line of the singer is especially felt in an ensemble of sazande, when the
performer on kamancha accompanies the tarist along with the singer. At times,
as a performer on the leading instrument, he undertakes the function of the
tar or begins to play the tune a bit later than the tar player. In the episodes,
the performer on kamancha often uses simulation, i.e. if the performer on tar
imitates the singer, then the performer on kamancha imitates the performer
on tar.

In this case, something like a three-sound canonical imitation comes out. It
is no accident that the kamancha is called “a companion of the tar”.

The audio library of Azerbaijan TV and Radio Programs Closed Joint
Stock Company and Azeerbaijan State Museum of Musical Culture, keep a
recording of the rhythmic mugham “Mansuriya” sung by the famous singer
Jabbar Garyagdioglu to the accompaniment of the kamancha.

Apart from the mughams, the instrumental versions of folk songs, dances
and plays occupy an important place in the repertoire of the kamancha.

From the second half of the last century, the kamancha, like the tar, became
one of the leading instruments in the orchestras of folk instruments and various
ensembles as a solo or an accompanying instrument. The kamancha is also
played in solo performances of pop music. During the performances of Habil
Aliyev, the People’s Artist of Azerbaijan, he was often accompanied by balaban
and gaval performers. It is largely thanks to this wonderful performer that the
world learned not only about the beauty of the Azerbaijani folk music, but also
the unusual opportunities of the instrument.
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The kamancha plays an important role in the development of the
Azerbaijan’s modern professional music. Based on the technical capabilities
of the instrument, the Azerbaijani composers wrote many works such as
the concerts of Ramiz Mirishli, Zakir Bagirov, Haji Khanmammadov,
Tofig Bakikhanov and Vugqar Jamalzadeh for the kamancha and symphony
orchestra, two concerts of Adviyya Rahmatova for kamancha and chamber
orchestra, “Scherzo”, “Tarantella” and “Dance Suite” of Suleyman Alasgarov
for kamancha and orchestra of folk musical instruments, “Melodic Etudes”
of Said Rustamov, “A play” of Nazim Guliyev and compositionos Vasif
Allahverdiyev for kamancha and chamber orchestra.

Noteworthy capriccio “Alwan nahyshlar” (“Colorful patterns”) of
Dadash Dadashov for kamancha and piano, “Pieces” of Sardar Farajov for
kamancha, “Pieces” of Ogtay Rajabov and Ilham Abdullayev for kamancha
and piano, “Double Concerto” of Adviyya Rahmatova for kamancha, ganun
and symphony orchestra, “Bow without Adalat” poem of Nazim Guliyev,
“Monologue” of Ramiz Zohrabov for kamancha and piano as well as “Piece”
of Elnara Dadashova rouse a great interest.

Undoubtedly, the Azerbaijani composers will write new pieces of music
for this instrument with the charming sound and delight their fans hereinafter.

A FASCINATING MUSICAL INSTRUMENT

Among the Eastern musical instruments, the oud has a very interesting
history of many centuries, which is proved by archaeological findings and
manuscripts. Thus, according to terracottas (9-10-cm fired statuettes with a
flat back and embossed face, most of which date back to the first century BC
— third century AD) of the city of Afrasiyab — Samarkand, the favorite musical
instrument of the people of the ancient Sogdiana had a great body that turned
into a short neck and ended with a head bent backwards [83], i.e. it was very
similar to the modern oud.

The prominent theorists of the early medieval music — Yahya ibn al-
Munajim (855-917) in his “Risala fil-Musiga” (“Treatise on Music”) and
Abu Nasr Muhammad al-Farabi (873-950) in his book “Kitabul al-Musiqi
al-Kabir” (“The Big Book of Music™) describe a four-stringed (triple — bem,
double — maslas, signle - masna and zir) oud at the appropriate levels (frets) of
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which a particular sound was produced. The open string was called mutlag. In
order to symbolize the frets, the names of the fingers were used (index finger
— sabbaba, long figer - vosta, ring finger — binsir and little finger — khinsir).

But it should be noted that in order to get a perfect scale, the singer and
musician Ziryab (789-857, his real name was Ali ibn Nafa), long before Farabi,
added a fifth string “hadd” (sharp), which sounded a fourth higher than the
fourth string, and to make the sound more subtle and lighter, he replaced the
wooden mediator with an eagle feather [27]. In the 8" century, Mansur Zalzal
added a new fret to the scale of the oud, which became known as vosta zalzal,
and invented a special form of the oud [78]. But in the time of Farabi and until
the 13" century, the oud was largely four-stringed, while the five-stringed oud
was not yet widespread.

According to the contemporaries, the Azerbaijani musicologist Safiaddin
Urmavi was not only an outstanding music theorist and creator of the perfect
musical notation in the form of a table, but also a consummate oud performer.
The 7™ chapter of his famous work “Kitabul-Adwar” (“The Book of Circles”)
is specifically devoted to the oud and examines the theoretical and practical
aspects of music on the example of this instrument: the nature of the sound, the
systems of the frets and scales, intervals, rhythms, songs and performing skills.
The manuscript of this treatise dated 1333-1334 (Oxford, Bodleian Library),
includes an image of the instrument with five double strings and seven frets on
a short neck [33].

In another work by the musicologist — “Risaleyi-sharafiya” (“Book of the
Nobility”) — the oud is described as one of the most advanced instruments. It
stresses the quart tuning of the strings of the instrument and the positions on
them.

The oud was one of the favorite musical instruments of the medieval
Azerbaijani poets, who often mentioned it in their works. Information about
the appearance of the oud and characteristics of the sound of its silk strings
can be obtained from the works of Gatran Tabrizi and Nizami Ganjavi. In the
poem “Khosrov and Shirin”, Nizami emphasizes the mastery of the singers
and musicians Barbad and Nakisa — the former perfectly played the oud and
the latter - the chang.

The oud is also mentioned in the poems of the other classics of the
Azerbaijani poetry like Mehsati Ganjavi, Ahvadi Maragai Assar Tabrizi, Gazi
Burhaneddin, Imadeddin Nasimi, Jahanshah Haqiqi, Shah Ismail Khatai,
Muhammad Fuzuli, Fedai Tabrizi, Rukneddin Massoud Mesihi, as well as in
the “Dastani- Ahmed Harami”.
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The instruments thatexisted inthe second halfofthe 15" -early 16™ centuries,
can be judged by the heritage of the prominent representatives of the Azerbaijani
poetry Habibi and Kishvari, who also describe the oud. It is noteworthy that in
one of Habibi’s poems, the oud is mentioned along with the other stringed
instruments — sheshtay, chang and barbat. From this, it follows that the names
“oud” and “barbat” already meant two different instruments at the end of the
15" century.

We emphasize this on the grounds that with reference to the medieval
sources, the modern scholars stress that the barbet, oud and rud are different
names for one and the same instrument. On the other hand, there is a deep-
rooted opinion in the scientific literature that the barbat is a predecessor of the
oud or one of the varieties of a lutelike instrument close to the oud [21].

Indeed, the fact that the term “barbat”, which meant “a duck’s breast”
(bar — breast and bat - duck, it was given this name because of the external
similarity between the instrument and a duck, if you look at it from the side),
1s synonymous with the word “oud” was mentioned by the outstanding Central
Asian scholar al-Kharazmi in the 10" century [32]. We read the same fact in
the dictionary “Sihah al-Fars” (“The Perfection of the Persian Language”),
compiled in 1328 by Muhammad ibn Hindushah Nakhchivani [20].

The following facts are equally important for clarifying this issue. In his
treatise on music [27] included in his encyclopedic work “Kitab al-Shafa”
(“Book of Healing”), the great Central Asian scholar and philosopher Abu Ali
ibn Sina (980-1037), uses the term “barbat” to describe the oud, although this
work was written in Arabic. Fakhraddin al-Razi (1149-1209), who also lived in
Azerbaijan, wrote about four strings of the barbat, which exactly matched the
name of the oud strings [83]. According to the theorist from Herat, al-Huseyni
(15™ century) [83], after a fifth string was added to the lute, it was called an
oud (the Arabic name for the tree, from giving a pleasant smell when burning).
It is possible that this is also due to the replacement of the leather sounding
board of the lute with a wooden one. The prominent poet Khagani Shirvani,
like in the epic “Shahnameh” of Ferdowsi (935-1020), never mentions the
oud despite of the popularity of the Arab name for the lute in his time like in
the previous century. Khagani especially mentioned the eight (four two-choir)
strings of the barbat. This suggests that in the times of Khaqani and Nizami,
three and four pair stringed barbets were the most popular.

Abdulqgadir Maragai also considered the oud as the most perfect musical
instrument and recorded that in his time, there were two varieties of the
oud: the old (gadim) oud had four, and the perfect oud (kamil) had five twin
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strings. Apparently, talking about the old oud (oudi gadim), Maraghi meant
the barbat.

The great Azerbaijani poet Muhammed Fuzuli called the oud “the treasurer
of the treasury of secrets”, and admiring its sound, asked who taught the “fiery
song” to the oud, wishing to know the reason for its “briskness toward new
tunes”. In response, the oud says:

From the earliest days when I was ready,
There was a voice placed in my soul, and it sings,
I never knew what they did to me,
Why and how they made me.
Of course, these cries of love are not from me,
You'd better ask the craftsman, he will explain my excitation [11].

Thus implying that the “groans” coming from its strings depend on people.
The poet means that a man can use a musical instrument at his discretion and
perform hilarious and sad melodies. The whole “conversation” between the
poet and the oud shows that this instrument was still one of the perfect ones.

Embroidery (Budapest Museum of Decorative Arts), made in Tabriz,
depicting the scenes of dancing and singing accompanied by the oud, chang,
kamancha, ney and def is also a noteworthy story [29].

According to the book miniatures of the Azerbaijani artists, Sultan
Muhammad (1470-1555), Mirza Ali (1510-1576) and others, the body of the oud
was pear-shaped or round. On the head bent backwards, 10-11 pegs are clearly
visible, corresponding to the number of strings, and there are also three pegs
on one side of the head. There are sound holes decorated with carved rosettes
on the sounding board. The oud, especially the neck, was richly decorated
with ornaments. While playing, it was held on the knees with its head slightly
bowed down. The instrument was probably played with a plectrum made of an
eagle feather. None of the works by artists shows the frets on the neck.

Their absence in modern ouds common in Arab countries, Turkey, Iran and
Azerbaijan, as well as the terracottas of Afrasiyab and Iranian silver vessels
dating to the 7™ -9" centuries suggests [83] that the frets on the oud indicated
in the diagrams and drawings by al-Farabi, S.Urmavi and others likely served
to illustrate the theoretical problems of music and sounds of different pitches.

It is obvious that the oud has no frets. Usually, there are no frets in stringed
instruments with a short neck. They are available on the instruments with long
necks because their absence makes it difficult to produce relevant sounds
correctly.
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Judging by the medieval poetic works and miniatures, the oud was most
often played in the palaces during the feasts. In “Risaleyi Musiqi” by the Central
Asian musicologist Dervish Ali [79, 87], which describes the musical art of the
second half of the 16™ - early 17" centuries, the oud is described as the king of
musical instruments, because due to its timbre of sounds and the volume of its
range, it was the best of all the stringed instruments of the time. It already had
six silk strings tuned in pairs (zir; masna, maslas, bam, hadd and mukhtalif), and
the range of the instrument expanded towards the lower sounds.

The german scientist and traveler Adam Oleari (1603-1671) recorded that
during the receptions in the palace of the Shamakhy khan, the musicians in
turbans and colorful striped coats, accompanied the dancers and played the
stringed instruments like zithers (it was probably ganun, or santur), and when
female dancers took the floor, they played the def, balaban, naghara and oud
[69].

The fifth section of the treatise “Adwar” (“Circles”) by an anonymous
Azerbaijani author, which characterizes the level of musical theory in the
second half of the 18th century [18], considers the tuning of instruments.

For example, it is recommended that the strings of the oud be tuned to the
following modes: the first - chahargah, the second - rast, the third -Isfahan,
the fourth - dugah, and the fifth - huseyni.

The oud which was introduced by the Arabs in Spain is now recognized as
a precursor of the European lute. In the new place, the oud underwent changes
in constructive terms. The shortnecked oud, i.e. in an original form, gained
widespread popularity in the Middle East, Caucasus and Central Asia. Today,
the oud (in two varieties - arabi and shargi) is the leading stringed instrument
among the Arabs and is also common in Turkey, Azerbaijan, Armenia, Iran,
Uzbekistan, Tajikistan and Turkmenistan. The shortnecked lute is called “pipa”
in China. According to the Chinese chronicles, the oud is a foreign instrument
and came to China from the western world.

Thus, the main parts of the oud are a convex, pear-shaped body, a short
neck and a head with pegs bent backwards. The overall length of the instrument
is 850 mm. The length of the body reaches 480-500 mm, width - 350-360 mm,
depth - 180- 200 mm, length of the neck - 195-200 mm and of the head - 215-
230 mm. The body is held together with 3 mm thick rivets of 20 pieces, the
upper ends of which are attached to the butt. On the sides, the upper rivets
are further attached to small blocks of wood on the sounding board from the
inside. A neck with a width of 35-50 mm and a height of 22-30 mm is attached
to the 70-80 mm long butt, and the head is attached to its upper end.
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On the upper side of the head, there are 6 pegs and at the bottom - 5. The
wooden sounding board with a thickness of 5 mm has 1-3 sound holes with the
carved rosettes inserted. At the bottom of the sounding board, there is a shell
and a wooden stand — a holder of strings with a length of 130 and a height of
7 mm.

All the parts of the instrument, except for the sounding board, are made of
walnut, pear and sandal wood. The flat sounding board is made of spruce or
pine.

The oud typically has five pairs of strings. In the recent period, an additional
single string is pulled on the instrument. The first and second pairs are made
from veins, and the rest from metal. As it is noted, there are no frets on the
neck. Sounds are extracted with a plectrum in the form of a stylus with a bone
tip. When playing, the oud is pressed to the chest, while the side of the body
touches the bent knee of a seated performer. The artist plays it with the four
fingers of his left hand.

Music for the instrument is composed in treble clef and sounds an octave
lower than written. The range of the oud is from E in the great octave to “F”
in the twice-accented octave. The strings are tuned in the range of second-
quarter. You can play passages, tremolo, glissando and melodic phrases with
the oud. The soft, velvety sound of the oud allows it to be used for the solo
performance of mughams and lyrical folk tunes.

In the orchestras and ensembles of folk instruments, the oud is primarily
used as an accompanying instrument. Together with the other instruments, its
sound is enhanced significantly, reaching timbre diversity. While repeating the
melodic line, due to the sharp differences in timbre from the other stringed
instruments, the oud creates a kind of harmony. This feature is clearly seen
in “Poem” and “Song Without Words No.14” by the composer Suleyman
Alasgarov for the ganun and orchestra of folk instruments, the work of
“Dervish” by Frangiz Alizadeh.

Frangiz Alizadeh wrote “Mirage” (from the series of “Silk Road”) for the
oud and chamber ensemble and Naila Mirmammedli - “Concert” for the oud
and orchestra.

The talented tar player Ahsan Dadashov (1924-1976) played a major role
in popularizing of the oud in Azerbaijan. The audience still remembers him
playing the “Shur” mugham and the song “Garaxal yar” (“My beloved with
a black mole) on the oud. Nowadays, the performances by Yasaf Eyvazov,
Mirjavad Jafarov and Asgar Alakbarov, make a lasting impression.
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THE AZERBAIJANI GANUN

The Azerbaijani musical instrument ganun is associated with the ancient
Egyptian harp, unlike which its many strings were placed on the wooden body
in a horizontal position.

The ganun is an instrument akin to the gusli, dulcimer, and zither which are
common in the European countries. Because of the similar name, it is assumed
that the ganun was formed from the ancient canon, i.e., the monochord, the
only string of which was already supplemented with additional strings in
antiquity [79]. It is no accident that the Tajik musicologist, singer and chang
performer, Dervish Ali (second half of the 16" - first half of the 17" century)
considered it as the legacy of the Hellenic world [79]. As evidenced by the
written records, before the Christian era, it was common in the Ancient Egypt,
Anatolia and Mesopotamia. Then the ganun migrated to Iran, the Caucasus,
Central Asia, Pakistan, India and China [67, 80].

The ganun was one of the most common instruments in the medieval
Azerbaijan and was praised by many classics of the Azerbaijani literature, who
also list a number of specific properties of this instrument. For example, Nizami
Ganjavi notes the subtle harmony of the thickened and thin strings as well as
their influence on the human consciousness. In the allegorical poem “Seven
Cups”, Muhammad Fizuli compares the ganun with a “chest of secrets” that
produces a “plaintive and tender song” and advises us not to tell him anything
because he has “one hundred tongues”, referring to the existence of the multiple
strings.

In the Middle Ages, three types of the ganun differing in size, were the
most common: Turkish (small), Baghdad (medium) and Egyptian (large). The
Azerbaijani ganun was different from the Turkish and Arabic ones for its scale,
including with an octave of 17 steps [10].

The appearance of the ganun, which was widespread in the Middle Ages,
can definitely be judged by the miniatures in the manuscripts of the prominent
poets’works. Usually, they reflect the entertainment scenes in the rulers’
palaces. Among the performers who play the stringed and wind instruments
accompanied by a percussion instrument, such miniatures also depict a
musician (mostly woman) who, with her legs crossed, is holding the ganun
on her knees, and its body is very different from the modern version. When
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it is viewed from the above, the body reminds the cover of a grand piano. We
can therefore conclude that the construction of the ganun has undergone a
significant change since the 17" -18™ centuries. It is interesting to note that the
appearance of the ganun painted by the famous Russian painter and graphic
artist Prince Grigory Gagarin (1810-1893), the author of the well-known
watercolor “Shamakhy Bayaderes”, who visited Azerbaijan in 1840-1850, is
similar to its modern variety.

Currently, the ganun is a popular instrument for playing the traditional
Arabic music. At the same time, this instrument is common in Turkey, Iran,
Azerbaijan, Armenia, Uzbekistan and Turkmenistan, as well as Greece under
the name of kanonaki. By the area where it is common, the ganun surpasses
another popular stringed instrument of the Arabic world — the oud. The ganuns
used in various countries today are similar by their external forms differing
only by the number of strings.

The body of the ganun is shaped like a right-angled trapezoid, whose acute
angle is 30°. It is glued together from the wooden staves that are mostly made
of plane trees. The length of the instrument is 890-900 mm, width — 380-390
mm and height — 60 mm.

Most of the sounding board of the ganun is wooden. For the best sound,
resonator holes with carved rosettes are opened in it. The sturgeon, goat or
sheep skin is pulled on its lower part which is divided into 3-4 equal sections.

Above the leather membrane, there is a small holder (kichik kharak)
resting upon it with three or four legs, and on the oblique side — there is a large
holder (beyuk kharak). 24-25 triple veins (they have now been replaced with
a nylon thread) strings (sim) are pulled over the holders and sounding board.
Previously, the thin strings were made from silk and thick ones - from goat,
lamb and veal intestines. The total number of the strings is 72-75. In the lower
part of the body, there are seven thick (with a diameter of 0.9-1.0 mm), and in
the upper part — the 7 most thin (0.6 mm) strings. In the middle, there are 0.7-
0.8 mm thick strings. One end of the string passes through the holes drilled at
the side of the body, forming a right angle, and is fixed with knots.

The knots, in turn, are closed with a removable ruler (khatkesh) placed on
the side. The other ends of the strings are wound on the pegs (paya) located
on the oblique side, passing through the hole previously made in it. The pegs
are turned with a special key (achar) of bronze, copper or brass. Toward the
pegs, under each of the triple strings, there are two bronze hinged levers (/ing),
by which, raising or lowering the strings, they change the height of the sounds
extracted from the strings by a semitone.
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The strings are engaged by plectrums made from horn or metal plates that
are placed under the thimble (uskuk) worn on both index fingers. While playing,
the ganun is placed on the knees with the long side facing the performer.

Notes for the ganun are written in the treble and bass clef, and they sound
a tone higher than written. The range of the ganun is from G in the great octave
to C in the three-line octave. The timbre of the ganun is unusually gentle and
soft.

The diatonic scale of the instrument with a volume of 3.5 octaves is divided
into low (bem), medium (orta) and high (zil) registers. In arpeggios, chords,
and weak sounding, all fingers are involved. Due to the possibility of using the
levers to change the pitch, all flat and sharp scales can be played on the ganun.

The performing technique allows for using of arpeggios, glissandos,
passages and other techniques. You can take intervals: second, third, fourth and
fifth. Double notes, sixth, seventh, and octave intervals are obtained through
tremolo. Intervals greater than an octave and three and four-sound chords are
also possible. The technical capabilities of the instrument allow you to play
complex compositions.

After nearly the 50-year “silence” of the ganun caused by the dismissive
attitude to the instrument (and perhaps only to it) in the 1930s, thanks to
composers Suleyman Alasgarov and Said Rustamov, it was played again
before the audience attending the opening of the decade of the Azerbaijani
literature and culture in Moscow in 1959. Asya Tagiyeva played the ganun
solo at the stage of the Bolshoy Theater of the USSR.

After this, the interest in the ganun grew considerably. The ganun was
included in all the ensembles of the folk musical instruments, as well as the
various folk, chamber and pop ensembles. Attention was paid to teaching the
younger generation of musicians to play the ganun. Gulara Tagiyeva created
an amateur girl’s ensemble of ganun-players in the Palace of the Pioneers
and Schoolchildren (now the Tofiq Ismayilov Palace of Children’s and Youth
Creativity).

Then the talented ganun-player Tarana Aliyeva organized the ensemble
“Inji” of 7 performers from the graduates of the Azerbaijan National
Conservatoire. The performed not only mughams “Bayati-Shiraz”, “Mahur-
Hindi” and works of the Azerbaijani composers at a high level, but also the
works by foreign composers — Eduardo di Kapua “ O Sole Mio” (Oh My Sun),
Consuelo Velasquez “Besame Mucho” (Kiss Me Much), Zequinha de Abreu
“Tico-Tico” and others [10]. The ensemble continues to perform successfully
in our days.
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The ganun is first of all an instrument of professionals. It is included in
the orchestras and ensembles of folk musical instruments. A separate group
(at least 4 instruments) acts as a solo and accompanying instrument in the
orchestra. It makes an especially strong impression when coupled with the
stringed instruments like saz, oud and tar. Given the characteristics of the
sound, the ganun is often assigned the role of the leading instrument.

Thanks to its sonorous, bright and soft sound, the ganun is often used for
the solo performance of mugams (mostly “Bayati-Shiraz” and “Chahargah”)
and folk songs. From the pieces of the professional music, Zakir Bagirov’s
“Rhapsody” was first performed to the accompaniment of two harps and the
ganun.

Suleyman Alasgarov wrote a “Poem” for the ganun and the orchestra of
folk musical instruments and the dance tune “Shalakho” (in fact, “Sheleqoy”),
Kamal Ahmadov — “Rhapsody”, Dadash Dadashov — a “Play”, the poem
“Ithaf” (“Dedication”), “Joy Chinar” in the genre of the scherzo, “Concert”
for the ganun and symphony orchestra. Oktay Zulfugarov wrote “The Ballad”,
“Poem”, “Play” and “Lullaby”, Elnara Dadashova — “Play”, [lTham Abdullayev
— two “Plays” for the ganun and piano.

The unique sound of the ganun is particularly noticeable while performing
“Concert” written by Fikret Amirov and Elmira Nazirova for the piano and
symphony orchestra.

The lyrical and gentle sound of the ganun is conveyed very effectively
and pleasing in the works “Dream Dance” and “Spring Suite” by Haji
khanmammadov, “Concert”, “Spring melodies”, “Song Without Words”
and the rhapsody “Karabakh tunes” by Suleyman Alasgarov written for the
orchestra of folk instruments.

The septet “Dervish” and “Crossing” by Frangiz Alizadeh on Nasimi’s
words for the cello, violin and folk instruments, performed at international music
festivals, scored great success. Using the ganun in these works, the composer
sought to give them an “oriental breath”. It is pleasing that the ganun was
included by the composer in the score of the opera “Intizar” (“Expectation”).

The ganun classes are currently available at the Azerbaijan National
Conservatoire and the Music Colleges in different cities (Nakhchivan, Ganja,
Sumgayit, Lankaran, Shaki, Aghdam and Shusha) of our country. Tarana
Aliyava, the Honored Artist of the Republic, published “A school for the ganun
“. So the future of the ganun is in safe hands.
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BALABAN IS A MUSICAL INSTRUMENT
OF THE TURKISH WORLD

According to written sources, there used to be more than 20 wind musical
instruments differing from each other on construction, means of sound
extraction and sounding in the territory of Azerbaijan. According to modern
classification, they referred to lip (ney, ksul, yan-tutek, nay, musigar, kelenay,
mizmar, tutek, burbug), uvular (sumsu, sumsu-balaban, tulum, shapbir-balaban,
balaban, zourna, argan) and mouthpiece (bug, boru, gavdum, kerenay, nefir,
shakhnefir, sheypur) types of wind instruments [3, 64].

Less than half of the musical instruments mentioned above are used today,
but widely spread ones among them, are balaban, zourna, tutek, ney and tulum.
Among them, balaban is the one with the most delicate, velvet, extraordinarily
lyrical and singing sound, often it is called “yasti-balaban” because of its
flattening cane. The word “balaban” consists of two semantic syllables: “bala”
(small) and “ban” (voice), signifying the low voice that matches the timbre
of the instrument. In Nakhchivan Autonomous Republic, Ganja-Gazakh and
Karabag zones of Azerbaijan, it is famous under the names of “balaman” or
“mey”.

Balaban is one of the ancient wind instruments. Its name is mentioned in
the verses of the classics of the Azerbaijani poetry.

Balaban consists of stem, cane, regulator and cap.

The stem (govda) is a hollow cylindrical pipe with the length of 280-320
mm and the diameter of 20-22 mm made of (the manufacturing process is
called “balaban chekmek” - to draw balaban) apricot (advantageously), nuts,
pear, mulberry, cornel, cheery-plum (wild) trees as well as of unabi.

The upper end of the stem (bash, kup) is given a ball form and the lower
end (ayag) is a bit sharpened. The sound channel (perde) with the diameter of
10 mm is bored with drill. There are 8 bored holes (ses perdesi) on the face part.
The museum copies of this instrument witness that their number reached up to
6-7 in the past. On the body part, one more hole is opened corresponding to the
half of the distance between the first and the second holes of the face side,

With the purpose of improvement of the row and timbre of the instrument
sounding, sometimes additional holes are bored which is called a regulating
hole (nizam perdesi) in the lower end of the face side.
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Names of the play holes reflect the functional (bash perde — first, shah
perde — fourth, achig (open) perde — sixth, ayaq (foot) perde - eighth, arkha
(back) perde — face), scale-intonational (segah perde — second and fifth,
mahur perde, - seventh and others) and acoustic (nizam perdesi) features of
the instrument.

The upper part of the stem is put a mouthpiece — cane (gamish, gargi,
dil) which is made of cane, growing in waterless places. These canes don’t
absorb the humidity. The cane is flat from the side of the cleaned external
layer, forming the double uvula of plain form and this part is worn a regulator
in the shape of a ring. The other end of the cane is put a wooden pivot with the
diameter of 7-12 mm. A bit lower from the knot, the end is drawn and covered
with thread. It is done in order to allow the free movement of the regulator
down and not let the cane to become flat. It is covered with vegetable oil and
burnt on a coal or a candle. The length of the mouthpiece is 90-110 mm and
the width is 20-25 mm in the upper flattened portion. This end is kept between
the lips of the player during the performance.

The regulator (kherek, bogazlig, boyundurug, ulama, ekme) is made of
a willow or a vineyard branch with the length of 60 mm and the width of 10
mm. The wooden branch is cut in two parts on its longitudinal direction. After
polishing and softening in the boiled water, the bent ends of the tree are joined
with threads and worn approximately to the mid of the cane.

During the movement of it up and down around the mouthpiece, they
change the length of its vibrating part and by it they change the order of the
instrument — in the upper position it is lowered and in the lower it is increased.

For the protection of the cane from damage, after playing it is covered
with wooden cap-clip (gapag, gisgach, agizlig, kip, bend, yashmag, sikhnag,
gapanja) of willow, nut, cornel or mulberry tree. To avoid the loss, it is joined
with thread to regulator.

During the play, the balaban is kept right in front of you in a bit bent
position and the air is blown into cane of the instrument. Under the influence
of the blown air, the fragile cane plates vibrate and cause the sound. The height
of the sound is changed by means of closing and opening of playing holes by
the fingers of both hands.

The order of the instrument is regulated by means of the regulator, widening
of the sound holes and movement of the mouthpiece down or up. In order to
lessen the order of the instrument to half tone or a tone, the mouthpiece is
moved back or up to the corps of which they wear “barrel” — yedek, drawing
the length of the stem to 8-10 mm.
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Half tone is made by closing or opening the play holes to half. For example,
for receiving the sound G-sharp, it is important to open the half of the hole
which makes the sound A. For receiving the sound G-flat, it is important to
close the lower hole in half. The half closed holes on the face side of the stem
are opened or closed from side part. And back hole are opened from bottom
to up and in opposite direction, that is from top to bottom how it is closed. In
order to receive clean half tone sounds, it is important to place the middle parts
of the fingers on the holes.

The range of the balaban is from G in the small octave to C in the twice-
accented octave. The venerable musicians also attract the sounds C-sharp,
D, E-flat and E in the twice-accented octave by means of pressuring of the
muscles of the lips (dodag sikhma) and the effort of the blown air. Another
playing manner (bogaz vurma) is used for receiving of an interrupted sound.

The sound of balaban is vague and ringing in the low (bem) registry, soft
and lyrical in the medium (orta) registry and fragile and clear in the high (zi/)
registry. The balaban players are able to receive chromatic sounds by means of
regulating the blowing of air with half-closed or open holes and by changing
the level of pressing the cane with their lips in medium or in high registries.

As it is noted, the sound of the balaban is gentle, beautiful, sweet, velvety
and soft, penetrating into the human soul. Such sounding of the instrument
is provided by a double reed that vibrates as the performer blows through it.
In addition, with the circulation of air drawn into the mouth through the nose
and on the contrary, it is possible to blow air into the barrel of the instrument
continuously and thus convey the melody more fully as the performer wishes.
Such performance of the wind instruments is only characteristic with the
balaban and zourna.

In Azerbaijan, there are many followers of the well-known virtuoso
performers such as Hasan Aliyev, Ali Kerimov, Shahali Ismayilov, Mehdi
Nazarli, Hasan Bakhshalioglu, Museyib Abbasov, Alipasha Gaytaranoglu,
Shahmurad Tahirov, Hasrat Huseynov, Izzatali Zulfugarov, Bahruz Zeynalov,
Rza Mammadov, Garachi Ismayil, Jannatali Hajiyev, Agasi Agasizada,
Maharram Movsumov, Manaf Mammadov, Agasaf Seyidov, Alafsar Rahimov,
Alakbar Asgarov, Hasan Maharramov, Alijavad Javadov, Ashraf Ashrafzada,
Mubariz Atayev, etc. In recent years, the girls have also shown interest in this
instrument.

Nowadays, the most famous performance is the duets of the musicians of
gosha balaban (a pair of balabans): one of them being master, plays the main
melody and another — demkesh, zuytutan, zuychu (apprentice) accompanies
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that melody with bourdon on one and the same low sound on height. In the
accompaniment of this duet, they play songs, dances and instrumental pieces.

During the weddings, holidays and celebrations as well as in the
accompaniment of dances, this duet is joined with the musicians who play the
gaval, naghara or gosha-naghara.

The ensemble, including two balaban players and one percussion instrument
is famous among the people under the name of “balabanchilar destesi”. In the
past, the balaban player actively participated in the vocal part interval along
with the tar and kamancha or gave bourdon sounds by preferring them while
performing in the sazende ensembles. Additionally, as an applied destination
on it, they also played the shepherd melodies (“Choban bayatisi”, “Goyun
ovshari”’) and mourning melodies (“Matem avazlari” — mourning verses) with
the balaban.

Balaban is also used in ashig ensembles. In this case, they use its rare type
(jura), which is tuned for saz very often. Its mouthpiece is made of a thin reed,
which is why it emits a higher sound. In ashig ensembles, it doubles the melody
of singing or creates the background of melody with bourdon in the tonaility.
During the instrumental introductions to the singing of ashig, the balaban-
player plays the main melody and the ashiug, in his turn, accompanies him on
his saz with harmonic sounds. Sometimes, the balaban-player also dances in
parallel while accompanying the song of the ashig.

The timbre and dynamic capacities of the instrument are clearly shown in
solo singing of mugham with the duet of balaban players despite the fact that its
sound order doesn’t allow to play all its melody parts. This is why, the mugham
dastgahs are usually played by the balaban-players in a shortened form. At the
same time, taking into account the range of the instrument, different tones are
selected that are specific to mughams and its divisions. The role of the balaban
master often varies and changes in the vocal instrumental version of playing of
mugham. In some cases, he only plays in the background as secondary sound,
in others especially, during a big pause in vocal party, it plays an active role in
the introduction of melody or in switching to the playing of mugham parts in
a suitable moment.

The balaban has great technical and artistic expressive features. Therefore,
as the most versatile wind instrument, it is widely used in various orchestras
and ensembles.

In the orchestras of folk instruments, the balabans comprise two groups, which
in turn, are divided into two parts. All kinds of balabans are used - small (piccolo),
ordinary, tenor and bass (bem), which differ from each other with registers.
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The balaban is assigned with melodic phrases in solo playing and used for
playing harmonic accords and burdon sounds as an accompanying instrument
in the orchestra of folk instruments.

The solo performances of the symphonic works of the Azerbaijani
composers make a vivid impression on the listeners: “The Second Fantasy”
by Uzeyir Hajibeyli, the suite “In the Fields of Azerbaijan” by Muslim
Magomayev, “Sinfonietta” by Haji Khanmammadov, “The Dance Suite” by
Khalil Jafarov and the poem “In Memory of the Unknown Soldier” by Ogtay
Zulfigarov. These pieces skillfully use the balabans in high and low registers,
providing pleasant nuances of timbre for the symphony orchestra.

In performances of the balaban, all kinds of the genres of the Azerbaijani
music are heard — mugham (especially “Shushtar”) , songs (“Sari Galin”,
“Apardi Sellar Sarani” , “San galmaz oldun”, “Dilberim”) and dance tunes
(“Heyvagulu” “Gochali”, “Tarakama”). The performance of Uzeyir Hajibayli’s
romances “Sevgili Janan” and “Sensiz”, Fikret Amirov’s “Gozalim Sensen”,
Said Rustamov’s “Senindir”, Schubert’s “Serenade”, Cesar Cui “Orientale”,
Tchaikovsky’s “Autumn Song” and “The Song about Tbilisi” by Revaz
Logidze, make a great impression on the audience.

Given the musical and technical possibilities of the instrument, the
Azerbaijani composers often include it in the scores of their major works.
They have also written special music for this instrument. Among them are
“Khayala Dalarkan (Meditation) by Suleyman Alasgarov for the balaban
and orchestra of the folk instruments, the “Play” by Aydin Azimov for four
balabans, a cycle of pieces “Colors of the Motherland” by Hasan Adigozalzada
for the tar - solo, balaban and kamancha, “Mugham and dialogue” by Rufat
Ramazanov for the organ and the balaban, “Yalli” by Jalal Abbasov for 8
balabans, tutek and gosha-naghara, the suite “In the chest of my grandmother”
for chamber orchestra, children’s voices, balaban and clavecin,”Parallels” for
piano trio and balaban, fantasy “City of my imagination” by Adila Yusifova
for voice, string quartet, oboe, balaban and piano, three folk dances by Yashar
Khalilov for the quartet of balaban-players and “Play” by Nazim Guliyev for
the balaban.

In 1950s of XX century, playing of the balaban was included into the
system of the professional musical education studied in the music schools in a
methodical way. It is also taught in the National Conservatoire. It has set up a
group of the balabani-players, which includes all types of the instrument. This
group performs the complex works written by the classics of the world musical
culture.
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The famous performer Alikhan Samadov has compiled a book called
“Methodology of the balaban” and released seven albums under the name
“Balaban”. The Azerbaijani melodies performed by him are heard in the films
made in Hollywood and European countries.

The melodies sounded with balaban, brightly reflect all beauties and
wonders of our musical culture. Therefore, this musical instrument is one of
the most favorite ones in Azerbaijan.

An instrument under the same name is common in Iran [26]. The balaban
is structurally similar to the Turkish mey. Unlike the Azerbaijani balaban, the
Lezgins insert a cylindrical reed tube with a single lanced uvula into the upper
end of the barrel of the balaban (known as “bumbuti” among the Dargins,
“lalu” among the Avars and “ppelyuti” among the Laks). In Kabarda-Balkaria
(balaban or kamyl) and in Uzbekistan and Tajikistan (balaban, bulaman,
balabon), instruments of the same type are also provided with a single lanced
uvula [82]. They remind the ancestor of the balaban, which is sumsu-balaban
that existed recently in Azerbaijan. In the gamish (cane) balaban of the
Turkmens, one end of the barrel is closed and a reed mouthpiece is inserted
into the agach (wooden) balaban.

In Armenia, an instrument of the same type is called a duduk and in Georgia
— a duduki. Although it is widespread, the Georgian duduki is considered to be
borrowed from the Eastern countries and has been used since the 17" century
[88]. In Armenia, they believe that the birthplace of this instrument is ancient
Armenia [89]. The argument for this conclusion is the Latin name of the apricot
tree Prunus armeniaca (according to the conclusion of a prominent Russian
botanist and academician, P. M. Zhukovskiy, this name is incorrect), which is
used for making the barrel of the instrument.

But despite this, China is unconditionally recognized as the birthplace of
this tree in the world. We should also recall another important fact. As noted
above, in a duo of balaban-players, two people perform — the usta and the
damkesh. These words have also been used in Georgia and Armenia. If the
concept of “usta” and “damkesh” are found nowadays in everyday life and
published works of Georgia, they avoid these terms in the literature of Armenia
despite of using them in speaking and everyday life, because the same words
are not in their own language.

The instruments similar to the balaban are also common in China, Korea
and Japan. In China, guantzi (guan) is considered an instrument borrowed from
the Uighurs [90], and in Korea, huanpiri but in Japan, hichikari (hichiriki)
from the Chinese [91], i.e. the birthplace of these instruments is the Xinjiang
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Uighur Autonomous Region of China inhabited by one of the ancient peoples
of the Turkic group.

All these facts indicate the broader cultural ties between the peoples
inhabiting in the vast area from Asia Minor to the Far East. So, the above-
mentioned information proves that the Armenian duduk, which is included in the
Representative List of UNESCO, was invented in the area inhabited by Turks.

HERALDING OF THE PEOPLE’S JOY
AND VICTORIES

Among the wind instruments, the zourna is also referred to as the “gara
zourna” (translates as “black zourna”) for the strength of its sound. This is
explained by the color of its trunk which eventually turns black or the unusual
strong sound. Some researchers indicate that the instrument derives its name
from the word “sur” (joy, celebration) and “nay” (cane), i.e. an instrument
that accompanies holidays, wedding ceremonies and rites. It is not ruled out
that the name of the instrument is based on the word “zor-un”, which means a
sound produced by force.

The zourna is mentioned in the “Book of Dede Korkut”, the verses of the
medieval poets like Gazi Burhaneddin, Mustafa Zarir, Habibi, Fedai Tabrizi,
Neymatullah Kishveri, Seyid Abulgasim Nabati, Mirza Mehdi Shukuhi and
others.

It was to the tune of the zourna that the Azerbaijani people have sent their
sons to defend the motherland. In the days of peace, there are no wedding
parties, holidays, folk games, competitions, cock or ram fighting events
without the zourna. The charming sound of the zourna has accompanied the
processions of the groom’s family to the house of the bride. When the tune
“Gelin atlandi” was played, the bride got on a horse and rode to the groom’s
house, while the song “Seheri” (“Morning”) was played at the end of the
wedding parties. The sounds of the zourna could be heard during the sport
game “Zorkhana”, performances “Jidir”’, “Kendirbaz” and “Kosa ve Gelin”.
The people playing the instrument often featured at parody shows (masgara).
The instrument was also played during the harvesting and haying seasons. The
zourna was extensively used in the ritual and cult music. Together with the
gaval, it was played in the mourning rites on the “Day of Ashura”.
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The attitude to this instrument has manifested itself through various
proverbs: the sound of the zourna is pleasant at a distance; if you don't hold
your girl firmly, she will marry either a nagara or a zourna player; he who
comes with the dumbul (a type of drums) will leave with the zourna, and
sayings: to play someone after putting him/her inside the zourna (which means
putting someone to shame), if someone s zourna is left for later (it means that
the consequences of someone’s actions are still to come), fo put the zourna in
someone s hands (means to give empty promises), fo hang the zourna (means
to gossip behind someone and slander), while to play the zourna (means to
engage in senseless and empty talk [4].

Azerbaijan is known for a number of virtuoso zourna performers whose
names are passed down from one generation to another: in Karabakh Najafgulu,
Mamed, Tanriverdi, Mukhtar Maniyev, Akbar, Cherkez, Oruj, Balakishi,
Hashim, Dadash, Garash Allahverdiyev, IbrahimT Iskenderov, Faraj Kalantarli,
Keranali Rajab, Rustam, Suleyman Zumurkhach, Guloglu Beerchin, Abdulla;
in Tovuz District - Ovlar; in Ganja, Tuttek Beylar; in Lachin - Bayramali; in
Basarkechar, Majid Shikhaliyev; in the Guba-Khachmaz area, Garachi Aga,
Gulbaba, Usta Alovsat; in Shirvan, Mansir Rustamov. Their skill of performance
has been continued by Habibillah Jafarov, Alafsar Rahimov (Sheki), Heydar
Agayev, Abbas Ismayilov, Akbar Hasanov (Tovuz), Mahammad Abbasov
(Barda), Mahammad Mahammadov (Shamkir), Amrah Ojagov (Shabran) ,
Abish Abishov (Khachmaz), Ibad Ibrahimov (Ujar), Alish Muradov (Agdam),
Agali Aliyev (Ganja), Abdulla Gasimov (Gazakh) and others.

It is noteworthy that when two US spacecraft Voyager were sent into space
in 1977 in an effort to ascertain the existence of other civilizations, there was
the record of the Azerbaijani folk melody performed on the zourna along with
the compositions by Bach, Motsart, Beethoven, jazz composition of Louis
Armstrong, Chuck Berry, etc.

Zourna is one of a handful musical instruments that can truly excite the
audience. This is primarily due to the structural features of the instrument.

The zourna consists of a body, a plug, a pin, a stick, a socket and a cap.

The body (kotyuk, karkhana) is made from (the masters who make zourna
called the process of making “zourna chekir’) conical shape of apricot, walnut,
pear, alycha, cornel, boxwood trees, as well as from the unabi. But the advantage
is given to an apricot tree, because it retains moisture for a long time.

The tree with the diameter of 250-300 mm and the length of 370-400 mm
is divided into four parts. After air drying, which lasts more than a month, the
inner part of (except the middle part and the edge of the tree: the first cracks
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and the second bends) the chopped wood, is used to make the body of the
instrument by the length of 300-350 mm. First, the outer side of the tree is
unevenly rasped: the top of the body is 20 mm and the lower part is 60-70
mm in diameter. Then, the internal sound channel is opened by drilling, its
diameter at the top is 13 mm, and gradually it becomes wider.

On the front side of the body from the upper end, 8 (7 playing and one
tuning - elave, nizamlayijy, sheytan) holes of 20-25 mm, are drilled with the
diameter of 6-8-10 mm. The distance between the first seven holes is 24-27
mm and between the seventh and eighth holes, is 46-50 mm. The last hole is
sometimes located at the side of the barrel and during the performance, it is
always open. This hole is drilled in order to accurately extract the note “D”. In
its absence, a cone should be wider. On the back side of the body, another hole
is drilled between the first and second holes. Then all the holes are cauterized.

The body of the instrument below the sixth hole (part — ayag), or ring
called “kamar”, expands and forms a funnel of conical shape with a diameter
0f 90-100 mm.

The body is sometimes decorated with the ornaments burned out and the
incrustation of various parts from an azure, enamel, silver and other decorative
details of metal.

Zourna is a wide mensura instrument and therefore, it is difficult to adjust
it with the lips and fingers.

To facilitate this process, the upper end of the body (bash, ser, kelle) is
inserted the sleeve (masha, beche, jalag) resembling a fork with the length of
120 mm, which can close the upper three holes by rotation. It is made of dry
willow, walnut, hazel and wild alycha trees. The length of the head portion of
the sleeve is in the size of 15-20-30 mm. The sleeve also serves to amplify the
sound.

The pin (mil, milche) with the length of 50-60 mm is made of brass, silver,
bronze or copper sheet. The tin is cut in the form of a truncated cone and is
twisted in a circle extending slightly downward, where it reaches a diameter of
7 mm. The connection is secured with silver tin or tin soldering. The lower end
of the pin is wound with the thread and inserted into the sleeve.

A small double stick (dil, gamish) made of reeds growing in a dry place,
is attached to the upper end of the pin with the thread. From inside, the reed
with the length of 20 mm is cut, cleared of scale and debarked. One end of the
reed is flattened at the heat of a mouth and the other end is compressed with a
thread on the pin and fixed to the rod. Not to open the tab sticks, slightly sear
it. The spare sticks are attached to the instrument with chain.
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Socket (tagalag, dayag, sini) has a slightly oval or circular form with the
diameter of 30-40 mm. The thickness of the socket is 1-2 mm. The material
available for it is the mother of pearl, bone, brass, plastic, aluminum and wood.
It abuts a rounded shape which is soldered around the middle part of the pin.
The socket supports the lips, wereby all the air passes through the barrel, and
prevents the palate from injury because of floating of the petals of stick in his
mouth.

The cap (agyzlyg, gapancha, sikhnag, kip, putgal, gysgaj) that protects
the cane against damage, is made of a willow, a walnut tree and the vine. The
socket and cap are attached to the pin with a thin chain (bronze, silver) or
thread for not letting them disappear.

As it is seen, the high-pitched sound of the zourna is explained by the
small diameter of the instrument and the presence of a pin and wide mensuration.

While playing, the performer holds the zourna in front of himself,
slightly tilting it downwards. The lips of the player touch the socket and the
air passing through the stick, the pin (held in the mouth in upright position)
and the plug, enters the trunk. The method of sound production is applied
(the air 1s inhaled through the nose and exhaled through the mouth) to the
zourna, enabling a long sustained and uninterrupted sound. Typically, while
playing short melodic phrases, the performer breathes through the mouth,
and when playing long compositions through the nose. The air passes
through the lungs and the mouth cavity which play the role of a “reservoir”
and gradually enters the sound channel of the instrument. Thanks to
this breathing technique, the zourna is capable of producing long melodic
lines.

By closing and opening the slot openings with the fingers of the left and
right hands, the performer makes sounds in different heights.

The zourna compasses ranges from B-flat in the small octave to C of the-
thrice accented octave. But it can also produce C-sharp, D, E-flat, E, F, F-sharp,
G of the-thrice-accented octave. The most skilled performers can produce C
of the four-line octave. These sounds are known among musicians as “sefi/
sesler”. The 1* upper and lower holes are covered and a strong stream of air is
blown into the body for producing them.

According to the senior Azerbaijani musicians, there were zournas with
different trunk lengths in the past. Depending on this, they were called bash
tavar (length of the trunk is 350-370 mm), orta tavar (300 mm, used today),
Jjure (250 mm), orta jure (200 mm) and ayag jure (150 mm). The first sounded
a semitone lower and the third a half step above the orta tavar zourna.
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The well-known wind instrumentsartist Alijavad Javadov has designed two
types of the zourna: zi/ and bem zournas. Due to the strong sound produced
by the instrument, professional musicians prefer to play the zourna outdoors.

The instrument is played as a part of the zourna ensamble, which includes
the usta-master (who plays the melody) and the demkesh (who accompanies
the master with unchangeable bourdon sounds). This is where the concepts of
gosha zourna and zu(y) tutmag come from. This duo is accompanied by the
percussion instrument naghara. In Shaki zone, the zourna duo is supplemented
by two membrane instruments — the ana kos (large naghara) and the bala kos
(small naghara).

Particularly, the popular ones are the zourna ensamble “Jangi” from Salyan
(led by Manaf Mamedov) and “Chirag Gala” from Shabran (led by Nuraga
Rahmanov). “Jangi” has seven zournas, a balaban and four nagharas.

In 1959, a zourna ensamble consisting of seven performers took part in
a ten-day period of the Azerbaijani literature and art in Moscow. In 1962, a
combined ensamble was organized under the leadership of Alafsar Rahimov.
It included five masters, five demkeshes (two playing the zourna and three
playing the balaban) and three naghara performers.

The zourna plays dance melodies, heroic tunes mainly associated with the
name of the national hero Koroghlu, as well as marches and instrumental plays
that are part of the traditional repertoire of the instrument.

The suites “Chaharzen Destgahi” from the repertoire of the zourna master Ali
Karimov (1874-1962) are unique works. They includes the dance tunes such as
Garabagi, Yumma Garabagi, Shahperde Garabagi, Bayati Garabagi, Qahramani,
Mirzai, Bayazi [44], and “Destgah Koroghlu” performed by Habibullah Jafarov
(1896-1987) and its following components: 1) Agir Koroghlu, 2) Sheki yallisi,
3) Koroghlunun Sheki seferi, 4) Jangi Koroghlu, 5) Koroghlu gaytarmasi,
6) Uchbarmag, 7) Deli Koroghlu [24].

Zourna is a part of the orchestra of folk instruments as a solo instrument.

It is also used in a symphony orchestra. Uzeyir Hajibeyli has extensively
used the zourna in his classical opera “Koroghlu”. The instrument usually
supports the heroic and dance scenes.

Javanshir Guliyev wrote a play for the zourna and symphony orchestra
for the first time and Kamal Ahmedov composed “Jangi” for the zourna and
orchestra of folk instruments. Elnara Dadashova wrote the composition —
quintet “Diptych” for the zourna, balaban, ney, tutek and piano.

The orchestra of folk instruments highlights the technical and artistic
proeprties of the zourna through such works as “Jangi” by Uzeir Hajibeyli,
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“Gahramani” by Said Rustamov, “Jangi” by Adil Geray and “Jangi” by
Suleyman Alasgarov.

Although the exact origin of the zourna has not been precisely established,
it is known where it has been used. The area mainly covers the Turkic world,
with individual development centers of the zourna such as Anatolian, South
Turkic (covering Arab countries in the times of the Mamluk dynasty which
descended from the Turks and peoples of the Caucasus), North Turkic
(including Kazan, Chuvash and Balkan centers), Azerbaijani, Uzbek, Kazakh-
Kyrgyz and Eastern Turkestan (Moghol and Kalmyk centers). The zourna was
borrowed by neighboring peoples from there. If there were various types of
the zourna, including gaba, jura, asafi, sikhabi, arabi, ajami, bakhtiyari (which
differed from each other mainly by the length of their trunks) in the western
Turkic world, there were only large-size zournas (up to 400-450 mm) in the
eastern Turkic world.

Nowadays, the zourna is also known under the same name in Turkey, Iran,
Georgia, Adzharia, Dagestan, Chechnya and Ingushetia, Greece, Macedonia
and Arab countries besides Azerbaijan. In Dagestan, it is also called as zournay
(by Kumiks), zournau (by Laks), zinrav (by Dargins), surmay (by Kubachins),
nakyre or nakira in Kabardino-Balkaria [82]. The instruments resembling the
zourna are popular in Afghanistan,

Uzbekistan, Tajikistan and Kara-Kalpak, where there are called surna. In
Egypt, they are known as zamir and in Algeria as zorna and gaita. The Uigur
call it sunay or sona, the Kalmyks refer to it as bichkur and Buryats know it
as bishkur.

As it is seen, in large area, the analogous musical instruments have the
same and similar names in most cases.

THE AZERBAIJANI GARMON

The history of the origin of keyboard and pneumatic musical instrument
— garmon is connected with the eastern world. Since the ancient times, its
prototypes such as the Chinese shen (sheng), Afghani, Pakistani and Indian
harmon or argan, Azerbaijani dzhibchig was known [56,58]. They got sounds
with the help of air or by bellow into the body, where the strap slips with free
reeds were located. The principle of getting the sound in this way became
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known in Europe because of the trade relations and was used by the masters of
the musical instruments [59].

In 1821, the German master Christian Friedrich Buschmann made a lip
harmonica and then single-row hand harmonicas with a bellow [58]. Later,
in 1830, in Russian province Tula, they made a harmonic (concertina) with
7 keys on the right side and two bass valves on the left side, allowing playing
primitive songs. It was made on the pattern of the primitive single-row German
harmonics, which was for sale at the Nizhny Novgorod Fair, by Ivan Sizov,
the gunsmith from Tula. In what follows, by the rule of thumb methods, they
began to make harmonics with 8-10 and more keys and 2-4 bass buttons. In
the early 40s, some home workshops turned nto a factory for the production
of harmonics in Tula. A kind of two-row key of chromatic harmonics was
created by L.A. Chulkov, a master from Tula by the design proposed by N.I.
Beloborodov in 1878 [58].

The works on improvement of the instrument was performed in different
provinces of Russia. The harmonics was significantly changed in construction.
They differed by systems, range of sound, number of voices and registers, the
presence or absence of the possibility of switching ready accords. Harmonics
got the name of the place where they were created. For example, Tula,
Vyatka, Bologoevsk, Saratov, Kasimovsk, Eletsk and others. Both types of
the instrument as diatonic and chromatic, due to portability, strong and bright
sound, possibilities of performance, simplicity of mastering the techniques
of the play, as well as their mass production in Tula and Vyatka, found very
quickly their way among the other peoples of Russia (Tatars, Bashkir, Chuvash,
Mari, Mordvinians), northern and southern parts of the Caucasus (Kabardians,
Lezghins, Chechens, Adygeys, Ingush, Georgians, Ossetians, Ajarians et ct.)
as the authentic folk instruments.

Since the second half of XIX century, harmonics began to appear in
Azerbaijan. As noted in “Ozan Garaveli” by Aghahuseyn Daghli, a great
expert of folk rites and music, due to the trade route, that was laid through the
Caspian Sea and the Volga, the sailors brought the first samples of harmonics
to Azerbaijan. We could hear its sounds before construction of the railway
in Azerbaijan (until 1880) [25]. It is an interesting fact that they were first
sold as a toy by the traders engaged in the trade of trunks in the caravanserai
and markets. The instruments with diatonic sound row, had 7, 12, 14, 16 and
18 white keys. One of these instruments with 16 keys of round shape, was
constructed by Akim Trofimov Vorontsov from Tula and is demonstrated in
the National Museum of History of Azerbaijan. Meshadi Mansur (1833-1909),
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the grandfather of the famous artist Bahram Mansurov, played an instrument
with 7 keys.

The talented tarist Shirin Akhundov (1878-1927) played the same
instrument at the age of seven years. Then the chromatic harmonics appeared.
But the preference was usually given to its variety of Kazan harmonic. One of the
first persons who played this instrument was Chekmechi Huseyn, a shoemaker
from Shusha city who was the father of the famous harmonic-player Kerbalai
Latif (1876-1944) [73]. Then, women also began to play that instrument in
the girls’ weddings in the rhythmic accompaniment of percussion instrument
called gaval (tambourine). However, at the end of XIX century, Seid Hasan
admirably played the harmonic and also preparied young musicians in the old
Baku (Icheri Sheher) [20].

At the first half of XX century, Ahad Aliyev (1893-1942) who became blind
in his childhood and became known as the Kor (Blind) Ahad among the people,
gained great popularity. The people began to call him “Usta” (“A Master”), or
“Qarmonchu Ahad” (qarmon-player Ahad) due to his extraordinary talent (he
played the saz, tar, tutek and piano very well). At the end of the 20s, the harmonic
of Saratov sample was improved by the Bakuvian master Arkhip Karpushkin
according to Ahad Aliyev’s advice and recommendations. Then with the lapse
of time, the instrument became known as “Azerbaijani garmon” because its
scale and tone quality are different from “Tula”, “Saratov” or “Kazan” variety.
It is also worth to mention that the harmonics used by women are also known
as “nai” in Shirvan area and it is known as “mizgan” in Karabakh area.

The body in the shape of a quadrangular box, a bellow, vocal parts and a key
mechanism are the elements of the Azerbaijani garmon. The size of the body is
360x268x195 mm. It consists from right and left wooden frames, and the other
parts of the instrument are fixed on it. The bellow (koynek) which connects the
frames plays the role of air reservoir and provides the air supply in variable
volumes. It is made from corrugated cardboard pasted from both sides with a
thin and strong cloth. The ends of the bellow are glued to the frames of body.

The plank of fingerboard is fixed to the right side of the body where
keyboard with 18 white and 12 black keys are located. In contrast to the Russian
concertina, the Azerbaijani garmon does not have “composing” chords for the
left hand. The buttons arranged into two rows (18 white and 12 black keys) on
the body are used instead of them. By pressing the buttons, they get the unison
sounds or chords in 2-3 diapasons.

The sound extracted by stretching and compressing of bellow with the
left hand, is formed as a result of the vibrations of the slipping elastic tongues
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(plates) of different length and thickness with an extended base and narrow
vibrating part, fixed on both sides of the metal plates. The number of planks
in the modern garmons is 5. They are fixed in a certain order to the wooden
resonators with openings for the passage of an air in the walls, covered up by
finger-buttons. The finger — buttons are connected by levers with keys on the
fingerboard. 6 tongues are used for sounding of each white key, two tongues
for sounding of high range and four for sounding of low range sounds. There
are also 3 black keys (one is used for sounding of high range and two for
sounding of low range sounds).

Vibration of the tongues is carried out for the difference in the air pressure
created with both sides of the tongue in stretching or compression of bellow.
During the opening and closing of the bellows, as well as pressing of the
key, the compressed air passes through the appropriate sound plate and the
tongue vibrates in its opening aperture. Depending on the size of the vibrating
plates, sounds in different ranges are extracted. During the play, fingers of the
right hand - the index, middle, ring and little finger are playing the melody
(when it is of gamma, arpeggios, chords, the thumb is used). The third or
fourth fingers of the left hand are holding the pedal point on the corresponding
mode.

The diapason of the garmon covers the sounds of C in the small octave to
the F in the twice-accented octave. The overall operation of the instrument has
semitone below sounds in comparison with the piano.

The musician is sitting on the chair and holding the right part of the body
on the knee of the right leg, the left hand is under the short belt and long belt
is put on the right shoulder. Stretching or compression of the bellow is carried
out by the movement of the left hand. We can also play this instrument in a
standing position. At this moment, stretching or compression of the bellow is
carried out with the help of the belt put on the left shoulder.

Because of the unique and beautiful sound, timbre, broad technical
capabilities, as well as transportability, the garmon found its use in the everyday
life of the Azerbaijani people very quickly. It is not by chance that because
of the popularity, artistic and technical possibilities of the instrument, Uzeir
Hajibayli, the founder of the Azerbaijani professional music included the
garmon in the musical orchestra of folk instruments established by him, where
this instrument, as well as the tar and saz sounded half-tone lower than written.
Ahad Aliyev was invited to play the melody of the dance called “Terekeme”
with the garmon in the final wedding scene in the opeetta “Arshin Mal Alan”
by Uzeyir Hajibayli.
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It is worth to tell that when writing dance melodies to the eopera “Shah
Ismail” by Muslim Magomayev, the opera “Shahsenem” by Reinhold Gliere,
and also the ballet “Maiden Tower” (Giz Galasy) by Afrasiab Badalbayli, the
composers referred to the garmon players Kerbalai Latif and Ahad Aliyev [71].

The creation of the garmon ensemble, which included membrane
instruments — two gaval, naghara and gosha-naghara by Teyyub Damirov in
1938, is noteworthy.

All the peculiarities of the Azerbaijani music are best delivered by the
advanced garmon instrument, which differs from the same types played by
their predecessors, on the basis of the recommendations of the famous garmon-
players Ahad Aliyev, Teyyub Damirov and Mammadagha Agaev. Its sound
system matches 17 step tone row of the Azerbaijani music.

The garmon is a solo and ensemble instrument. Previously, it was
accompanied by such percussion instruments as gaval or naghara, or clarinet,
naghara and such wind instrument as balaban. The instrumental groups were
organized, where besides the garmon, clarinet, balaban, guitar, gosha-naghara
and forteriano were used. But ensembles where musicians played the garmon,
clarinet and naghara, were more popular and we can listen to them in our
days.

The garmon sounds are very good in solo performance of the dance melodies
(“Mirzeyi”, “Terekeme”, “Innabi”, “Turaji”, “Geshengi”, “Azerbaijani”,
“Enzeli” and others), in the songs (“Yadima dushdu” “Sevgilim”, “Seven
Konul”, “Qurban adina”, “Yeri dam usta, yeri”, “Mugana jeyran” and others)
and in instrumental mughams (especially in “Bayati-Gajar”, “Zabul- Segah”,
“Chahargyah”, “Humayun”).

Suleyman Alaskarov composed “Lyric piece” and “Scherzo” especially
for the garmon, Tofig Bakikhanov composed “Song Without Words” and
“Perpetual Motion” for the garmon and piano, Aygun Samadzada composed
“Dagli dance”. Zakir Mirzoev, the garmon-player, composed “Mugham and
dance” for the garmon.

Ifwe look over the chronology of the popular garmon-players in Azerbaijan,
the end of XIX and beginning of XX centuries can be linked with the names
of Isi bay, Abish Bey, Kerbalai Latif, Meshadi Ali, Khadija Musakhanova,
Abutalib Yusifov and Alakbar Nazarli. In 20-30 years of the last century,
Tayyub Damirov, Yusif Yusifov, Fatma Safarova, Kamrabeyim Huseynova,
and others musicians were also popular along with Akhad Aliyev [70].

50-80 years of the last century can be considered as the period of prosperity
of the art of playing the garmon in Azerbaijan. Mammadagha Aghayev,
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Abbas Abbasov, Gizkhanim Dadashova, Kubra Abilova, Hajibala Dadashov,
Safarali Vazirov, Abutalib Sadigov, Teyyub Teyyub ogli, Badal Badalov, Sattar
Huseynov, Firuz Eyvazov, Adil Huseynov, Vagif Sikhiyev, Turra Huseynova
and Hamid Akhverdiyev were distinguished for their skills.

The increased number of the talented singers and garmon players grew
up in the regional centers of the Republic: Isfandiyar Joshgun, Matlab
Abdullayev (Ganja), Rza Shikhlarov, Aflatun Aghayev, Sadiq Sadigov, Aslan
Ilyasov (Salyan), Mahmoud Halaoghlu (Lankaran), Ali Guliyev, Yusif Yusifov,
Yelmar Zeynalov (Aghdam), Beylar Ahmedov (Fizuli), Mehdi Velikhanov
(Sabirabad), Isa Safarov (Irevan) and many others.

Nowadays, such musicians as Aftandil Israfilov, Zakir Mirzayev, Govhar
Rzayeva, Kamil Vazirov, Anvar Sadigov, Gulbahar Shukurlu, Gulbahar
Mammadzada and others, made a significant contribution to the popularization
of the popular instrument among the mass. Rahman Asadullakhi, the native of
the South Azerbaijan, is also a very popular musician.

In Azerbaijan, the garmon has been considered as a borrowed instrument
from Europe for a long time. Therefore, despite of the popularity of various
musicians, they were ignored by the state structures. But then, justice has been
done. Aftandil Israfilov, Kamil Vezirov and Anvar Sadikhov were awarded
with the title of the People’s Artist of the Republic but Zakir Mirzoev, Govhar
Rzayeva, Etibar Gasimbayli and Sarhan Abiyev with the title of the Honored
Artists. The famous conductor and composer, the maestro Niyazi called Zakir
Mirzayev “Paganini of the garmon” due to the virtuosity of his playing.

And today, playing the garmon is very popular as before. Entrancing,
charming and vibrant sound of the garmon can be heard in the entertainment
events, weddings, festivals, during the performance of art and amateur groups,
instrumental and vocal and instrumental ensembles, in all the ensembles
working with the Azerbaijani folk musical instruments. They are often part
of the ashig ensembles of Shirvan, Tovuz-Shamkir-Gazakh-Gadabay and
Borchali areas.

Garmon is the leading musical instrument in the State Song and Dance
Ensemble named after Fikret Amirov.

The works of the professional composers are played in the players of the
garmon very often. Zakir Mirzayev brilliantly played “The first concert”,
“Segahsayagi” and “Rondo” for the three-part symphony orchestra of Tofiq
Bakikhanov and he played the pieces of Wolfgang Mozart and Uzeyir Hajibayli
at the concert dedicated to the opening of Uzeyir Hajibayli’s monument in
Vienna.
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It should be mentioned that most of the well known garmon-players are the
authors of numerous dance melodies. For example, “Nazila” melody composed
by Aftandil Israfilov, which is successfully used in the film “Birthday”. The
garmon players Kubra Abilova starred in such a film as “Oddball” and Huseyn
Hasanov in the films like “Before the door closed”, “Men’s word”, “Wedding
ring” and “Ringleader”.

The performance of Anvar Sadikhov who first used jazz elements in
his garmon performance of the Azerbaijani melodies, gives the brightest
impression.

The existence of the special classes on the performance of the garmon in
the musical schools and colleges as well as teaching of “Garmon” specialty at
the Azerbaijan University of Culture and Art, tell us about the popularity of
this instrument.

Some tutorials were published. For example, “School for garmon” (the
authors Natig Rasulov, Sona Irzaguliyeva, Kheyrulla Dadashov, Jeyhun
Gamarlinski, Ali Bayramov and Zakir Mirzayev), study guides for the musician
specialty in the field of “Garmon” (Farahim Sadigov and Ogtay Rajabov),
“10 rhythmic mughams” (Abdul Hashimov), “Mughams played with the
garmon” (Farahim Sadigov) and programs for the qarmon classes in music
schools (Sona Irzaguliyeva, Khagani Samedov, Heyrulla Dadashov and Rauf
Ismayilov) were published.

And 10 dance melodies performed by Mammadagha Agayev and in
musical adaptation of the composer Tofig Guliyev, “Pieces for the garmon and
piano (Natig Rasulov, two collections) and “Azerbaijani folk dances” (Zaur
Mustafayev) were set to music.

There is a special school of the garmon players in Azerbaijan. Badal
Badalov, Heyrulla Dadashov, Alovsat Piriyev, Bakhshali Aliyev, Ahsan
Rahmanli, Zakir Mirzayev and other educators-garmon players, played a
major role in its formation.

The works on improving of the instrument are still underway. Huseyn
Hasanov created a garmon which allows for extracting of the quarter tones. By
the advice of Anwar Sadikhov, three octave garmon in the “C” key was created
by the master Zahir Dadashov. Zakir Mirzayev patented the garmon with the
left-handed keyboard.

Apparently, the garmon has strongly and organically taken root in the
Azerbaijani musical culture and by already being improved for over one
hundred years, ranks high in it.
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SHEPHERD’S PIPE SOUNDS IN ORCHESTRAS
AND ANSAMBLES

The ney and tutek — the wind musical instruments that represent the eastern
form of the flute and pipe, have long been widespread in Azerbaijan. The first
examples of simple flutes and pipes without sound openings were discovered
by the archaeologists in the Paleolithic monuments [34]. The multibarrelled
and transversal flutes and pipes, according to researchers, appeared relatively
late — in the early and late neolithic period.

Instruments of the same type as the ney are common in many parts of the
world under different names. For example, in Ukraine, a similar instrument
is called floyara, in Moldova — fluyer and kaval, in Abkhazia - acharpyn, in
Ajaria — choban-salamuri, in Ossetia - uadynz, in Adygea - kamyl, in Kabarda-
Balkaria - bzhami, in Karachay-Cherkessia — sibizga and kamyl, in Georgia
— ueno-salamuri, avili, kavili, nay or nestvi, in Armenia - sring, in Dagestan —
ksyul (Lezgins), shyatakhi (Dargins), zybyzgy (Kumyks), in Chechnya - dutra,
in Bashkortostan - kuray in Kazakhstan - sybyzgy , in Turkmenistan — kargy-
tyuidyuk, in Kyrgyzstan - sarbasnay [83], in the Arab world - ney, in Greece —
tzamara, etc. Numerous varieties of the ney differing in the length of the barrel
are known in Egypt, Iran and Turkey. For example, in Turkey, depending on the
mughams performed, 13 types of the ney are used: bolaheng nisfiye, bolaheng-
sipurde mabeyni, sipurde, mustahsen, yildiz, kiz, kiz-mansur mabeyni, mansur,
mansur-shah mabeyni, shah, davud, davud-bolaheng mabeyni and bolaheng
[69].

The names of the ney and other wind instruments are common in the
works of the prominent Azerbaijani poets of the Middle Ages. For example,
Nizami Ganjavi’s poem “Iskandar-nameh” tells a story about the birth of the
ney. According to Imadeddin Nasimi, the ney sounds good with the percussion
instrument — the def. Muhammad Fizuli’s poem “Haft Jam” (“Seven Cups”)
presents an allegorical conversation between the poet and the ney. The poet
asks about the reason for grief in the sound of the ney and receives the answer:
first, when the ney was a cane, it did not know grief — it grew up on land, fed
on water, warmed itself with the sun, swayed in the wind and got along with
fire, but then they turned their back on it and its heart could not bear these
troubles.
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In Azerbaijan, several varieties of the ney were widespread in different
historical periods. Thus, the scientist and musicologist Abdulgadir Maragai,
reports about two contemporary types of the ney - white and black which were
used in his time [57].

An image of the ney can be found in the medieval miniatures of the
Azerbaijani artists Sultan Muhammad, Mirza Ali Tabrizi, Mir Seyid Ali and
others. In these works, the ney is portrayed in the shape of a long tube with
a small diameter. The length of the instrument reached 700-800 mm. Both
shepherds and professional musicians played the ney.

Vintage neys are exhibited in the museums of Azerbaijan. The reed stem of
the ney kept in the Azerbaijan State Museum of Fine Arts named after Rustam
Mustafayev, is decorated with engraved ornaments and wrapped in leather in
six places. The length of the instrument is 453 mm, the outer diameter of the
trunk in the blowing place is 21 mm, the internal diameter - 16 mm, and at the
other end - 16 and 13 mm, respectively, i.e. the barrel narrows down. At the
bottom of the barrel, there are five playing openings drilled, and on the back,
above the face - one. The blowing place is slightly pointed [3]

The ney of the well-known performer of wind instruments Hasrat Huseynov
which is made of copper with a length of 495 mm and a diameter of 16 mm, is
included in the collection of the Azerbaijani folk music office at Baku Music
Academy named after Uzeyir Hajibeyli. The thickness of the wall of the trunk
is 1.1 mm. The number of the front playing openings is 7. One rear opening is
located closer to the blowing place.

The modern ney, as before, represents a straight cylindrical hollow
tube with a length of 345-600 mm and a diameter of 20 mm. It is mainly
made of cane, apricot wood or copper. For better sound, the upper end of the
instrument is slightly pointed. 5-7 playing openings are usually drilled on the
lower front side of the trunk and one - on the back closer to the head of the
instrument.

While playing, the instrument is held with its end downward and the head
closer to the left corner of the mouth. The stream of the air is directed towards
the sharp edge of the trunk.

It should be noted that with all the simplicity of its structure, the ney is
quite a complex instrument for its methods of extracting the sound [61].

The notes of the ney are written in G clef and its range is from A in
the small octave to F-sharp in the twice-accented octave but the professional
players can extract the sounds from a higher octave by blowing hard and
pressing the lips.
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By partially covering the holes with your fingers, you get chromatic
sounds. In the lower register, the tone of the ney is soft, tender, velvety and
slightly muffled, and in the top - strong and light.

The ney is mainly a solo instrument and is common mostly among the
shepherds. They use the ney to play simple, melodically restricted instrumental
pieces, as well as special tunes and melodies of lyrical content, so-called
“Choban Bayati” and dance tunes. While playing, the performer himself often
produces lower sounds, reaching two-voice polyphony, and at times its deep
voice has a certain melodic pattern.

The ney is also used in the orchestras and ensembles of folk instruments.
In the practice of the Azerbaijani symphonic music, the ney was first included
in the score of Agshin Alizadeh’s “Fifth Symphony”. This instrument was
heard in famous concert halls of the world and used to perform the works of
“Dervish” and “Crossing” by Frangiz Alizadeh. Hasan Adigezalzade wrote
two “Fantasy” for the ney and symphony orchestra and Ilyas Mirzayev wrote
“Concerto” and “Mystic Symphony.” Today, [lham Najafov is known as an
acclaimed master of the ney/nay.

The tutek is known in Russia as sopel, in Georgia — salamuri, in Ajaria
— kavali, in Armenia — tutak, tutuk and shvi, in Dagestan — kshul (Lezgins),
shuvshuv (Kumyks), shetakhi (Dargins), shutukhi (Laks), shvultram
(Tabasarans), in Tajikistan — nay chuponi or tutak, in Ukraine — sopilka, in
Belarus — dudka, in Estonia — vilepilli, in Latvia — stabule and in Lithuania —
lumzdyalis. [82]

The Caucasian varieties of the tutek have 5-8 playing openings, one of
which is located on the back side.

Based on archaeological finds, the Azerbaijani tutek has a very ancient
history [23]. The ethnographic fund of the National Museum of History of
Azerbaijan, keeps a tutek made in the 19" century. The instrument has a
length of 390 mm and a maximum diameter of 30 mm in the middle, while the
diameter of the sound channel is 20 mm. Its upper part is made from mulberry
wood and the bottom from cane. The blowing hole has a size of 11.0x3.5 mm
and 1s located at a distance of 50 mm from the upper end of the barrel, where
the blowing hole is in the size of 11x3 mm. There are 7 playing openings with
a diameter of 7.5-8.0 mm, including one rear opening, and they are located at
a distance of 25-29 mm from each other.

The same museum exhibits a tutek owned by Mirza Fatali Akhundov (1812-
1878) — the founder of the Azerbaijani drama, a scientist and philosopher. The
instrument made of cane has a length of 230 mm; the outer diameter of the
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barrel is 17 mm and the inner diameter is 13 mm. At the top of the barrel, there
are 6 playing openings with a diameter of 7.5 mm every 18-20 mm. Another
opening of the slightly pointed shape is drilled at the bottom of the barrel.
At the top of the barrel, there is a blowing hole in the size of 7x5 mm. The
blowing place forms a semicircle in the size of 9x2 mm.

The Azerbaijan National Museum of Literature named after Nizami
Ganjavi demonstrates a cane tutek owned by the prominent Azerbaijani writer,
journalist and public figure Jalil Mammadgulizadeh (1869-1932). The tutek
has a length of 330 mm and a barrel with the diameter of 17 mm, while the
thickness of the trunk is 2.5 mm, and it is equipped with seven front (the
distance between them is 22-24 mm) and one rear playing openings. The lower
end of the instrument is pointed.

There is a 322-mm-long tutek with a sound channel with a diameter of
10 mm in the rich collection of the instruments collected by the prominent
musician and teacher Ahmad Bakikhanov (1892-1973) in the Department
of the Azerbaijani National Musical Instruments of the State Museum of
Musical Culture of Azerbaijan,. The tutek has eight playing openings (seven
on the front and one on the back side). There is a ring on the upper part of the
trunk.

The collection of the Ganja State Local History Museum named after
Nizami Ganjavi, has a tutek with the length of 352 mm and a trunk with the
diameter of 23 mm equipped with eight playing openings (one on the back)
with the diameter of 8-9 mm. The diameter of the sound channel is 10 mm.
The distance between the playing openings is 23-24 mm.

The Azerbaijan State Museum of Theater named after Jafar Jabbarli,
presents a copper tutek with a total length of 380 mm. The bottom half has
eightplaying openings (one rear) with the diameter of 5.5 mm. The blowing
hole is shaped as a triangle with the base of 8§ mm and height of 10 mm.

The three tuteks displayed at the Exhibition of musical instruments in St.
Petersburg, have trunks of various forms. There are 6-7 playing holes on the
front side of the trunks and one on the back. One of them is equipped with a
control valve [82].

Structurally, the modern tutek is not significantly different from its
predecessors. As before, the instrument is a cylindrical tube with a length of
280-350 mm made of reeds or wood (apricot, walnut, mulberry). In the center
of the tree, a sound channel with a diameter of 18-20 mm is drilled (in old
times, it was burned out with a hot metal rod). The upper end of the barrel has
an oblique cut and a 30-35-mm-long willow plug with a removable upper part
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is inserted in it; thus, there is a gap in the form of a segment between the barrel
and the plug.

On the front side of the barrel, a square hole is opened at the level of the
end of the plug. Thus, the plug and holes form a kind of a whistling device.
Seven holes are drilled on the front side of the barrel, and one is drilled on the
back side - at the point corresponding to the middle of the interval between
the first and second top holes. A metal ring is usually placed on the upper part
of the barrel to adjust the registry of the instrument. By moving the ring down
and partially covering the blowing hole, you get lower sounds. Sounds are also
regulated by changing the length of the barrel of the instrument, which is why,
the top of the tutak (pipe) is removable in most cases.

While playing, you need to hold the tutek slightly slanted right in front of
you and blow the air into the upper end of the instrument through a narrow gap,
which directs the air flow to the brink of the cross section of the barrel. This
significantly facilitates the extraction of sound and reduces air consumption,
which expands the technical and expressive possibilities of the instrument.
The three front and rear openings are respectively closed and opened by the
index, middle, ring fingers and the thumb of the left hand, and the four lower
front openings — by the index, middle, ring fingers and the little finger of the
right hand.

If you blow the tutek normally, its timbre will be soft and gentle and if you
blow it strongly, the timbre will be loud and hissing. The range of the tutek
is from B in the small octave to C in the three-line octave. With the help of
overblowing based on the use of overtone registers, you can extract the sounds
D-flat and D in the three-line octave.

The diatonic scale of the tutek is divided into low, medium and high
registers. The low register is matt and hoarse and is rarely used because of
the difficulty of intonation; the medium register is velvety, pleasant and quite
loud; the high register is in soft, clear and very sharp tone. Double flat and
sharp tonalities are comfortable for the tutak. Melodic phrases, tremolo and
legato come out very easiliy. Jumps, especially octave jumps are possible,
while staccato comes out with difficulty.

Like the ney, the tutek is used by shepherds for playing of the tunes
associated with different episodes of a shepherd’s job (putting the cattle out to
pasture, taking cattle to the pond, etc) [8]. Some of these tunes (e.g., “Choban
bayatisi”’) acquire an independent nature and are performed outside the context
of work. In the past, the tutek accompanied many spectacles such as snake
charming, performances of acrobats, tightrope walkers and the beginning of
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circus shows. The tutek was also one of the instruments that accompanied the
performances of professional dancers.

The tutek is also known as “duduk”, “sumsu’ and “blul” in some regions
of Azerbaijan and as “shuva” in the Ordubad region of the Nakhchivan AR.

The wind instrument yan-tutek (yan - side) is common in Jabrayil, Fuzuli,
Tovuz and Shahbuz districts of Azerbaijan. It is made of an apricot or a walnut,
has a length of 540-600 mm and an outer diameter of 20-22 mm. There are also
yan-tuteks made of copper and brass material. There are 7 playing openings
on the front side, near the bottom and one on the back. At the bottom of the
barrel, two more holes designed to streamline the sound are cut on the sides at
a distance of 45-50 mm from each other. Annular grooves are usually made on
the barrel of the instrument. Two of them are wider and divide the body into
three approximately equal-length bends. On the upper and lower ends of the
barrel, grooves are made for the cord with which the instrument is worn on the
shoulder.

While playing, the instrument is held in the transverse position, inserting
the opening in the right corner of the mouth, lightly touching it with the lips,
and directing the air flow towards the sharp edge of the barrel. Matt and
dull sounds are extracted in the low register, warm and velvet sounds in the
middle register, and loud, whistling, but fuzzy sounds in the middle register.
The height of intonation is adjusted by covering three quarters or half of the
playing openings with fingers and by tensing lips.

The yan-tutek is also a strictly shepherd’s instrument. Melodies played
on it consist of shepherds’ signals and tunes (“Goyun hangi” or “Goyun
ovsharisi”, “Gaya bashi”, “Choban bayatisi”, etc.) closely related with grazing
sheep, shepherd’s rest, hail of wolthounds and people when predators attack
the flock, etc [8].

Hasan Maharramov (Baku), Heydar Mammadov (Salyan), Sharbat
Ahmadov (Shamakhi) and Bayram Mammadov (Ganja) are among the current
tutek masters.

The tutek, often accompanied by small instrumental ensembles, is used
to play lyrical melodies (usually in the upper register), mughams, rangi, folk
songs, dances and tunes. It is also used in the orchestras and ensembles of folk
instruments.

In the orchestras of the Azerbaijani folk instruments, a small kind of tutek
(piccolo) is also used. It differs from the conventional tutek for its slightly
smaller size (length of up to 265 mm, the diameter of the barrel - 18 mm). In
the absence of the adjustment ring, an additional hole is drilled on the front of
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the barrel. For its fingering and method of playing, the small tutek is analogous
to the usual tutek, but sounds a fourth higher. The range of the instrument is
from E in the one-accented octave to F in the three-line octave.

In the orchestra, the ney and tutek, including its smaller type, serve
primarily as solo instruments and form a single group with another wind
instrument — the zourna.

The Azerbaijani composers widely used the technical, artistic and
expressive possibilities of the tutek. The peculiar sound of the tutek is very
pronounced (especially in the nuance forte) in the “Bulgarian Suite” by Sultan
Hajibayov, “Egyptian Pictures” by Jahangir Jahangirov, “Spring Melodies”
by Suleyman Alasgarov, “Dance Suite” by Khalil Jafarov, “Symphonette” by
Haji Khanmammadov and “Choban Gara” by Agabaji Rzayeva. Coupled with
other instruments, the tutek creates a rich sound palette.

As it is shown, the ney and the tutek are popular not only among the folk
musicians, but also the professionals.

TO THE RHYTHMS OF THE NAGHARA,
GAVAL AND GOSHA-NAGHARA

According to the written sources, the webbed percussion musical
instruments, which have long been popular in Azerbaijan (membranophones
in scientific literature), differed in design, shape, size, material and sound
[3,15]. They were one and two-sided, i.e. the sounding membrane stretched
over one or both of the open sides of the body, as well as binary — consisting
of two bodies. They produced low, strong, hoarse or crackling sounds with the
help of sticks, mallets, hands or fingers.

The number of the one-sided percussion instruments reached 11 (gaval,
gosha-naghara, daira, def, tebil, dumbek, tebil-bas, kus, jift-kos, mazhar and
nagharazan) and two-sided - 5 (naghara, davul, duhul, dumbul and tabira).
They were used as signaling instruments in the battles to raise the morale of the
soldiers, during the folk performances and festivals, meykhana performances
(folk music - a kind of recitative improvisation), religious rituals, funeral
processions, parades, weddings, dances and sports games. They were played
solo and in ensembles with other instruments. This tradition continues today,
too.
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Among the webbed instruments, the naghara - a kind of drum - is
the most common among the Azerbaijanis (from the Arabic word “naqr” -
“tapping”).

The body (saghanag, gobul) of the naghara has a cylindrical shape and is
made of apricot, walnut, mulberry and lime trees. To this end, they hollow out
a piece of wood to a thickness of 5-6 mm or take a board with a thickness of
4-5 mm, soak and then bend it. Across the body, 1-3 sound holes (oyug) with
a diameter of 10 mm are drilled in the middle — otherwise the body, unable to
bear the load, may crack. Sometimes, a vertical bar is fixed inside the body to
provide rigidity for the rib.

A goat skin is mainly used for the membrane of the instrument. Gazelle or
deer skins were used previously. The skin is slightly damped, and pulling pile
over its top (in this case, the instrument sounds better), they sew it with a double
stitch on a steel rim (chenber), which has 6-12 copper loops like the figure of
eight (garmag, uzuk, khalga) placed at an equal distance from each other.

The rims with the membrane are fixed on the open sides of the body with
the help of the plaited ropes (kendir, jiya) passing through the loops and twisting
with wooden pegs and are tightly pulled on the body of the instrument. The
loop of one rim should be on the axis of symmetry between the loops of the
opposite rim. This way of fastening the membrane makes it possible to adjust
the tension of the membrane, and therefore, its relative height. To facilitate the
movements of the performer, the instrument is equipped with a tether strap.

The body of the naghara has different diameters. Depending on this, the
instrument is called in a different way: large ones - kos (koos, kus), dumbul
(in Shabran and Guba districts), middle-sized ones — orta, goltug (axillary), al
(manual) naghara or simply naghara, toy (in the Nakhchivan AR), and smaller
ones — jura, kichik or bala naghara. Structurally, all varieties of the naghara
are identical.

The diameter and height of the rib of the big naghara — the kos — is 400-450
and 500-550 mm, respectively. A sound hole is cut out in the shape of a square,
or small circles are drilled on the body. Due to the fact that the instrument
is played in a standing position, it is provided with a belt for wearing. It is
played with two spherical-ended mallets (chilik, chiling) bent in the form of a
hook with belt loops in the length of 395-405 and 280-285 mm, respectively
and in the diameter of 13-15 and 9-10 mm. The big naghara (kos) is always
“accompanied” by its small variety, whose body has a height of 340-360 mm
and a diameter of 300-320 mm. Accordingly, this binary instrument is called
kos-naghara. A large naghara is called ana kos and small one — bala kos.
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Medium-sized nagharas have a diameter of 330-360 and a height of 260-310
mm. Depending on their size, they are called: kichik (small, 330x260 mm), orta
(medium-sized, 340x290 mm) and iri (large, 350-360x300-310 mm) naghara.
These types of the naghara are usually played with both hands or with two sticks
(large and small) with straight or hooked ends. In the latter case, the instrument
is called the chilik (chiling, chubuk) naghara. The thick stick has a length of
350-360 mm and a thin one - 230-235 mm. In the upper part of the sticks, a hole
1s made through which a narrow belt made of cowhides is inserted and the ends
are sewn. While playing, the belt loop of the sticks is worn on the index fingers
of both hands, while the sticks themselves rest on the thumbs, and the remaining
fingers freely lie on the sticks. The big nagharas are made to orders.

The small naghara (jura, kichik, bala) with a body diameter of 240-300 mm
and a height of 235-295 mm. It is played with two mallets with a length of 270
and 295 mm and a diameter of 11-13 mm, and always with played with the big
naghara. Generally, because of its strong sound, it is played outdoors in a standing
or sitting position. In the former position, the instrument is held under the arm
and its body is clasped with the shoulder and held up with the left forearm. Given
this position of the instrument, it is usually called the goltug naghara. In the
latter position, the naghara is usually put on the left knee, while the left hand
holds the tether strap whose belt is attached to the waist of the performer.

The naghara is played with hands and sticks. In the former case, they beat it
with the phalanges of the index, middle, ring and little fingers focusing on their
ends, and with the palms of both hands or by clicking and sliding the fingers
across one membrane, as well as with various combinations of fingers. Thus,
we get a variety of rhythmic patterns of various timbre shades and dynamics.
The instrument produces a clean, clear, strong and sharp sound.

In Nakhchivan, while performing the “Yalli” dance, the naghara-player
(toychu), who participates in the ensemble of zourna-players, slings the
instrument over the neck and hits the top and bottom of the membrane with
sticks (the thick one is called “shalban’).

When the chilik naghara is played, it is hung from the belt slung over the
shoulder, or is under the arm of the performer who clasps the body with his
left hand. The sticks hit one and sometimes two membranes. While the chilik
naghara is played, the rhythmic foundation of the accompaniment is produced
with a thick stick held in the lower position with the right wrist bent, thus
emphasizing the strong shares of the tact. At the same time, the thin stick, held
in the upper position with the axial rotation of the left hand, produces a smaller
and masterfully varied rhythm.
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The choice of the method of playing the naghara with hands or sticks,
depends on the number of performers in the ensembles and place of performance
- indoors or out on the square. The ensembles of ashigs, balaban-players, folk
instruments and orchestras, play with hands, and the ensembles of dambur,
zourna and tulum-players — with sticks.

The binary instrument kos-naghara is held in the front and is hung over
the shoulder on a belt. The instrument is played with one (on the ana kos) or
two mallets (on the bala kos) put on the hands with the help of loops and is
hit against one or both (at least on the bala kos) membranes of the instrument.
Strong parts of the tacts are produced on the ana kos, while the bala kos
emphasizes the rhythmic basis of tunes.

The big naghara — the kos - is used only in an ensemble of zourna-players.
It also involves a bala kos performer. Rhythms of the kos-nagara accompany
the beginning of a wedding, ceremonies to welcome the groom and see the
bride off, various dances, sporting events and games.

The medium-sized naghara — the goltug naghara - is used in the orchestras
and ensembles of folk instruments, as well as during solo performances on the
stage. It is a part of small ensembles of sazanda, balaban-player and zourna-
player.

The small varieties of the naghara — the jura or the bala naghara — are
mostly used in the ensembles of balaban and garmon-players, as well as while
accompanying a clarinetist.

There are ensembles of naghara-players, which include up to 30-40
performers. Tuning the nagara to different tones in advance, they simultaneously
beat out rhythms in separate groups according to a pre-planned metro-rhythmic
scheme. Nagharas are often played by groups of dancers.

The mastery of Agasuleyman Imanov, Boyukagha Muradov, Izzat
Mammadova, Chingiz Mehdiyev, Zohrab Mammadov, Salim Guliyev, Almas
Guliyev, Afgan Jafarov, Azer Aliyev, Rafik Ibrahimoglu and others played a
role in the popularization of this instrument. They have made many innovations
in the performing technique.

Chingiz Mehdiyev (1932-1992) organized the group “Rhythm” of the
naghara-school children. It is noteworthy that in the ensemble also included
kos, gaval, gosha-naghara, dumbek and sinj.

Nowadays, the ensemble “Rhythm Group Natig” organized by the honored
artist Natig Shirinov gained great popularity.

Tofig Guliyev composed “Azerbaijani dance rhythms” specifically for the
naghara and folk instruments. To liven up the scene of the holiday “Novruz”,
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Mammad Guliyev included the zourna and naghara instruments in the score
of the opera “Deceived stars”. The ballet-pantomime “Kos-Kosa” by Rahila
Hasanova, was designed for 8 nagharas and a gosha-naghara including 2
pantomimes and a choir.

Ramiz Mustafayev composed “Azerbaijani folk rhythms” and “Dance
Suite” for the naghara with orchestra, Salman Gambarov — suite “East and
West” for voice, naghara amd piano, Vasif Allahverdiyev - “Mughamsayagy”
for woodwind instruments quartet and naghara, Jeyhun Allahverdiyev —
“Arrangement of the mughams and folk music” for the tar, kamancha, zourna,
balaban, naghara and soloist (khanende) with chamber orchestra.

The distribution area of another popular instrument — the gaval, which is
similar to the tambourine, in eastern countries 1s wider than that of the naghara.
There are several versions about the meaning of the word “gaval”, but the
most plausible of them is from the famous decorator and great connoisseur
of oriental music Latif Karimov (1906-1991). According to his conclusion, a
“gaval” or “gavval” is a singer performing a “goul” rhythmic music based on
Arabic texts - to the accompaniment of the percussive instrument def, which
was widespread in the East in the Middle Ages [50].

The gaval, also known as the def (in Guba — daft, in Gazakh — damdira) in
many parts of Azerbaijan, is a bent narrow rib (saghanag) with a diameter of
310-320 mm, on one side of which fish (sturgeon or sheat-fish) skin is pulled.
There are gavals with the membrane made of goat skin.

Typically, the rib is made of thin plywood with the thickness of 11-12 mm
and the length of 1400 mm, from mulberry or walnut. They spread joining
cement on it and turn it three times in the form of a cylinder. The surface of
the rib is smooth on the outside, but a little convex on the inside. Along the
perimeter of the rib, from its inner side, rattle rings (over 60) of copper or brass
are hung with the help of rods at a distance of 18-20 mm. The outside of the rib
is often decorated with the mother of pearl. Gavals have different sizes - with
a diameter of 340-450 mm and a width of 40-60 mm.

Before playing, the membrane of the gaval is heated in the sun, over a
fire or with an electric lamp. Well-stretched and heated leather produces a
clean, clear and powerful sound. You hold the gaval with both hands, turning
its internal side towards yourself. At this time, the edge of the rib rests on the
thumbs. Sounds are produced as both hands and fingers (index, middle, ring
and little finger) softly strike the edge or the center of the membrane, as well as
by shaking the instrument. The gaval is normally played indoors. In this case,
a variety of ways are used: hitting the edge and middle of the membrane with
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an open palm and fingers of one or both hands; hitting the edge and middle of
the membrane with the tips of the fingers; hitting the edge of the membrane
by sliding the little finger on the ring finger; shaking the instrument with both
hands; turning the instrument after single beats. In addition, as an orchestra
of folk instruments plays various works, the performer hits the center of the
membrane by pressing the rim of the gaval to his knees and chest.

The gaval is an instrument that is commonly used when showing scenes
connected with the lifestyle, customs and traditions of the Azerbaijani people.
It sounds in different musical genres and during popular games (like the
“jut gaval”) and performances. It is used in solo performances for rhythmic
accompaniment to dances, singing, and for accompanying string and wind
instruments.

Inan ensemble of sazandas, the gaval sounds in the hands of'a khanende, who
accompanies the rhythmic episodes of mugham dastgahs and zarbi (percussive)
mughams by playing it. In this case, the gaval plays an independent role. And
while singing, depending on the melodic line of mugham, the singer keeps the
instrument in different positions trying to change the direction and tone of the
sound. At the culmination of the mugham, the singer keeps the gaval at the
mouth level closer to the ear on the left side. At this moment, the instrument
serves as a kind of resonator. While performing the tasnifs and folk songs,
the performer accompanies only the introductory part and interludes with the
gaval.

Many khanendes like Jabbar Garyagdioglu, Seyid Shushinsky, Zulfi
Adygezalov, Abulfat Aliyev and others were also famous as virtuoso performers
of the gaval. Azizaga Najafzadeh accompanied the Song and Dance Ensemble
of Azerbaijan State Philharmony with great skills on gaval. Nowadays, the
khanende Alim Qasimov and Mahmoud Salah are the skilled performers of
the gaval.

Playing the gaval is improvisational in nature. The gaval is also used in the
orchestras of folk instruments and as an attribute by dancers.

Rufat Ramazanov wrote the play “Diringi” for the flute, violenchel and
gaval and “Terzi-mugam” for the clarinet, viola and gaval.

The gosha-naghara (i.e. double naghara), also known as the dumbul and
dumbalak, consists of two bodies (goz or gazanja) of the same height, but
different sizes - one is smaller than the other one almost by half. In appearance,
they resemble a bowl or a cup. The height of the instrument is 300 mm and
the maximum diameter of the large body is 200-280 mm and the small body -
110-180 mm. From the sides and at the top and bottom, the bodies are fastened
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together with straps or fixed with a metal tube on a common wooden base.
In old times, a chynqyrag (bell) was fixed between them on a special leg or a
metal plate was hung.

Both bodies are made of walnut, mulberry trees, metal, and in the past,
they were made of fired clay. To ensure that the instrument does not sound
hollow, small resonator (ses/ik) holes are made in the bottom of the bodies.
Goat, bull, camel or horse (from the thin thorax) skin is pulled over the open
side of the body with interlocking narrow straps (kosha) or a special screw
mechanism (like in a kettledrum).

Two wooden (cornel), thin, round sectional sticks (chubug, agach) with a
length of 280-335 mm, the diameter of which is 12 mm in the head and 7 mm
in the lower part, are used for playing. Recently, an instrument consisting of
three bodies — large, medium-sized and small one — has been used under the
name of “uch naghara” (three nagharas).

To extract pure and ringing sounds, the membrane of the instrument is
gently heated over a fire before playing. The gosha-naghara is put on a special
wooden stand (the big body is usually on the right of the performer), slightly
tilting toward the performer, or is held under the arm while escorting a bride or
during sporting events (zorkhana, tightrope walkers, etc.). Previously, it was
placed on the ground or hung from the neck of the performer.

Due to the differences in the diameters of the upper body of the gosha-
naghara, one of the bodies sounds around a fourth higher in relation to the
other. The sound of the instrument is a bit dry, ringing and has a unique color.

When it is played, different sounds are obtained by separately hitting the
sticks against the two membranes, one membrane (in the center or edges)
against each other or on the body, and by hitting the membrane with the hand.
Often, strikes are produced with the thickened ends of the sticks or both hands
on the membrane and they play by sliding sticks on the membrane, pressing
one of the sticks against the membrane of the big body or a combination of
these techniques. As you can see, different strikes are used, and based on this,
complex rhythmic sounds are produced. Usually, strong parts of the tact are
produced by hitting the membrane and the rhythmic figurations are made with
sticks.

The performance of the professional musicians with the gosha-naghara
is characterized by a large variety of techniques and rhythmic richness. The
player Ahmadagha from Shaki city differed for his mastery in this instrument
some time in the past. He had a bell without reed between the hulls of his
gosha-nagara. He sometimes threw up tool and hit the bell. He paced and
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played the gosha-naghara by putting the lower part of the instrument under his
belt at the waist.

Gosha-naghara is rarely used as a solo instrument. Sadig Zarbaliev, the
People’s Artist of the Republic of Azerbaijan, performed this instrument in
a solo performance for the first time. Hasanaga Sadiqov from Salyan region,
differed for his way of playing the gosha-naghara. He presses a stick to the
membrane of the large body, and beats the membrane with the other one. By
varying the pressure on the membrane, the artist achieves in obtaining sounds
in height quart-quint and in the execution of melodic phrases in these intervals.

The gosha-naghara is a part of the orchestras and ensembles of folk
instruments, and ashug ensembles (in the Shirvan area). It is widely used
during the folk games and performances (“zorkhana”, “mil”, “sino™). It is
also used by a women'’s instrumental ensemble consisting of the garmon, gaval
and gosha-naghara. A trio of two balaban-players and one gosha-naghara
player is very popular.

We described the three most popular webbed musical instruments above.
In Azerbaijan, a dumbak with a goblet-shaped body (usually wood) with a
length of 350-400 mm and a diameter of 250-260 mm, on which goat skin is
stretched, is also widely used. It is played with fingers and the palms of both
hands in the center or edge of the membrane.

INSTRUMENTAL PERFORMANCE OF MUGHAMS
IN THE CONTEXT OF THE SUCCESSION
OF TRADITIONS

The traditions of the instrumental performance of the Azerbaijani mughams
have a centuries-old history. Originally, the mughams were performed by
voice and then, in a vocally instrumental accompaniment and instrumental
accompaniment [12,13,31,39,75,84].

The archaeological findings and poetic strophes of the great Azerbaijani
poets indicate their deep origins.

As it is noted, they found ceramic tableware, which shows the singer
(khanende) in the ancient city Jigamysh, located in the south-eastern part of
the Akbatan-Hamadan region. The names of stringed, wind and membranous
musical instruments confirming the existence of various instrumental groups

180



AZERBAIJANI MUSICAL INSTRUMENTS FASCINATE THE WORLD

are mentioned in the poetry. A great deal of such hemistiches can be found in
the poetry of such medieval classics of Azerbaijan literature as Gatran Tabrizi,
Khagani, Nizami, Nasimi, Shah Ismayil Khatai, Fuzuli and others. The poem
“Khosrov and Shirin” by the great Azerbaijani poet Nizami Gandjevi serves
a perfect example. The performance of mughams is described in this poem
as backuped up by the barbet and chang singers and musicians Barbad and
Nekisa, which were not legendary but real historical figures.

The most reliable sources are the examples of miniature painting of such
medieval Azerbaijani paintings as Sultan Muhammad, Mir Seyid Ali, Muzaffar
Ali and others, where the scenes of feasts and entertainments accompanied by
oud, cheng, barbet, kamancha, ganun, tanbour, rubab, sheshtar, musigar, ney,
def and daira are depicted [49]. As it is seen from the miniatures, two or three
instruments were mainly sounded in the group.

Judging by the miniatures, the mughams, songs and dances were performed
in the ensembles in Azerbaijan at that time where oud, chang, ganun were
dominated among the stringed-fingered instruments, kamancha among bow
ones, ney among wind ones, and def among membranous ones.

According to the written sources [1,42,75], the groups of sazanda were
gradually created in the towns of Azerbaijan from the 17" century on.
There were a singer-khananda holding the gaval but not def in his hand, and
instrumentalists who played the tar and the kamancha in these groups.

In the first half of the 19" century, the name of Sattar khanende was in the
tongue of the people living at the Caucasus [81]. They also admired Alasgar’s
way of playing the tar. At that time, ensembles with the balaban and gosha-
naghara existed there. During the pause, the balaban played an active role
in the vocal part or giving way to the tar and kamancha, produced bourdon
sounds. The gosha-naghara which created a pleasant rhythmic accompaniment
together with the gaval was the most suitable instrument indoors among
the membranous ones. The latter repeated the rhythms of khanende — gaval
performer and created the timbre overtone by that.

Sometimes, khananda only performed at the accompaniment of the
kamancha. But in any way, the most popular groups were sazanda. Beginning
with the mid of the 19" century, they became a leading instrumental
composition accompanying the khananda. It was related with the fact that the
tar was reconstructed by the distinguished tar performer-innovator Mirza Sadig
Asadoglu. He increased the number of strings, and lessened the weight of the
instrument that made it possible to hold it on his breast improving the ability
of the hand by that. After that the instrument became the most popular one
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which provided all the details of the mugham melody in full and completely.
The kamancha to which the fourth string was added and which contributed
to the expansion of the technical feasibilities of the instrument, successfully
completed the musical phrases performed by a tar player with its melodious
and continuous sounding. Holding the gaval in his hands, the singer beat
appropriate rhythms.

It should be noted that the technical and artistic opportunities of the
Azerbaijani folk instruments were discovered in the most complete manner
during the performance of the instrumental mughams where rangs and tasnifs
were not present and mugham gained a form of continuous musical development
— improvisation. And it was the gaval that played an important role in the
instrumental accompaniment of zarbi-mughams i.e. rhythmic mughams.

In the second half of the 19" and the first half of the 20" centuries, a
whole generation of khanendes as well as the tar and kamancha performers,
accompanying them was brought up. They were known not only in Azerbaijan,
but also beyond its limits.

There were ensembles with an expanded composition at that time. Thus,
particularly, an ensemble where tar, kamancha, balaban, ney and gosha-
naghara sounded, was created by Mirza Sadig in Shusha [81].

The sazanda ensembles of Haji Husu, Mashadi Isi, Abdulaqi Zulalov
(Bulbuljan), Mirza Mahammadhasan, Jabbar Garyaghdioghlu, Kechachioghlu
Mammad, Shekili Alasgar (Alasgar Abdullayev), Mashadi Mammad
Farzaliyev, Zabul Gasym (Gasym Abdullayev), Majid Behbudov, Segah Islam
(Islam Abdullayev), Seyid Shushinsky Zulfi Adygozalov, Khan Shushinski
and others enjoyed a great popularity. They were accompanied by the famous
tar-players — Mirza Sadig, Mashadi Zeynal Hagverdiev, Mirza Faraj Rzayev,
Mashadi Jamil Amirov, Malibeyli Hamid, Gurban Pirimov, Mirza Mansur
Mansurov. Shirin Akhundov and others. The performance of mughams in a
form of dastgah was a distinctive peculiarity of that time. There were about
100 sazanda ensembles at that time.

That time is rightly considered to be the period of prosperity of the mugham
art in Azerbaijan. It should be noted that the development of mughams caused
the creation of the first mugham opera “Leyli and Majnun” by Uzeyir Hajibayli
in the East in 1908.

The further development of the mugham art in the 20" century was
undoubtedly related to the name of this distinguished composer, musicologist
and public figure who clearly singled out the kinds of the Azerbaijani mughams
and determined their tonal basis [39].
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If they learnt the mughams at the mugham schools established by Kharrat
Gulu, Kor Khalifa and Molla Ibrahim or mastered that profession in the musical
majlises held in the towns of Shusha, Shamakhy, Baku, Ganja, Ordubad and
Lankaran in the 20" century, Uzeyir Hajibayli included the teaching of the
mughams, tar and kamancha in the academic curriculum of the conservatoire.
The orchestra of the folk musical instruments organized by Uzeyir Hajibayli
let the national musical instruments widespread.

And “Eastern concerts” held in Baku in the early of the 20" century, were
substituted by the performances of the leading khanendes and instrumentalists
at the scenes of palaces, philharmonic societies and concert halls.

The ensembles of the folk musical instruments directed by Ahmad
Bakikhanov, Ahsan Dadashov, Baba Salahov and others were very popular at that
time. During their performances, a great attention was paid to the performances
of the component parts of mughams that is tasnifs, rangs and daramads as
well as to the creative approach in the transfer of all technical peculiarities of
instruments: their timbres, registers, traits and performance techniques.

The tar, kamancha, saz, oud, ganun among string instruments, balaban,
tutek, zourna, ney among wind ones, naghara, gosha-naghara, gaval among
membranous ones and shakh-shakh among self-sounding ones were used in
the orchestras and ensembles whose repertoires also include mughams.

Mughams began to sound in solo performance not only by using the tar
and kamancha as well as the oud, ganun, balaban, ney, tutek and zourna which
even distinguishes for its strong sounding, garmon, clarinet, oboe, and guitar.

The contest on “Eastern musical instruments” was held by the initiative of
the Azerbaijan State Conservatoire in 1984.

The State Mugham Theatre has started to function in Baku since 1988
(the Director — Arif Gaziyev, the Honored Art Worker). The dramatized
performances of the mughams like Shur, Segah, Bayati-Shiraz and Mahur-
Hindi as well as the composition of “Seven Mughams - Seven Flowers” were
played at the same theatre.

A special disc of “Musical atlas” series consisted of the records of 10
mughams performed by the distinguished famous tar performer Bahram
Mansurov, was produced by the support of UNESCO.

A pleiad of the distinguished singers-mugham performers, tar-players,
kamancha-players, balaban-players, and gaval-players provided the succession
of musical traditions to young generation.

The beginning of the new 21% century was marked by the development
and unprecedented popularity of the mugham art. It was facilitated with the
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publication of the album “Karabakh khanendes” in 2005 in five languages
(Azerbaijani, Russian, English, French and German) by the Azerbaijani
Culture Friends Foundation and “Musigi Dunyasi” (“World of Music”)
Magazine within the framework of the Azerbaijani Mughams Project that
includes phono- and photo-materials of 24 didstinguished mugham performers
and their creative portraits.

The author of the Project is Mrs. Mehriban Aliyeva, the First Lady of the
Republic of Azerbaijan, Good Will Ambassador of UNESCO and ISESCO,
President of Heydar Aliyev Foundation, head of the Azerbaijani Culture Friends
Foundation and the deputy of Milli Majlis. Heydar Aliyev Foundation further
carried out such projects as “Mugham — Irs (Heritage)”, “World of Mugham”,
“Encyclopedia of Mugham” “Mugham — Internet”, “Mugham — Destgah”,
“Mugham — Anthology” and “Mugham Centre”.

The Heydar Aliyev Foundation, the Ministry of Culture and Tourism of
Azerbaijan, the Union of Composers and the National Academy of Sciences of
Azerbaijan host the international mugham festivals and scientific symposiums
- “The World of Mugham” involving the representatives of foreign countries
every two years since 2009. Interestingly, the festival in 2011, coincided
with the VII International Symposium of the research group “Magam” at the
UNSECO’s International Council for Traditional Music (ICTM) held in Baku.

The topical issues regarding mugham were considered in the reports heard
in the symposiums. At the same time, the international contests of young
performers, ethno-jazz concert “Two worlds”, concerts called “Tar, Kamancha,
String...”, “From Zarbi-Mughams to Songs”, “Mugham and Vanguard”,
“Mugham-Latinos”, “Friends of Azerbaijani Music”, “Sari Gelin” concerts
were held; such mugham operas as “Leyli and Majnun”, “Ashig Qarib”, “Asli
and Karam” and “Shah Ismayil” were demonstrated. All of this allowed the
participants to familiarize themselves with the folk and classical music of
Azerbaijan, as well as the modern mugham-oriented compositions.

The magazine “Mugham”, systems of interactive-audiovisual “Azerbaijani
Mugham” and the 2005 wall calendar called “Azerbaijani khanendes” were
published in the Azerbaijani, English and Russian languages. Also, the unique
building of International Mugham Centre that reminds of the elements of the
tar and where mugham events are held, has been built.

The television competitions “Mugham-2005”, “Mugham-2007",
“Mugham-2011" and “Mugham-2015”, the International “World of Mugham”
competition under the motto of “Baku is a capital of Islamic Culture” (2009)
were held.
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Gabala city of Azerbaijan, hosts International Music Festival, the theme
of which includes the topics of mugham at the initiative of the Heydar Aliyev
Foundation, the Ministry of Culture and Tourism of Azerbaijan Republic every
summer science 2009.

The music festival “Silk Way” held annually since 2010 by the Composers’
Union under the direction of the Chairman, the People’s Artist and professor
Firangiz Alizadeh, got a wide response. The program of this festival includes
the performances of the mugham trio and demonstration of mugham operas.

The mugham became worldwide popular thanks to the audio-records,
performances of khanendes and performers-virtuosos in the foreign countries.

The synthesis of mugham art with jazz and music of foreign countries
made a great impression. Thus, such international projects as “Azerbaijani-
Norwegian vocal music” (2001) and “Salam Hola” (2002) were carried out by
the People’s Artist and professor Sayavush Karimi with the participation of the
Azerbaijani and South American musicians.

Niyazi’s symphonic mugham “Rast” and dastgah of the same name formed
a basis of “Avazy khosh ulu mugham” (Pleasant sounds of ancient mugham)
concert Project (2007, authors Sayavush Karimi and Yalchin Adygozalov). The
performances of such khanendes as Mansum Ibrahimov, Tayyar Bayramov,
Bayimkhanim Mirzayeva, the tar-player Elchin Hashimov and the kamancha-
player Elnur Ahmadov formed a single unity with the sound of the symphony
orchestra.

The “Musical Instruments of Turkic Peoples” International Symposium was
held by Ministry of Culture and Tourism, International organization of Turkic
culture TURKSOY and the State Museum of Musical Culture of Azerbaijan
(Director — Alla Bayramova, the Honored Worker of Culture of Azerbaijan
Republic) with the participation of the scientists and instrumentalists from
Europe, Asia and America in 2010. The main purpose of the symposium
was to define the general and different properties of the instruments in the
Turkic world and to discuss the issues of new approach and the problems of
performing of the traditional instruments.

The web-sites “Azerbaijani Discography”, “Lively Voices of History
of Azerbaijan”, and the electronic version of “The World of Music”,
“Encyclopaedia of Mugham” and “The Basis of Folk Music in Azerbaijan”
(the professor Tariyel Mammadov, Doctor of Arts) were created.

The concert programs “Mugham Evening” and “Mugham Dastgahs”
where instrumental mughams also take a leading place, were carried out by the
Composers’ Union of Azerbaijan and Azerbaijan Culture Friends Foundation.

185



Saadet ABDULLAYEVA

Alim Gasimov, the worldwide recognized khanende and owner of
UNESCO Musical prize, appeared with an ensemble consisting of the
musicians from various countries in “Great Silk Way” Project of the
distinguished violoncellist Yo-Yo Ma.

The International “Day of Azerbaijani mugham” is celebrated in Niagara
(Canada) on August, 26, every year. The listeners from foreign countries who
perform mughams or play the tar, kamancha and oud, have also shown a great
interest in the art of mugham.

The pleiad of the talented young singers and performers, i.e. mougham,
tar and kamancha performers, were brought up owing to a great attention paid
by the government in our times. The mugham trios are still popular. And along
with the sazanda ensemble, the performance of mughams is accompanied by
the quartets and quintets of mugham, a part of which is sounded with the oud,
ganun, balaban and naghara.

The development of the Azerbaijan music art can not be imagined
without the mugham, tar, kamancha, balaban, gaval and naghara. It was these
instruments through which the whole world became familiar with the essence
and specificity of the Azerbaijan folk music.

The beginning of the 21 century can rightly be considered to be the period
of the renaissance of the mugham art laid in the independent Azerbaijan.

MUSICAL INSTRUMENTS AND ETHNOCULTURAL
CONNECTIONS OF PEOPLES

Due to the historical development of certain regions, including the
countries of Southwest and Central Asia mainly populated by the Turkic
peoples, the musical instruments were not limited to certain boundaries of the
states. This explains the presence of similar stringed, wind, percussion and
self-sounding instruments in a large area. The similarity of the names points to
their common roots. However, there are a lot of examples on popularity of the
same instrument under various names in different countries.

Just for the same reason, it is almost impossible to identify their actual
origin. Therefore, the statement of the Armenian origin of the balaban,
relying only on the Latin name of the apricot tree, is quite ludicrous. In fact,
this popular folk instrument has many different names — “duduk”, “balaban”,
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“balaman”, “balabon” and “mey”’ — are widespread on the territory stretching
from Turkey to Central Asia. The name of “duduk™ is first mentioned in the
Oghuz heroic epos, the “Book of Dede Korkut”, which describes the life of
the Oghuz people in the 6-7" centuries and earlier periods. The statements
that wind instrument sring (prototype of the ney), a stringed tar (the most
popular instrument in Azerbaijan closely associated with the mugham), and
the canon (known as the ganun in the Arab and Turkic world) originate from
Eastern and Western Armenia, are equally absurd. All this has no scientific
justification.

The appearance of the dgol (known as “naghara”, “doli”, ‘“gaval”,
“daldam”, “drum”, “kyalmas”, “dauma”, etc. in other countries) is said to be
associated with the cult of the goddess Anahit (300-200 B.C.). It is claimed
that the zourna is first mentioned in the epos “David Sasunskiy” the 9%
century, while the Armenian highlands are the birthplace of the fiddlestick
(See: II International Musicological Symposium, Samarkand, 7-12 Oct. 1983.
Moscow, 1987, p. 187). One is tempted to ask questions: if these musical
instruments did originate in this territory, why do they have Persian, Arab or
Turkic names, not Armenian? Why is it that there is only one type of the oud
and ganun in Armenia, while the West European musicologists [39] know
about 32 types of the oud and 12 of the ganun in Arab countries?

At the same time, the description of acoustical characteristics and tone
rows of the instruments claimed to be of Armenian origin are mainly found
in the researches of such outstanding philosophers and scholars as Abu
Nasr al-Farabi, Abu Ali Ibn Sina (Avicenna), Safiaddin Urmavi, Abdulgadir
Maraghai, Darvish Ali Changi, etc. Verses describing the peculiarities of their
structure and sound are often encountered in the works of luminary poets Abu
Abdullah Rudaki, Abulhassan Firdousi, Gatran Tabrizi, Khagani Shirvani,
Nizami Ganjavi, Amir Khosrof Dehlevi, Imadaddin Nasimi, Alisher Nevoi,
Muhammad Fizuli and others.

The names of those who invented and refined musical instruments are
recorded in the written sources and embedded in the human memory: Plato,
Abu Nasr al-Farabi, Ibn Sina, Safiaddin Urmavi, Abdulgadir Maraghai,
Antonio Stradivari, Sébastien Erard, Theobald Boehm, Adolph Sax, Mirza
Sadig Asad oglu, etc.

It is worth indicating that Abu Nasr al-Farabi described the Khorasan and
Baghdad types of the tambour, while Abdulgadir Maraghai referred to the
Shirvan and Turkish ones. The Mogol, Afghan, Iranian and Indian tamburs
are also known.
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The tar, reconstructed by Mirza Sadig Asadoglu, spread rapidly in Iran,
Eastern Anatolia (Turkey), Georgia, Armenia, Dagestan, Turkmenistan,
Uzbekistan and Tajikistan.

These days, the rubabs of different design are encountered in Tajikistan,
Uzbekistan, northwestern China (Sintsiang province), Iran (Sistan province),
Pakistan, India (states of Jammu and Kashmir) and Afghanistan. Depending
on the location, they are described as the Afghan, Kashgar, Dulan, Pamir
and Shugnan rubabs [82]. For instance, the Kashgar rubab was spread in the
medieval Azerbaijan [3].

Duetothe spread ofthe ashig artin the Turkic world (especially in Azerbaijan),
the saz is one of a handful of instruments known on the large territory. Under
the influence of the ashigs, this form of art also developed in Armenia, Georgia,
Dagestan and Adzharia (here they are referred to as the ashir).

There are 16 ashik environments established by the Azerbaijani ashiks:
Ganjabasar, Borchali, Geycha, Dereleyaz, Irevan, Agbaba-Chyldyr, Shirvan,
Derbend, Karabakh, Nakhchivan, Garadagh-Tabriz, Urmiya, Zanjan, Khorasan,
Save, Gashgay [35]. Thirteen of these still exist, while the Erevan, Goycha and
partly the Childir environments have ceased to exist in the aftermath of the
Armenian ethnic reprisals against the Azerbaijanis in 1905-1918, 1948-1950
and 1987-1988. At present, Turkic saz instruments do not differ a lot from each
other. The only difference is the manner of performance. In the provinces of
Iran bordering on Turkmenistan, the Azerbaijanis play saz with their fingers
like the dutar, while the plectrum - tazana, is used in the other regions.

A two-stringed dutar with a pear-shaped body looking like the saz is very
popular and favourite instrument of the Turkmens and a permanent guide for
the Bakhshi, folk narrators. The dutar is also widespread in Uzbekistan and
Tajikistan. This is an important argument in drawing of the parallels between
the musical cultures of the regional peoples.

We believe it would be more appropriate to channel the effort not into
finding out the origin of musical instruments but into studying of their
evolution, spreading and migration routes.

The mission of the new generation of the organologists (researchers of the
musical instruments) is to preserve and revitalize the forgotten instruments
created by our ancestors and to objectively research different aspects of the
instruments. Of course, the desire of the instrument-makers and musicians to
create new instruments must be encouraged so that the quality of sounds and
tones could improve, enabling listeners to perceive all the nuances of different
folk music genres.
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ABEPBAUJI’KAHCKHUE
MY3bIKAJIBHBIE THCTPYMEHTHI
OUYAPOBBIBAIOT MUP




ABTOp BBIpa)KaeT NIyOOKYIO OJIaroapHOCTh
Yaseu MyTajuium oriibl KacumoBy
3a OKa3aHHYIO MTOMOIIb B W31aHUW KHUTH

Hayunsblii penakrop: Ajiia baiipamosa
JOKTOp (ri10cO(UU 1O UCKYCCTBOBEICHUIO, TOLIEHT,
3acimykeHHbIH paOOTHUK KyJIbTYpbl A3zepOaiixaHckoi Pecriyonuku

AonynnaeBa C.A. AszepOlaiizkaHCKHe MY3bIKaJdbHble HHCTPYMEHTBHI
ouapoBbiBaloT Mup. baky, «HYPJIAP» Nznarenscko-Ilomurpadudeckmii
Lentp, 2016, 288 c.

B kHuTe ONMMCHIBAIOTCS MY3BIKAIbHBIE MHCTPYMEHTHI, PAaCIPOCTPAHEHHBIE C
JIPEBHEUIITUX BPEMEH HA TEPPUTOpPHH A3zepOailpkaHa W HIUPOKO HCIOIB3yeMBbIC
HBIHE: CTPYHHBIC — Tap, ca3, kaMaHua, yi, KaHyH; JyXOBble — O0anadaH, 3ypHa, rap-
MOHB, HEH, TyTeK; IepeTrIOHOYHbIE — Harapa, raBaJl ¥ roma-Harapa. Jlarorcst cBeieHns
00 MX UCTOPUH Pa3BUTHS, apeanax pacipoCTPaHEHUs, STUMOJIOTHH, U3TOTOBICHUN
U CTpoeHHH. PaccMaTpuBaroTCs TEXHUYECKHE M XYI0’KECTBEHHO-BBIPA3UTEIbHBIC
BO3MO)KHOCTH MY3BIKJIbHBIX WHCTPYMEHTOB, 0COOEHHOCTH MX 3BydaHus. [IpnBo-
JITCSI IMEHA W3BECTHBIX MCIIOJIHUTENIEH Ha HAIIMOHAJIBHBIX HHCTPYMEHTAX U IPO-
W3BE/ICHUS, HAITMCAHHBIE KOMITO3UTOPAMH CHETIMAIBHO IS 3TUX HHCTPYMEHTOB.

OCHOBHOI1 MILTIOCTPHUPOBAHHOI 02301 KHUTH MOCTYKIJIa HHCTPYMEHTAJIbHasA
Kostekus locynapcTBeHHOro My3esi AzepOaliKaHCKOi MY3bIKAJIBHON KYJIBTYPbI.

B xynoxecTBeHHOM 0pOPMIIEHUH KHUTY HCIIOJIb30BaHbl MUHHATIOPHI
n3 «Xamee» Husamu ['tnmxesu, kaptunsl Llloxpara Anekneposa u y30psl,
CO3JaHHBIE Ha OCHOBE «OyTa» — OHOTO U3 CUMBOJIOB A3epOaiiaKaHa.
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MY3bIKAJIBHBIE HTHCTPYMEHTDI -
JOCTOAHUE HAPOJA

My3bIKaJgbHbIE WHCTPYMEHTHI SIBISIOTCS BaKHBIMHM aTprOyTaMu IUBUIIH-
3allMM M YKa3blBAlOT HA YPOBEHb pa3BUTHUS KylbTyphl. lIpeanonoxurensHo,
CHauaja OHU MCIOJb30BAJUCh KAK CUTHAJBHBIE OPYIUs, CBSI3aHHBIE C TPY-
JIOBOHM JIESTENILHOCTBIO YesloBeKa. MIHCTpYMEHTBI, BBIOIHSIONIME YHUCTO MY-
3bIKaJIbHbIE (YHKIMH, TOSBUIMCH HAMHOTO MO3ke. EcrecTBeHHO, BHauase
oHHU ObLTH MpocThiMU. [10 Mepe pa3BUTHS MBIIIICHUS W MOBBIIIEHUS YPOBHS
KYJIBTYPBI JIFOJEH, MYy3bIKaJIbHbIE HHCTPYMEHTBI YCIOKHSUIMCh: HA CTPYHHBIX
MHCTPYMEHTAX YBEJIMYMBAJIOCh KOJIMYECTBO CTPYH, HATAHYTHIX HAa KOPILy-
ca pa3nuyHOW (QOpMBI, U JAJKOB Ha Tpude; Ha CTBOJIAX CBUCTYJEK M JYIOK
IIPOCBEPIIMBAINCH UTPOBBIE OTBEPCTHS, U HA HUX HAAEBAJICS SI3bIYOK MIIM CBUCT-
KOBO€ YCTPOWCTBO; Ha KPYIVIbI€ JEPEBSIHHbIC, NIMHIHBIE WIM METAJIINYECKUE
KOpIIyCa yJapHbIX MHCTPYMEHTOB, Pa3INYaIOIINXCS pa3MepOM, C OJHON WM
JIByX CTOPOH HaTATMBAJIUCh MEPEIIOHKH, U3TOTOBJIEHHBIE U3 KOKU KMBOTHBIX,
10 KOTOPBIM OMJIM MaJIOYKaMH, KHCTBIO WM MajbliaMu o0enx pyk. Cpenu ca-
MO3BYYalllMX UHCTPYMEHTOB, IEPBOHAYAJILHO COCTOSIIIIMX BCETO JIMIIb U3 JBYX
KaMHEH, MOSBUIMCH Pa3IMYHbIE KOJIOKOJIBYUKH, TOTPEMYIIKU U TapeiKH, Clie-
JIAHHBIE U3 MATEPUAJIOB PACTUTEILHOTIO MPOUCXOKIAEHUS U U3 menu [S7].

BO3HMKHOBEHNME HOBBIX MY3bIKAJIBHBIX HHCTPYMEHTOB U MX YCOBEPIICH-
CTBOBAaHUE — PE3YJbTAT PA3BUTHUS MBILIJIEHUS U 3CTETUYECKUX BKYCOB Hapo/a.
OTOT MHOTOBEKOBOM IMPOLECC CIMOCOOCTBOBAJ MOCTENEHHOMY (hopMupoBa-
HUIO CTHJIS, My3bIKAJIBHBIX JIAJIOB U dKAaHPOB HapoAa.

AzepOaiipkaHCKUN HapoJ] Ha MPOTSHKEHUM MHOTHX BEKOB CO31aj Ipe-
KpacHble oOpasiubl My3biku [1,7,20,42], BepHO ciy)Kamiue B MOBCEMECTHOM
KHU3HU, Oyb 3TO B MUPHOE BpEMsl, WM )K€ MPH 3alluTe OTYM3HBL. M s ux
3BYUYaHHUs CO3/1aBAJIUCh PA3JIMYHbIE MYy3bIKaJIbHbIE HHCTPYMEHTHI [3,10,48,49-
51,59,60], maubomnee mosHO Tepenaronye coaepxanue memnoaun. CHagana
OHM 03BYYMBAJIUCH OTACIIbHBIMU HCIIOJHUTEISIMU — JIOOUTENSIMHU, a 3aTeM —
npodeccronanamu. [To Mepe pa3BUTHS HUBUIN3ALINN, BOZHUKAIH PA3IUYHbIE
MY3bIKaJIbHBIE )KaHPbI U (DOIBKIOPHBIE KOJUIEKTUBBI, U JIJISI KX MY3bIKAJIbHOTO
COIPOBOXKAECHUSI UCIIOIb30BAINCH CTPYHHBIE, TyXOBbIE, IEPENIOHOYHBIE U Ca-
MO3BYYalIue UHCTPYMEHTHI.

MarepHuanbHO-KyIbTypHBIE 00pasiibl, 00HApY>KEHHbIE BO BPEMsI apXE0JI0TU-
YEeCKHUX PAcKoIoK Ha Tepputopui [1,3,13], HaceneHnHoii azepOaitkaHIiaMu, Tpy-
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JIbl MY3bIKOBEZIOB CpPEIHUX BEKOB [6,73,74], mpou3BeaeHHs KIACCUKOB MO33UU
[3,60], 0Opa3ibl MUHHATIOPHOW KUBOMUCU [46], HACTEHHBIC POCIHCH, THEB-
HUKOBBIE 3allMCU MyTEUIECTBEHHUKOB [3,65,75], mMy3elinble koyuiekiuu [3,22]
CBHUJIETEIILCTBYIOT O TOM, YTO B A3epOaiikaHe JIOOWIN COUYMHSTD, NIETh, CIIy-
11aTh MIECHU, MEJIOJUHU U MyT'aMbl, TAHIIEBATh B COMPOBOXACHUN PA3TUYHBIX MY-
3bIKJIBHBIX HHCTPYMEHTOB. CBUIETEIHCTBOM TOMY SIBIISIETCS OOTaTCcTBO (DOIBK-
JIOPHOM MY3BIKH U pa3HO00pa3re My3bIKaIbHBIX HHCTPYMEHTOB. B maMsaTHHKax
NMCbMEHHOCTH CPETHEBEKOBOTO A3zepOaiikaHa HaXOIuM Ha3BaHUs 32 CTpPYH-
HBIX, 23 TyXOBBIX, 16 MepernoHOYHbIX U 17 caM03ByUaIuX HHCTPYMEHTOB [3].

AzepOaiipkaHCKHe MY3bIKaJIbHbIE MHCTPYMEHTBHI, SIBIISSCh HAIIMOHAJb-
HBIM JOCTOSSHUEM W Ba)KHBIMM HOCHUTEJISIMU KYJIBTYpbl HApOJa, OTIMYAIOTCS
CBOCOOpa3HBIM BHEIIHUM BHJIOM M 3BydaHueM. OCHOBBIBAsICb Ha KOHCTPYK-
I[MU U 3By4YaHUU UHCTPYMEHTOB, MOKHO CYIUTh O MY3bIKaJIbHOM MBIIUICHUH
Hapo/1a, €ro ICTETHUECKUX BKYyCaX, MOTOMY YTO KaXK/bli U3 HUX OBLI CO3/1aH B
COOTBETCTBHUU C COIMATBHOM, KYIBTYPHOU U JyXOBHOM MOTPEOHOCTIMHU.

TpaauumoHHbIe My3bIKaJIbHBIE HHCTPYMEHTHI, 00BEAUHSSICH, COCTABIISIOT
pa3linyHbIe MY3bIKaJIbHbIE TPYIIbl. XaHEHJIE, UTPAIOIIUNA Ha raBaje, TApUCT
Y KSIMAaHYHUCT, COCTABIIAIONIME 3HAMEHUTYI0 MyraMHYIO “‘TpOMKYy” — ca3aHja,
alllnTy, UTPAIOIEe Ha ca3e, aHcaMOiu 0anmabaHUCTOB M 3ypHAYel, a TakKe
IPyMIbl HATAPUCTOB 3aBOEBAIA OOJIBIIYIO0 HAPOAHYIO JTFOOOBB.

Bo Bcex yronkax AszepbaiiikaHa — Ha )KUBOIKUCHBIX PAaBHUHAX U B BEJIU-
YECTBEHHBIX TOpPax, TOPOAAX U CeNlaX — CIBIIIHBI HEMTOBTOPUMBIE TOJI0CA Tapa,
casa, KIMaH4M, KaHyHa, y/a, He)KHbIE 3BYKH OanabaHa, 3BOHKUH TroJI0C 3yPHBI,
3a/lylIeBHBIC 3BYKH FapMOHH, TyTeKa U Hesl. B ceBepHBIX U ceBepo-3araHbIX
paiionax AszepOaiikaHa HCIIONb3yeTcs 1amOyp, a B HaxdbIiBaHe — SIH-TyTeK U
TYJIyM, Ha KOTOPOM MY3BIKAHTBI UTPAIOT YaCaMHU.

MacTuTble HCTIOTHUTENU POCIABUINCH UHIMBUAYAIBHON UTPOM Ha TEX WK
UHBIX MHCTpyMeHTax. W Takux ucnonuurenet B AzepOaiikane ObljIo HEMAIO.

Ucnonautenu, B pykax KOTOPBIX 3By4yaT HApOJHBbIE MY3bIKaJbHbBIC WH-
CTPYMEHTBI, BXO/ST B COCTAaB OPKECTPOB M aHCamMOJIeil HApOIHbBIX MY3bIKaJIb-
HBIX HTHCTPYMEHTOB [3 1, 68], KoTopble TOA00HO CUM(DOHUIECKUM OpKECTpam,
HapsIly C HAPOJHBIMH MEJIOUSMU UCTIONHSIOT KPYIHbBIE IPOU3BEICHUS (KOH-
LEPTHI, CFOUTHI) KOMIIO3UTOPOB [32].

AzepOaiipkaHCKe My3bIKaJIbHbIE HHCTPYMEHThI 000TalaloT HAllMOHAb-
HBIM KOJIOPHTOM 3BydaHHEe CUM(OHUIECKUX OPKECTPOB B ONEpaxX U OMEPETTaX.
Kommnosuropamu co3nanbl KOHIIEPTHI, COHATHI, IECHI U IPYTHE MYy3bIKaIbHbBIE
POM3BENICHUS ISl Tapa, KIMaH4H, ca3a, yia, KaHyHa, rapMOHH, OamabaHa,
Hesl, 3ypHBI, TyTeKa, Haraphl U raBaa.
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CBoell Urpoii Ha HallMOHAJIBHBIX MHCTPYMEHTAX MPOCIaBUINCh MHOTHE
MY3bIKaHTBI, KOTOpbIE YIOCTOWJIUCh BBICOKMX Harpaj M mnoudecteil. Coum
MacTEpCTBOM OTJIMYWINCHh U MAacTEpa-U3rOTOBUTENN HMHCTPYMEHTOB. Takux
MacTepOB MOYKHO BCTPETUTh BO MHOTHX YTrojKax A3epOaiikaHa.

My3bIKaJIbHbIE HHCTPYMEHTBI M UX UCIIOJIHUTENH — U3JIIO0IEHHBIE CIOXKE-
ThI JIMTEPATYPbl U M300PA3UTEIBHOTO UCKyCcCTBA. MM MOCBAIIAIOTCSA CTHUXH,
OHHU YacCTO M300pa)karoTcsi B KMBOIHCH, TpaduKe, CKYJIBITYpe U oOpasuax
MPUKIJIAJHOTO UCKYyCCTBA [5].

N3 azepbaiimkaHcKol My3bIKaJIbHOM KylbTypbl B Pemnpe3eHTaTuBHbBIN
CIIMCOK HEMaTepUaJIbHOTO KyJIbTypHOro Hacienus yenoedectBa FOHECKO
BKJIIOUEHBI MAaCTEPCTBO M3TOTOBJICHHS M HCKYCCTBO UTPBI HA Tape, azepoaii-
YKQHCKUI MyraM, UCIOJHSAEMbIN MOJ aKKOMIIAHEMEHT Tapa, KIMAaHYU U raBa-
Ja, UCKYCCTBO azepOaiipKaHCKUX alllUrOB C Ca30M Ha pyKax, BCEHAPOJHBIN
npa3aHuk HoBpy3, mpoBOAMMBINA C y4aCTUEM HCIIOTHUTENIEN Ha Pa3IuyHbIX
My3bIKQJIbHBIX MHCTpyMeHTaXx. B Crucke HeMaTepuaabHOrO KyJIbTYpHOTO
HaCJIEeIMs TaK)KE HAXOIUTCS YOBKAaH — TPAAUILMOHHAs BEPXOBAsl UTPa HA Kapa-
0axCKHX KOHSX, COIPOBOXKAaeMasi aHcaMOJieM 3ypHadei.

B nocneanue roasl nposeneHa Oonplas padoTa M0 BOCCTAHOBICHHIO 3a-
OBITBIX HAPOIHBIX MHCTPYMEHTOB U BKIIIOUEHHUIO X B COCTaB aHcaMmOunei. Pz
MHCTPYMEHTOB YK€ BO3BpalleH K “5ku3Hu’ 75]. I3 BocCTaHOBIEHHBIX MY3bI-
KaJIbHBIX HHCTPYMEHTOB O0Jiee JBaILATH JIET YCIIEUIHO JIEHCTBYET aHCaMOIb
CTapUHHBIX a3epOalPKaHCKUX MY3bIKAJIbHBIX HHCTPYMEHTOB, CO3JIaHHBIN
Memxnynom Kepumom.

B nacrosimiee Bpemst azepOaiiykaHCKUE MEBIIbl — XaHEH 1€ U HHCTPYMEHTa-
JMCTHI YacTO BBIEIKAIOT 33 PyOEkK, JOCTOWHO MpENCTaBisAs O0Oraryro Mys3bl-
KaJIbHYIO KYJIBTYPY CTPaHBI.

W nemano ciyuyaeB, Korna 3apyOekHbIe CIIyIIaTeNld MPOSBISIOT UHTEpEC
K HallMOHAJbHBIM MY3bIKaJIbHbIM MHCTpyMeHTaM. Hepenko camu CTaHOBAT-
Csl UCHOJIHUTEJISIMM HA T€X WIM MHBIX MHCTpyMeHTax. Hampumep, amepuka-
Her /bxeppu BepOok mpekpacHO UrpaeT Myrambl Ha KsSMaH4e, Tape U YIe.
Jxedppu YunObopr — Ha ksmaHue, a podeccop JInmibckoil KoHCEpBaTOPUU
®pannuu Mapk Jlronroiiu — Ha yie. bonbIioi nHTepec BbI3BajIl COBMECTHBIE
BBICTYIIJICHUS a3epOaliPKaHCKUX U 3apyOe HBIX MYy3bIKaHTOB. Bce 31O cBU-
JIETENIbCTBYET O TOM, YTO MY3bIKaJbHBIE HHCTPYMEHTHI COMMKAIOT KYJIBTYPY
3anagHoro u BoctouHoro mupa.

Pa3noo06pa3Hbie aHcaMOIIi 1 OPKECTPBI HAPOIHBIX MY3bIKaJIbHBIX HHCTPY-
MEHTOB JICHCTBYIOT B HAIllM JTHU MOBCIOAY — B CPEAHUX U BBICHIMX Y4EOHBIX
3aBEACHUAX U ABOpLAX KyJabTypsbl. [loxkanyii, He HalIETCS HU OJTHOTO KOJIJIEK-
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TUBA XyJ0’KECTBEHHOW CaMOESITeIbHOCTH, I7Ie Obl HU UTPAJH HAa HAIIMOHAIIb-
HBIX UHCTPYMEHTAX.

HecoMHeHHBI ycmexu M HamMx Npo(ecCHOHANbHBIX HCIOTHHUTENCH —
MHCTPYMEHTAIUCTOB. Jlydiine u3 HUX MPeICTaBISIOT azepOaiKaHCKOe My-
3bIKAJIbHOE MCKYCCTBO BO MHOTHX CTpaHax MHpa. AzepOailpkaHCKUN Hapo[
0 MPaBy BOCXMILAETCS U TOPAUTCS UMH.

B name Bpems BOCCTaHOBJICHHE, YCOBEPIICHCTBOBAHHE MY3bIKAIbHBIX
WHCTPYMEHTOB, UX W3y4Y€HHE M 00yUYEHHE UTPE HAa HUX B CPEIHUX M BBICIINUX
MY3BIKaJIbHBIX yUEOHBIX 3aBEACHUSAX — OJIMH M3 HACYIIHBIX BOIPOCOB, CTOS-
IIMX TIepe]l STHOMY3bIKOBEIaMH, OpraHojoraMu, nefaroramMu Asepoaiixana
Y U3TOTOBUTEIISIMA HHCTPYMEHTOB.

My?3bIKallbHbIE HHCTPYMEHTHI IEPEAAIOT AYMBI U YasHUSI HAPOJIA, €r0 BKYC
U YyBCTBO NMPEKPACHOTO, SBISIIOTCS BAXKHBIMH MOKa3aTeIsIMH TyXOBHOTO Ca-
MOCO3HAHUS HAIlUH.

JPEBHUE A3EPBANTKAHCKHUE
MY3bIKAJBLHBIE UTHCTPYMEHTBI

K rory u roro-3anagy ot baky Ha paccrossHuu 60 kM, Ha Teppuropuu lo-
OyCTaHCKOTO HAlIMOHAJILHOTO MCTOPUKO-XYI0’KECTBEHHOTO 3aIIOBEHNKA, BKITIO-
YEHHOTo B crucok 00bekToB Beemupnoro Hacneaus FOHECKO, y ceBepo-Boc-
TOYHOTO TOIHOXbsI TOPBI JKMHIHpAar HAXOAWUTCSl €CTECTBEHHBIA JTUTOPOH —
easanoaut (“xameHb — OyOeH™”), CTOSIITNIA Ha IBYX KaMEHHBIX oropax. [Ipu ymape
10 HEMY HEOOJBIIMMHU KAMHSIMHU W3BJICKAIOTCS 3BYKH, HATOMUHAOIIME METaJl-
JUYEeCKU 3BOH. B 3aBHCHMOCTH OT y4acTKa IIBIOBI, IO KOTOPOMY HAHOCSTCS
yaapsl, IOJIy4aroT, 110 KpalHEeW Mepe, TPU Pa3HOBBICOTHBIX 3BYKa. 110 MHEeHHIO
M3BECTHOTO apxeosora u dTHorpada Mcexara Ixadapsane (1895-1982), stot ka-
MEHb CITYKHMJI MY3bIKQJIbHBIM HHCTPYMEHTOM. TaKkoii e KaMeHb OOHapyKeH Ha
HIKHeH Teppace beroknama [71], B 7 kM K toro-3anany ot Jxunrupaara. [Tox
PHUTMBI, CHITPaHHBIC HA KAMHAX — OyOHaX, IPEeBHUMH TUIEMEHAMU UCTIOHSIINCH
pHUTyalbHbIC TaHLBL TaHIEBaTbHBIC CIIEHBI M300pa)XEHBI HA 3HAMEHUTHIX TO-
OyCTaHCKMX HACKAJIbHBIX PUCYHKAX, KOTOPBIE apXEOJIOTH OTHOCST K IEPUOAY OT
ME30JIUTA — 3MIOXU KaMeHHOro Beka (10-7 ThicaY JeT 10 H.3.) IO CPEIHEBEKOBBSI.

Ha omHOM U3 pUCYHKOB KepaMHUYECKOU MOCY/bI, 0OHAPYKCHHOU B JIPEB-
HeM asepOaikaHcKkoM ropoauiie JKUraMplil, KOTOPOM MpUOTU3UTEIBHO
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BOCEMb ThICSY JieT [33], n300pakeH 4eJoBEK CO CTPYHHBIM MHCTPYMEHTOM
B pyKaX, OKPY>KEHHBI MY3bIKAHTAMH, TAHIIOPAMHU U AIJIOAUPYIOLUIUMH €My
3pUTENSIMU. A Ha IpyroM pUCYHKE — IIEBELL, Iep KAl pyKy 3a yXOM (THIIHY-
Hasl 1032 JUIsl XaHEH/IE), U MY3bIKaHTbI, UTPAIOIINe Ha HHCTPYMEHTAX — YaHe,
wax-negup, cowa-Hazapa i meoui.

Ha 6pon3osoii wamre (IV B. 10 H.3.), HaliilcHHOW B IpyroM a3epOaiiKaH-
CKOM ropozuuie — 3uBHe, N300pa)KeH Kpell MyroB — OTHEMOKIIOHHUKOB, UT'pa-
IOIMI HA CTPYHHOM MHCTPYMEHTE, TIOX0KEM Ha cas3.

B T'egaGetickom paiione Ha ckiioHe TOphl y cena bérok Kapamypan pac-
MOJIOKEHA KPEMoCTh 3eHITana, Ie, 1Mo MpeaaHnuio, 3BOHOM 3eHed (KOJIOKOJIa)
OTIOBEILAJIH O MPUOIMKEHUH Bpara.

[Ipu apxeonornueckux packornkax B okpectHocTu cenenus Lllarsipnap oko-
710 ropoza bapapr 6611 00HapyX)eH 00IOMOK KepaMU4eCKON MOCYAbI, H3TOTOB-
nennoi B [V-11I BB. 10 H.3., ¢ U300pakeHNEM KSHILMHBI, UTPAIOIIICH Ha uaHee.

B kpaeBequeckom my3ee ropoga Arcradbl XpaHUTCS CBUCTYJIbKA — 6ypoOye
u3 Mecteuka ['tom6e3, otHocsmascs K [V B. 10 H.3. OHa nipencTaBisieT co0oi
3a0CTPEHHBI KHU3Y MUHUATIOPHBIN TIIMHSHBINA KyBIIMH. Takue ske OypOyru
B (hopme ntur ObUTM OOHaApykeHbl Ha Teppuropun ['abanunckoro, Mcemamns-
nuHCcKoro u ['yOuHckoro paitonoB A3epOaiimkana (3moxa Opons3sl), B baky —y
kpenoctHoi ctensl Muepu-mexep (XII-XIII BB.) [3].

Ha cepeOpsiHoM Konblle M3 MecTeuka [apareme Ymxkapckoro paiioHa
AzepbaiijpkaHa BRITPaBUPOBAaHA (PUTypa 4YeIOBEKa, UTPAIOIIETO Ha TyXOBOM
WHCTPYMEHTE Oanaban. Bo3pacT Koiblla CBBINNIE BYX ThIcsSueneTHii [24]. B
X0Jie packorok B ["'abanuHckoM paiioHe ObUTH 0OHAPY>KEHBI METHBIM KOJIOKOJ
U HIapOBUIHBIN 2yMpo6 (MOrpeMyIIKa) U3 IIMHBI C TPEMs KPYIVIBIMU KaMelll-
KaMH BHYTpH [3].

[Tpu packomnkax BOimM3uM ropoga MunrsueBupa, B [ enabekckom paiioHe u B
cene Jlomannap XomkaBeH ICKOTO paiioHa HaMIEHbI OPOH30BHIE MTOJIBECKH C TI0-
rpeMymkaMu-0yoeHunkamu (3uinevipos) (koner 11 — vagano I eic. mo H.3.) [1].

B mectHoctn Egnurene ®@u3ynmHCKOro paiioHa, B IByX KAMEHHBIX MO-
THJIBHUKAX V BeKa 00HApYKEHBI CUHOXCU, COCTOSIIIINE U3 TTapbl KPYIIIbIX Mel-
HBIX Tapesok [24].

B MacannuHckoM paiioHe HaliIeHbl PEBHUE YIApHbIE HHCTPYMEHTHI (Ha-
XOnATCS B My3ee ¢. XUIIKEAepe), OAUH U3 KOTOPBIX - medulb, IPEACTABISET
co0o¥i BBIIONOICHHBIM M3HYTPU NyOOBBIH MEHb C HEOOJBIIUM OTBEPCTHEM
cOOKy. 3BYKH U3BJIEKAIOTCS yapaMU MajovYeK M0 LEeIbHOMY BEpXHEMY CpE3y
nHs. J[pyroli MHCTPYMEHT UMEET JIEPEBIHHBIN KOPITYC TPYIIEBUIHONU (DOPMBI,
Ha KOTOPBIA HATAHyTa KOKa. TPeTHil HHCTPYMEHT — CUHOJC — TIPENICTABISET
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co0o0¥i BBIMYKJIBIA OPOH30BBIN AUCK, U I yAEp)KaHUS HAa PyKe OH CHaOXXeH
3aKpEIICHHOM B LICHTPE BEepeBKoii [43].

Ha cepebpsanoii nocyne otHocseiics k [II-VII BB. u xpansieiics B Op-
mutaxe (Cankr-IletepOypr), BRIrpaBUpOBaHBI M300paKeHHS TAHIIOBIIHIL, O/
Ha U3 KOTOPBIX JACPHKUT IJIATOK, a Apyras - uiax-uiax (KaCTaHbETHI).

B necnsix reponyeckoro Tropkckoro snoca “Kurabu-/ene lopryn” (“Kuaun-
ra [Ipaorua T'opryna” wnm “Kuaura moero nena Kopkyna™), CrokeT KOTOPBIX
orHocutcs K VI-VII BB., BCTpeyarOTCs TakWe HA3BaHUs MY3bIKAJIBHBIX HH-
CTPYMEHTOB, KakK 2ony3 (CTpyHHBIN), 3ypHa, 6opy, 0yoyk (IyXOBbIC), Hazapa,
oasyn, Kyc, mebun-oaz (memopannsie) [16, 44].

[{eHHBIMM HCTOYHMKAMHU JJIsi M3YyYEHUS MY3BIKAJIBHBIX MHCTPYMEHTOB,
OBITOBABIIMX B CPEeIHUE BeKa B AzepOaiikaHe, CITy:KaT IPOU3BEICHUS Kilac-
cuyeckux modtoB. Jto ['arpan TebOpusu (1012-1081), Xaranu [llupBanu
(1126-1199), Huzamu 'samxesu (1141-1209), Axsaau Maparau (1274-1338),
Accap Tebpusu (1325-1390), I'azu bypxanenaun (1344-1398), FOcud Man-
nax (XIV B.), Umanenaun Hacumu (1369-1417), Ixxaxanmrax Xaruru (1397-
1467), Hemarynna Kumsepu (1445-1525), Xa6ubu (1470-1520), I1lax Ncma-
un Xarau (1487-1524), Myxammen @uzynu (1494-1556), A6au Gex Illupa-
3u (1515-1589), Myxammen Amanu (1536-1610), @egan Tebpusu (XVI B.),
I'oBcu TeOpusu (1568-1640), Pyxnennun Macyn Mecuxu (1579/80-1655/56),
Caub Tebpusu (1601-1677) u npyrue. Takke Ha3BaHUS MYy3bIKAJIbHBIX WH-
CTPYMEHTOB, KOJMYECTBO CTPYH M HMIPOBBIX OTBEPCTH, OmMUcaHUE (OPMBI
KOpIyca, Marepuajla M3rOTOBJIECHMSI, COCTABHBIX YacTed M CIOCOOOB HUIPHI
Ha HUX cojaepkarcs B nmosMme “‘Jlactann-Axmesn Xapamu” HEU3BECTHOTO aB-
topa (XIII B.), reorpadpuueckom Tpymae “Amxand an-nyuss” (“Uymeca mupa”,
Hauaso XIII B.), ucropuueckom tpyne “Tapux-u anem apaii-u Abdacu” (“Ucto-
pust ykpamaresns mupa Adbaca”,1616) HMckenaep 6exka Mynmu (1560-1634).

Pyxomnuce Tpakrara “KuraOyn—aasap” (“Kuura o xpyrax”, 1333-1334 rr,
Bbonneanckas oubnmoreka, Oxcdopna) Bbaaromerocs azepOailykaHCcKOro My-
3pikoBenia Caduanmuna Ypmasu (1217-1294) pirouaet uzoOpaxeHnue yoa ¢
IIATHIO IBOMHBIMU CTPYHAMH U 7 JTaJIKAMHU Ha KOPOTKOM 1Ieiike. B ero apyrom
Tpaktare ‘“Pucaneitn-lllapaduiia” (“Kuura o 6ixaroponctsax’) yiu OTHECEH K
HamOoJIee COBEPIICHHBIM HHCTpyMeHTaM. B pykonmcu “Kutabyn agBapa” (Ka-
WpCcKas HallMoHaIbHasi OMOIMOTEKA) MPUBEICH PUCYHOK YaHTa ¢ 34 CTpyHaMHU.
Cpenu ropu30HTaIBHO JISKALIINX HHCTPYMEHTOB TUIA HUTPOBbIX Caduanaun
YpMaBH BBIAETSET KAHYH C TPANCUUEBUIHON U HY3Xam - ¢ MPSIMOYTOJIbHON
dopmoii koprmyca. COBpeMEHHUKH YTBEPKAAIOT, YTO OH CKOHCTPYHPOBAI JIBa
WHCTPYMEHTA — HY3xa (al-Hy3xa) u myeHu (an-myranuun) [73].
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B Tpymax azepOaiiykaHCKOTO MY3BIKOBEA, KOMIIO3UTOPA, MO3Ta, MEBIA
u My3bIkaHTa AOmynragupa Maparau (1353-1435) paccmarpuBarotrcsi GOpMBI
¥ BUJBI MY3bIKQJIbHOTO COIPOBOXK/IECHUS, CIIOCOObI HACTPOMKH U M3BIICUCHHUS
3BYyKa, MPUEMbI U T€XHUKA UCTOJHEHUS [6,73]. My3bIkallbHBIM UHCTPYMEH-
TaMm (uXx okoJyio 40) OH MOCBATHI IVIaBbl CBOMX TPaKTaToB “Maracumyn-aib-
xan” (“Ha3nauenune menonnii”) u “®apang-u amapa” (“Jlecsats noms3”). Ad-
aynraaup Maparau onuchIBaeT TakKe My3bIKalbHbIE HHCTPYMEHTHI, H300pe-
TEHHBIE UM caMHM. Tak, yunu casvl kacam coctosl u3 76 papdopoBbix varl
Pa3IUYHOIO pa3Mepa, pacHoOKEHHBIX B 3 psiaa, B MOPSAIKE YMEHBIICHUS UX
pa3zMepa. Yaium 3anofaHsUIHCh BOAOH, MPHU yAape MO HUM H3/1aBaJIMCh Pa3HO-
BBICOTHBIE 3BYKH. IHCTpyMEHT ca3wbl angax, BHEIIHE HAIIOMUHAIOLINI COBpe-
MEHHBIN KCHJIOPOH, COCTOST U3 46 MEIHBIX IJIACTHHOK, PACIIOJIOKEHHBIX B 3
psana: B mepBoM psay 10, Bo Bropom u B TpeTbeM no 18 mryk. Kak ormeuaer
AOnynragup Maparau, UHCTPYMEHT KaHYHU-Mypacceu Myo0aseap YyIOMHUHAI-
csl B TpyJax MpPEeIIeCTBYIONMX MY3bIKOBEZIOB, HO B €ro BpeMs ObLT yke 3a-
ObIT. /17151 ero BO3pOKI€HHUSI OH UCII0JIb30Ball BBIA0I0ICHHBIN CTBOJI IepeBa, Ha
OTKPBITYIO CTOPOHY KOTOPOro HatsiHya 36 cTpyH. IIpu BpaieHuun kopiyca ¢
MOMOIIBIO JBYX 3aTSATUBAIOIINXCS BEPEBOK, MPUKPEIUICHHBIX K HHCTPYMEHTY,
IUIEKTPOM MPUKACATIUCH K CTPyHAM M U3BJIEKAJIN 3BYKH.

B tpakrare AGnynmomuna Caduanauna “bexmxaryn-pyx” (“Pagocts ay-
mm”’, XVII B.) onmuChIBalOTCS KOHCTPYKTUBHBIE OCOOCHHOCTH apeaHyHa, bap-
bama, xamyna, kamanyu 1 manobypa. B pasznene, o0pa3HO OOBSCHSIONIEM B
CTHXaX MEJIOJNYECKNE KPYTH, IPUBOJATCS HA3BAHUS YaH2a U Ya2aHe.

B “PykoBoACTBE 110 BOCTOUHOM MY3bIKE”, JOIIEIIIEM O HAC B CIIMCKE
XVIII cronerust, XapakTepu3yIlOTCsl KAHYH, Yane, apeaH, kamanya, Heu. O0-
CTOSITEILHO OMUCHIBAIOTCS MAaHOyp, UMEIOIIHHA S5 CTPYH U 29 NaJKOB C UX Ha3-
BaHUSIMU, a TAaKXKE Hell U €r0 Pa3HOBUIHOCTH (bamoan, 0agyo, wmax-mancyp,
bonaxenk, Mmycma-xacat, xagpmu-6eno, crontopoe).

B nmstom pazgene tpakrara “Ansap” (“Kpyru”, XVIII Bek) aHOHUMHOTO
a3zepOaiiKaHCKOTO aBTOPa pacCMaTpPUBAIOTCS HACTPOUKH yoa, uanea v Hast [ 18].

CBeneHust 0 My3bIKaJIbHOM JKU3HU TOPOXKAH, B TOM YHCJIE MY3bIKAJIBHBIX
WHCTPYMEHTAaX, OCTAaBUJIM B CBOMX 3aIMCKAX BEHEIIUAHCKUE Ty TEIIECTBEHHUKH
u nuriomarsl Karepuno 3eno u Mocadar bap6apo, mocerusmire Azepoaiixan
B 1471-1473 u 1474-1478 rogax COOTBETCTBEHHO, UTAJIbSIHCKHUI MyTEIIECT-
BeHHUK [lerpo Jlenna Bane (1617), pycckuii kynen @enop Koros (1623-1624),
HEMEIKUK yueHbI u myTemecTBeHHUK Anam Oneapuii (1636-1638), Typet-
Kul myTemecTBeHHUK DBims Yeneou (1647, 1655-1656), ronnanackuii pemec-
JeHHUK U nmytemecTBeHHUK SIH Ctpéiic (1672), HemenKkuili HaTypaiucT, Bpad U
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nyrteniecTBeHHUK JHrensoept Kemmdep (1683, 1684), rommaHackuii Xymox-
HuK 1 apxeonor Kopuenuit ne bpyun (1703), aunmomar Apremuii BonbiHckuii
(1716), dpaniy3ckuii mucarensb Anexcanap Jroma, orerr (1858-1859) [3].

Ha crpanuiiax ManyCKpHUNTOB, YKPAIIEHHBIX XYI0KHUKaMU T€OPHU3CKOU
HIKOJIBI, pykoBoaumoin Cynranom Myxammenom (1470-1555), u apyrux mkosn
UMeeTCs O0JIBIIIOE KOMMYECTBO MUHHUATIOP CO CLIEHAMHU MY3bIKaJIbHOMW KU3HU.
[Io HUM MOYXHO CyIUTh O BHEIIHEM BHJI€ MY3bIKaJbHOIO MHCTPYMEHTA, OT-
JIEJIbHBIX €T0 KOHCTPYKTUBHBIX 0COOEHHOCTSIX, MaHEPE UCIIOJIHEHUS, COCTaBE
ancamoeit [5].

Onupasicb Ha BbIIIEyKa3aHHbIE MCTOYHUKH, PACCMOTPUM MY3bIKAJIbHbBIE
MHCTPYMEHTHI, OBITOBABILIUE B CPETHEBEKOBOM A3zepOaiikaHe.

CTpyHHbBIE HHCTPYMEHTHI (XOpaA0(OoHbI)

Xots B medatu [82] BbICKa3bIBajgach MBICIh 00 U300pETEHUN Tapa BBI-
JAIOUIUMCST MY3bIKOBEIOM, (PHIIOCOPOM M yUEHBIM-3HLUKIONEAUCTOM A0y
Hacpom anp-®apadbu (873-950; pogom u3 TypkectaHa), 3TOT MHCTPYMEHT
MOJIy4UJT IIUPOKOE PACIPOCTpaHEHUE TOJIbKO B AsepOaiimkane u Hpane.
[Ipennonaraercs, uro Tap B Mpane nosBuics B nepuon auHactuu Kampkapos
B pe3yiabrare 3Bosironuu B XVII-XVIII BB. 1pyrux upaHcKux UHCTPYMEHTOB
[39,78], nnm xe murpanuu B konue XVIII B. ¢ Kaskaza [38]. Ho o cymect-
BoBanuu Ttapa B XI, XII, XIV, XVI-XIX BB. cBumerenbcTBytoT ctuxu bada
Taupa Ypwsina, @appyx Cucranu, ['arpana Teopusu, Xaranu [llupsanu, Ac-
capa Teopusu, Myxammena ®uszynu u ['oscu Tebpusn, Pyknennuna Macyna
Mecuxu, Canba Te6pusu, Kacym 6exa 3akup, Cenna Asuma [llupBanu.

Kopmyc yna umen rpyeBuiHyo nin okpyriyto ¢opmy. Ha otornyroii Hazan
rosioBke pacrnosaraiuch 10-11 KoJIKoB, COOTBETCTBYIOIINX KOJTUYECTBY CTPYH.

Bap6ar 6bu1 pasmepom Oosblie yaa, IMeNl CeMb IIETKOBBIX CTPYH, HaTA-
HYTBIX Ha KOJIKU.

Hlaxpya, cxoxuii ¢ yaoM, ObUT JJIMHHEE €r0, UMEN JIeCATh CTPYH; Kaxk-
nast JTUHHAS ¥ PacHojOKEeHHBIE PSAJAOM KOPOTKHE CTPYHBI OBUIM MapHBIMHU.
Ha ueprexe u3 Kaupckoro cnucka “Kurad an-Mycurn” (Kauru o my3bike)
anpb-Qapabu maxpyq U300pakeH B BHUJIE YETHIPEXYTOJILHOTO PE30HATOPHOTO
SIIIAKA C OOJBIIMM YHUCIIOM HATSHYTHIX CTPYH [77].

Kopmyc MuHoroctpynHoro (6onee 30) yaHra mpencraBiisi coOOM ayro-
0o0pa3HbIil U pacIIUPSIOUIUICS KHU3Y pe3oHaTop. BepxHss yacth ero ObLia
pe3ko n3ornyra. K HukHER yacTu pe3oHaTopa NPUKPEIUUINCh OCHOBAHUE U
JUIMHHBIN ITUT A1 yHIopa HHCTPYMEHTA BO BPEMsI UT'PBI B TIOJI.
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Huxnss nonosuHa kopnyca pydada 3akpbiBanach KOKEH, a BEpXHSA — Jie-
peBsiHHOM focKoi. [TpumeHsuch pa3HoOBUIHOCTH pyOada ¢ 3-6 MIETKOBBIMH
cTpyHaMmu. MHOT/Ia 0/THA 13 CTPYH 3aMeHsIach cepeOpsiHOM.

Jytap, TaHOyp U ero pasHOBHIHOCTH (ceTap, yaxaprap, NSHIKTAp,
HemTap), UM HeOONIBIION TPYIIEBUIHBIA KOPIYC U JJIUHHYIO HIEHKY C
JaJKaMH{, Ha BEpXHEN 4aCTH KOTOPOH 3aKPETUISIUCH KOJIKH.

Ca3 u 1oHrap 1no cpaBHEHUIO ¢ TaHOypoM nmenu 0osiee yITMHEHHBIH KOp-
yc.

HwxHas yacTh Kopmyca pyaa Oblia OKpYIIONW U MOKPBITA KOXKAHOH MEM-
OpaHoii, a ero BepxHss 4acTh YUIMHEHA U CIIETKa paclUIMpeHa B CpeAHe vac-
tu. Koprmyc, miaBHO ccykasich, epexoIul B JUIMHHYIO 1IeHKy. ['ooBka Oblia
KpPIOYKOOOpa3HO 3arHyTa. 3BYKH Ha YETHIPEX KHJIbHBIX MU MIEIKOBBIX CTPY-
HaX M3BJIEKAJIMCH IPH ITOMOLIH IUIEKTpa.

ApraHyH coeauHsi1 ocoOeHHOCTH pyOaba, 6apOara, yanra u TaHOypa.

Kopnyc kanyna nmen ¢popmy ueTsipexyroibHuka. Ha Hero HaTsiruBaioch
BOCEMb TPOUHBIX (TPEXXOPHBIX ) CTPYH, KOTOPbIE HACTPAUBAJINCh B 3aBUCUMOC-
TH OT MEJIOIUN.

Ha npsMoyronbHelii KOpIyc HY3XM 3aKpeIUIsJIach TOHKas JEpEBsIHHAs
JIEKa, 110 BCEH €€ JUIMHE HATSATMBAJIUCh 27 MapHBIX CTpyH. MexXay HUMH, Ha
JIEBOM M MPABOM YaCTAX KOPITyCca pacroiarajauch OJMHAPHBIE CTPYHBI Pa3HOU
JutnHBL. O011ee Koan4ecTBo cTpyH Aoxoauiio a0 108. Ilpu urpe Ha Hy3xe, Kak
U Ha KaHyHe, MOJIb30BAIMCH MMAJIbIIAMU 00EUX PYK.

Myruamn o0benuHsI B ceOe KOHCTPYKIUIO pyOada u Hy3xu. lllecth koi-
KOB pacIojarajich Ha BEpXHEH JIEBOW YacTH LIECHKH, a TPU - HA €€ HUKHEN
npaBoii ctopone. Haa mupokoii nexoii u rpudom HaTATHBaIIOCh 39 CTpyH.

N3o6perennas Pzaagaunom IllupBanu memxana nMena OTOTHYTYIO Ha-
3aq rojoBKy. E€ rpud mo cpaBHEHUIO ¢ yaoM ObUI JUIMHHEE, BEPXHSSA 4acTh
KOpIyca o0TAruBajgach pblObUM ITy3bIPEM.

IlemTaii umen OONBIION TPYIIEBUAHBIA KOPITYC M CYIIECTBOBAJ B TPEX
Pa3HOBUIHOCTAX, PA3IMUYAOIIUXCA MEXIy cOo00M mo anmuHe rpuda u Hamm-
YUI0 KOPOTKUX PE3OHMUPYIOIIMX CTPYH B BEPXHEH 4acCTH JEKH.

O3aH 10 CpPaBHEHHIO C JPYTMMH CTPYHHBIMH WHCTPYMEHTaMU HMel 00-
Jiee yAJIMHEHHBIA KOPIyC, IBE€ TPETH KOTOPOTO NMOKpPbIBAIUCH Koxeil. Horna
IPUBSI3bIBAIACH U KOPOTKAsl, OypIOHUPYIOIIasi CTPYHA.

JIByXCTpyHHBIN 1aMOyp UMeN YIJIMHEHHBI COBKOOOpPa3HBIM KOpIycC, 3a-
KaHYMBAIOUIUIICS KHU3Y TPEX - WIH YEThIPEX3yOLeM.

CeMHCTpPYHHBIN YOI'yp C TPYLIEBUHBIM YCEUEHHBIM KHU3Y KOPITyCOM U
JUTMHHOW IIEWKON MMeJI TOJIOBKY HaIlo00ue Tapa.
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Yexecaex ¢ 8 uinu 9 ctpyHaMH oTiIMYaics OOJBIINM, CIETKa YITUHEHHBIM
KOPITyCOM.

My3bIKaNbHBI MHCTPYMEHT THUIA IMUMOAN, UMEIOMINN KOXKAHYIO JEKy U
24 cTpyHBbI, TaKKE HA3bIBAJICS YAHT.

Canryp no ¢popme KopIyca IpeAcTaBisl COOOU TpanelMeBUIHBIN SIIUK.
96 MeTalNIMYeCcKuX CTPyH, NPOXOJs HaJl JEKOM, OAHUM KOHIIOM MPUKPEILIs-
JUCh K ITU(TAM, a IPYyTMM — K METaJUIMYECKUM KoJKaM. TpexxopHble CTpy-
HbI OIMPAJIUCh Ha MEpEeMEIatoIIrecs MoAcTaBku. rpanu Ha HeM najouKkamMu
C 3arHYThIMHM KOHLIAMH.

KsamaHua cocrosyia U3 OTHOCHUTENBHO HEOOJBIIOIO KOpITyca, KpyIIon
IICHKH, 00JIee YIJIMHEHHOM 10 CPAaBHEHHIO C COBPEMEHHOM, ¥ (PUTYpHOI HOXK-
KM, CITy’Kalled B KaueCcTBE MOACTaBKU. /{7151 IByX CTpyH HHCTPYMEHTA UCIIOJIb-
30BAJIA BOJIOCHI KOHCKOTI'O XBOCTA WJIM LIEIKOBbIE HUTH. [103aHEE KONTMUEeCTBO
CTPYH JOCTHUIJIO YETHIPEX.

CMBIYKOBBII HHCTPYMEHT YaraHe ¢ 4 cTpyHamMH MUMeJ KPyIHBINA Ipylie-
BUJIHBIN KOPITYC, IEPEBSAHHYIO JIEKY W JUIMHHBIA HAKOHEYHUK, KOTOPBIN YIH-
paJcs B IOJI BO BPEMsI UTPHI.

JIpyro TpexCTpyHHBIM CMBIYKOBBI MHCTPYMEHT YaraHar MMeN JUINH-
HYIO LIEVKY U KPYIJIbII KOPITYC.

JyxoBble HHCTPYMEHTHI (a3p0(oHbI)

Heii npeacrariisn co0ol ITMHHYIO TPYOKY HEOOJBIIOro quamerpa. Pasz-
ME€p MUHHUATIOPHI HE TTO3BOJISUT XY/I0KHUKAM I10Ka3aTh UTPOBBIE OTBEPCTHS Ha
CTBOJIE, HO TI0 TIOJIO’KEHUIO MAJIbIIEB MOKHO MPEITOIOKHUTh, YTO UX OBLJIO HEC-
KOJIBKO, M pacrioyiarajiicb OHM B HUYKHEW YaCTU MHCTPYMEHTA.

Haii m3rotoBisuics 00BIYHO M3 TPOCTHUKA, HO TPO(ECCHOHABI YIIOTpPE-
OJISITM €T0 JEPEeBSHHBIC PA3HOBUIHOCTH — OCNbIA M YepHBIA Hall. benpiii Hait
(nHatiu-cegpuo) - mpsimas mosas Tpyoka muHON 75-80 cM, mMmen 8 oTBepCTHiA
Ha JINIIEBOM M | Ha TBUTLHOU cTOpoHax. YepHbIN Hall (Hatiu-cusx) Wi Muzmap
ObLT OoJiee coBepIIEHHBIM. J[JTMHA €ro cocTaBisiia MOJOBUHY JJIMHBI OEIIOTO
Has. B cTBOJI ¢ 7 UTPOBBIMU OTBEPCTUSAMH BCTABJISIICS TPOCTHUKOBBIN MUIIIMK.
WNHcTpyMeHT cHaOXaJics KpyTJIoi MIIAaCTUHKOW JUTSt OTIOPHI TYO.

3ypHa (cypHa) OblIa e1re Kopode 1Mo CPaBHEHUIO ¢ OCIIBIM U YEPHBIM HaeM,
MO3TOMY M3 HE€ M3BJICKAIUCh OUYEHb BBHICOKHUE 3BYKH. [10 pasmepy oHa mpeBoc-
XOJIiJIa COBPEMEHHBIE BUJIbI, UMeJIa 7 UTPOBBIX OTBEPCTHI U ITUPOKHUIA pacTpyo.

Msrko 1 HEKHO 3ByUalllie Heilue-0a1adaH v TyTeK, B OTJIMYUE OT 3yPHBI,
IPEICTaBIsUIA COO0M MpsAMbIE TPYOKH.
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Mycurap — MHOTOCTBOJIbHAsS (prieiiTa, cocTosmas u3 Tpyook (o 20) pasz-
HOW JJTMHBI, CKPETIJICHHBIX MEXIy COOO0H B BO3PACTAIOIIEM MOPSIIKE — OT ca-
MOU KOpOTKOM TpyOKH 70 camoil IJIMHHON. BO BpeMsi UTpbl HHCTPYMEHT pac-
MOJIATaJICsl BEPTUKAIBLHO, OTKPHITHIMU KOHIITAMU TPYOOK BBEPX H yACPKUBAIICS
OJTHOM pyKOH 3a HUKHHMM KOHEL, a IPyroH - 3a y3Kyt0 4acTb. OTKPBIThIE KOHIIBI
TPYOOK COMPHUKACAIHUCH C TyOaMH HCTIOTHUTETIS.

JlaryHHbIE TPYOKM apraHa pacroJiaraluch psaMu, a BbIIIE€ HUX 3aKperl-
JSUTMCH JITMHHBIEC TPYOKHU C HU3KUM 3BYyYaHUEM. 3a TPYOKaMU HAXOTUIICS MEX
JUIsl BAyBaHUs Bo3ayxa. Ha Mex naBuiM j1eBoi pyKoM, MajibliaMu K€ MpaBoi
PYKH HOXHMaJId OOJbIITNE KHOIKHU, PACTIONOKEHHBIE y TPYyOOK, IPH ATOM OT-
KPBIBAJICS TOCTYII JUIsl BO3AYXa, U TEM CaMbIM MOJTYYaJIUCh 3BYKH PA3IMYHON
BBICOTHI.

Kapamnaii umen Bua npsiMoid TpyOKH, a raBayM (Coruyrtasi Tpyoa) — ayro-
00pa3HO M30THYTOTO B JIBYX MECTax pacTpyoa ¢ 4-7 KOIbIIe0Opa3HBIMH YTOJI-
meHusiMu. VX Hanuuue CBUIETENBCTBYET O TOM, YTO CTBOJIbI HHCTPYMEHTOB
ObUTH cocTaBHBIMU. KapaHaii 1 raBIyM HE UMEIU UTPOBBIX OTBepcTHid. H-
CTPYMEHT YIAEP’KUBAJICS OJHUM MJIU Yallle IByMsl pyKaMH pacTpyOoM BBepX, a
ryOBI COMPUKACAIIUCH C MYHIIITYKOM.

Bpon3zoBbiii Hepup ObLT BIBOE KOpoue kapaHas. Ha HeM MOXHO ObLIO 13-
BJIEKaTh BCETO TpH 3ByKa. bonee niumHHBIE HEDUPHI HA3BIBAIUCH GOPY, a CO-
THyTas poroM Tpyoa — max-HeQupom.

JpyToii CHTHAJIBHBIN MYHAIITYYHBIH OYT U3TOTOBIISIICS OOBIYHO U3 000XK-
JKEHHOM IVIMHBI.

Hleiinyp npeacTaBisyi cOO0M MPAMYI0 MEAHYIO TPYOy € pacIIupeHHBIM
KOHIIOM B BUJIE BOPOHKH.

Haiiu-xuk (OyparouHbiii, MEXOBOU Hail) mpeACTaBiIsLT cOO0M OyparoK, Ha
KOTOPBIM 3aKpeIIsJIUCh JIB€ TPYOKM C MUIIMKAMU, UMEIOUIMMH HaJpe3HbIE
sI3IYKH. BO BpeMs UTpbI B MeX HarHeTascs Bo3ayx. Ceiiuac 3TOT MHCTPYMEHT
Ha3bIBACTCS TYJIYM.

IlepennoHoYHbIe HHCTPYMEHTHI (MeMOpaHO(OHBI)

Hed wmen BuI KpyIriiod JAepeBSHHON oOeyaiiku, Ha OHY CTOPOHY KOTO-
poii HaTATHMBaIach Koka. Bokpyr 000/1ka Ha paBHOM PacCTOSTHUH JPYT OT APY-
ra BCTABJISIU MSTh Map HEOONBIINX KPYIIIBIX METANIMYECKUX MJIACTUHOYEK.
[To memOpane Own manbiaMu 000UX PyK.

Ha o6o/xe qampsbl 3akperuisuinch HeOOIbIINE KOJIEUKH, a Ha raBaJe — Oy-
O0eHunky. Ha Ma3xape konbia u OyOEHYUKH OTCYTCTBOBAJIH.
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Koprnyc Harapbl, U3rOTOBIEHHOTO U3 JAepeBa, UMenl (GopMy HHIUHIpA.
Jliiss MemOpaHbl UCTIOIB30BAIaCh KO3bs IIKypa. bosnbiias Harapa Ha3bIBajlach
oagyi.

Joxya mpenctarisii co00il MIMPOKYIO JIEPEBSIHHYIO 00€4ailKy HMIIMH-
Jpudeckoil Gopmbl, Ha KOTOPYIO C IBYX CTOPOH HaTsAruBajach Koxka. BeicoTa
JIOXyJia TpeBbIIaia ero AuaMerp. Bo Bpemst urpsl peMeHb, MpUKPEIIeHHbBIN
JBYMsl KOHIIAMHM K KOPITyCYy MHCTPYMEHTA, NEPEKUIBIBAJIICS Yepe3 IUIeHO, U
3BYK M3BJIEKAJICS yapaMHu JIByX JACPEBSHHBIX Mayouek mo MmemoOpanam. OnHa
U3 MAJI0YEK UMEJIA 3aKPYITIEHHbBIN KOHEL.

Teduna umen Gopmy UMIMHAPA U U3TOTOBISUICS U3 Meau Win Oponssl. Ha
OTKPBITYIO CTOPOHY €r0 HaTArMBAJIM BOJIYBIO WIKYpy. Urpamu Ha HEM IBYMs
NaJOYKaAMH.

Teona-6a3 vm TedaaKk-6a3 UMEN OTHOCUTEILHO HEOOBION YameoOpas-
HBII KOPIYC, HA OTKPBITYIO CTOPOHY KOTOPOIO HaTArMpajach koxa. MHcTpy-
MEHT 3aKpeIUBsICS K CeTy KOHS ¢ IpaBoi cTropoHsl. [lo curnany Tebun-6a3a
Ha 0XOT€ BBIITYCKaJIM COKOJIOB.

Jlym0OeK U3roTOBIISIICS U3 000XOKEHHOM TOHYapHOM TIIMHBI, JKeJie3a U Iepe-
Ba B (popMe MpoAoiroBaThix OOJIBIINX FOPIIKOB C OTKPHITHIMA HYKHUMH KOH-
namu. [Ipu urpe ero aepskanu MOAMBIIIKON U OMITH pPyKaMH 110 KOXKaHOM JeKe.

JymOya1 npeacTaBiisii OO0 MPOAOATOBaThIil O0UOHOK C PYUKOH.

Kyc nnm kée u3rotoBisuicst U3 Meu U ObUT MOXO0K Ha €BPOIEUCKYIO JIU-
taBpy. Jns nmomydyeHus: Oojiee yMEPEHHOTO 3ByKa OH OOTSTHMBAJICS CETKON M3
pemueii. [lo memOpane Ouim 1ByMsl MajouykaMu ¢ OOMOTaHHBIMH MaTepuei
KOHI[aMU.

BHenine u mo marepuaity U3roTOBIEHHUS C KycoM Oblila CXOAHA roma-Ha-
rapa c AByMsl KOpITyCaMH, HO OHHM ObUIM 3HAYMTEIHLHO MEHBIIETO pa3Mepa.
O06a KopIryca IpOYHO COCTUHSIIMCH MEXKITY COOOM.

[To memOpane mxudTu-Kkéca (mapHblii KEC) OMIM MAJIOUYKAMH C 3aTHYThI-
MU KOHLIAMHU.

Kopmyc Tadupsl ccyxaics B cpeHeit yactu. Bo Bpems Urpel ee Aepxanu
MOAMBIIIKOM 1 OWJIH 10 MeMOpaHe, BMECTO MaJIOUKU, PEMHEM.

Camo3Byuaniue HHCTPYMEHTHI (MAM0(OHBI)

3eHr — KOJIOKOJTBYHMK BEJIMUYMHON € KyJIaK, U3TOTOBIISUICS U3 MEU, OPOH3BI
U JIPyTUX METAJUIOB B BUJIE YCEUCHHOTO KOHYCa; Ha €r0 BHYTPEHHIOI YacTh
3aKperuIsyICcs A3bM0K. HebGompIme ero pa3HOBUAHOCTH HA3bIBAIUCH 3bIHIbI-
POB U 4yepec, a OOJIbIIINE — YaH U JAepai.
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XajgaxaJa npeacTaBisul coOOOM 30JI0TOM WM cepeOpsiHbINA OpaciieT, K Ha-
PYXKHOM CTOPOHE KOTOPOTO MPUKPETISTHCh OyOCHUNKH.

I'ympoB wiu reIMpo — OyOeHUHK, MPECTABIISI COO0M HEOObION TaTyH-
HBII TTOJIBIN MIAPUK, BHYTPH KOTOPOTO HAXOAMIIUCH JABA-TPU KPYTIIBIX KaMEIII-
Ka WM CBUHIIOBBIE IPOOUHKH.

CUHZK — JIBE MEIHBIC TAPEJIOYKH C PYKOATKAMHM, HAJEBABIIUMUCS Ha
0OJBIION M CpeHMH Majblbl, a 3u7 — MUHHATIOpHAs Pa3HOBUIHOCTbH Kac-
TaHBET.

JlarryTmu coctosi U3 ABYX OTAEIbHBIX INIOCKUX OPYCKOB PSIMOYTOIbHON
dbopmbI, oTHUaromuxcs pazmepamu. Ha HéM urpanu 1ByMs rnajodkamu.

lammrexk — aBe JIOKKH, CBA3aHHbIE BEPEBKOM BHYTPEHHUMHU CTOPOHAMU
JPYT K IPYTY, BHYTPU KOTOPHIX HAXOIWJIMCHh MEITKUE KyCOYKH METalIa.

HIax-max cocTosa U3 JABYX BBINYKIJIBIX KPYIJIBIX JEPEBSIHHBIX Yallleyek,
3aKpETUICHHBIX BEPEBKON K OTHOMY WJIM 0OOMM KOHIIAM PYKOSTKH.

Ksca — yama ¢ mupokoit BepxHel 4acTeio. Bo BpeMs Urpbl yaiy 3amoi-
HSUIMCh BOJIOM J10 PAa3HBIX YPOBHEW; y1apssi IO HUM NAJOYKOU, ITOJTyYalld pas3-
HOBBICOTHBIE 3BYKHU.

Tewrt mpeacTaBisul co00i yrmoTpedsieMblil B ObITY HErTYOOKHIl Ta3 w3
MEJIM C IHUPOKON OTKPBITOM CTOPOHOM.

Cadanib — UHCTPYMEHT, COCTOSIIINI U3 IBYX JEPEBSIHHBIX IPYTHEB C 3aK-
PEIUIEHHBIMU Ha HUX C IIOMOIIBIO KEJIE3HBIX METENb ABYMS METANINYECKUMU
o0pyyamu, Ha KOTOpbIe OB HAHU3AHBI XKeJIe3HbIe KobIla. [IpeBku pacmona-
rajJuch BHyTpH 00pyya.

JlpeBko kaMaHa ObliIa COTHYTO B BH/JIE JTyKa, HA €r0 TETUBY HAHU3BIBAJIUCH
MeTaJNINYECKUE TUIACTUHKH, KOJIblIa U OyOeHUMKH.

ArbI3-rony3 ObUT BEIKOBAH M3 JKEJIE3HOTO MPYTa B BUJIE MOJKOBKHU C BbI-
TAHYTBHIMU KOHLAMH, MEX]Ty KOTOPBIMU MPOTATUBAJICS CTATbHON S3bIYOK.

Cynast mo MUHHATIOpaM, MPU COJIHHOM HCTIOJTHEHHH HCIIOJIb30BaJIUCh Cas,
py0ab, yaHr, HeH, Toxyn U TeOm-0a3. Hepenko OapOart, yaHT WM )Ke YaHT, Py
u py06a0 3Byqasm BMecTe. CyIecTBOBAIM Ay ThI: apraHyH-4aHT, YaHr-aed (Ha
pyKax meBIa-xaHeHjae), ya-ned, Tanoyp-aed, cerap-ned, pya-ned, Heit-ned,
KapaHaii-raBayM. AHCamMOJIM BKJIIOUAIU CICAYIOIINE UHCTPYMEHTHI: Y, PYI,
ned u raBai; ya, ksmanua u ged; el (nBa), ned (1Ba) u maupa; mycurap, aed,
NoXyn u Tabupa; Mmycurap, Aed 1 raBaj; Mycurap, raBajl u Tabupa; KapaHaw,
raB/yM, 3ypHa U rouia-Harapa.

Bo Bpemst HapoaHBIX MTPEICTABICHUH B PyKaX YYaCTHUKOB 3ByUajIy ralliv-
reK, KOTOpbIe yAapsIuch APYyT 00 ApyTa, Ha Mosice Macrapaysl (1asina) 3BeHeIu
3BIHTBIPOB, TYMPOB, @ HAa HOTax TaHUOBUIUI] — XaIXaJbl [4].
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JIJis BOOAYIICBIICHUS BOMHOB M YCTpAIIEHUSI BparoB B 0010, a TaKkke B
MHPHOE BpeMsl, UTpaJIi Ha AyXOBBIX (KapaHail, Hail, TaBIyM, MEHIyp, MU3Map,
3ypHa, Mycurap, Hedup), MeMOpaHHbBIX (Kyc, TEOWI, 10Xy, Tabupe) U caMo3-
ByYalux (CHHJIK, Y€peC, 3€HT, KaMaH, JIepail) HHCTPyMEHTaXx.

N3 88 My3bIKaIbHBIX WHCTPYMEHTOB, OBITOBABIIMX B CPEIHEBEKOBOM
Azepbaiijkane, 10 HEAaBHEr0 BPEMEHM WUrpaju Tojabko Ha 17. brmaronmaps
ycwsam Memxayna Kepuma, A66acrymy Hamxadzane n Mamenann Mawme-
JIOBA [0 BOCCTAHOBJICHUIO YTPAYEHHBIX MY3bIKAJIbHBIX HHCTPYMEHTOB, YaCTh
u3 HUX (03aH, TOITy3, YaHr, OapOar, py0ad, mmpBaHCKHU TaHOYp, Py, Hy3Xa,
yarase, 4oryp, CaHTyp, K&c, ajBax, TaBlyM, apraHyH) BO3BpaIlcHa B 0OUXO]I.
M3roToBneHbl HOBBIE BHJIBI KsIMaH4H, OanmabaHa, caHTypa, JarTyTH, PEKOHC-
TPYHMPOBAHBI Tap U KIMaH4a, YCOBEPIICHCTBOBAHBI YaHT, OanmabaH, 3ypHa.

Kpome toro, I'aceim ['acbIMOB co31a1 HOBbIE UHCTPYMEHTHI 0xCYpa-yo,
CuUHa-yo, een-yo, tiek-map, 3ui-cas, 3yavgap, Mamenann MamenoB — kaman-
Kapoaxckuil, yO-meH, au-yioys, Upc, azepoauodxicad, pamuul, cesuiuiep,
anexmpo-kamanya, Amumkasan JIkaBaoB — cromcio-barabat, mionek, Heli-
eapu, 3ymsyme, 3ypHa-oanaoan, Ouxper I'ynues — ¢pumap, ®amuns ['ypOa-
HOB — Oac-kamaH, Myca SIky6oB — ksiMaH4y ¢ nmapHoii meiikoi, Mxtusp Ceu-
JIOB — JIAJTOHHBIN Hel, HaxublBaHCKUN TaHOyp, Maxmyn Canax — wew-kamat,
wepeu-map, Anunb XanunoB — 6yma.

Jlymaetcsi, He Jajiek TOT JIeHb, KOTJa CTapUHHbBIC a3epOalKaHCKUE MY-
3bIKAJIbHBIE MHCTPYMEHTHI 3aiIMYT IOCTOMHOE MECTO B COCTaBE HBIHE CYIIECT-
BYIOIIUX OPKECTPOB M aHCaMOJIel HApOAHBIX UHCTPyMEHTOB. [IpucoeanHuB-
IKCh K TPAJUIUOHHBIM HHCTPYMEHTaM, OHU OyayT crocoOCTBOBaTh Oosee
SPKOMY | OJINCTATEIILHOMY 3BYYaHHIO OPKECTPOB U aHCAMOJIEH.

MY3BbIKAJBHbI NTHCTPYMEHT
MHUPOBOI'O 3BHAYEHU A

Tap — mHanbosee MOMySPHBIN cpean a3epOaiKaHIICB MY3bIKaJIbHBIN WH-
cTpyMeHT. Ero oTnuuaromiasicst oT Apyrux My3bIKaIbHBIX HHCTPYMEHTOB (op-
Ma cpa3y NPUBJIEKACT BHUMAHHUE.

CouHble U KOJOPUTHBIE 3BYKH, JIBFOLUIUECA U3-IIOJ CTPYH Tapa, JIACKAKOT
CIIyX, O4apOBBIBAIOT CiIylIareseil. 1o, 0e3yCcl0BHO, OOBACHAETCS COBEPILIECH-
CTBOM KOHCTPYKIHMHU, HAIMYUEM CTAJIbHBIX U BUTBIX MEAHBIX CTPYH, II€PEAAI0-
IIMX BCE HIOAHCHI HAPOJIHBIX MEJIOAMMA, U, 0COOEHHO, MyTaMOB, HAJIMYHEM Ha
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rpude HHCTPYMEHTA IATH JaJIKOB, COOTBETCTBYIOIIUX CTPOIO MyraMoB, 0aco-
BOI CTPYHBI, HCTIOJIb3YEMOM UCKITIOYUTEILHO BO BPEMsI UX UCTIOJTHEHUS U JIPY-
TMMH OCOOEHHOCTAMHU HMHCTpyMeHTa. [Iupokuil 1uana3oH, spkoe 3BydYaHUeE,
NEBYYECTh, CBOCOOPa3HbIE PETUCTPHI, BO3SMOXKHOCTh UCIIOJIHEHUSI MHOTO3BYY-
HBIX aKKOP/IOB, BUPTYO3HBIX MACCAXKEH, JOCTHIKEHUE JUIMTEIbHBIX TUHAMU-
YECKUX HapacTaHUM U 3aTyXaHUH 3ByKa, KOJOPUCTUUYECKUX YKpalleHUH, rpa-
JTAI[M1 OTTEHKOB — BCE ATO MO3BOJISIET UCIIOIb30BaTh Tap B KAUYECTBE COJIBHOTO,
AKKOMITAHMPYIOIIETO, aHCAaMOJIEBOTO M OPKECTPOBOro MHCTpymeHTa. Ho Bce
€ Tap, B IEPBYIO OYEPE/Ib, 3TO IPU3HAHHBIM HHCTPYMEHT COJIBHBIX MyTaMoB,
KOTJIa B ITOJIHOM Mepe MPOSBISIOTCS MAaCTEPCTBO UCIIOTHUTEIIS M TEXHUYECKHE
BO3MO)KHOCTH MHCTpyMeHTa. Ha Tape 0coOeHHO sipKo mepenaroTcsi 4YyBCTBO,
HACTPOEHHUE, MEUYTHI YEJIOBEKa, TIOJTHO PACKPBIBAETCS €ro AyIIa.

Tap B epeBoze ¢ dapcu o3Ha4aet “crpyHa’, “HuUTH” [9,58]. OObIYHO 3TO
CJIOBO yHOTpEOIsIoCh Uit 0003HAY€HUS OJJHOTUITHBIX MHCTPYMEHTOB, OTJIHU-
YaOUIUXCS TOJIBKO YHMCIOM CTPYH, HallpuMep, HeKrap, AyTap, ceTap, dyaprap,
ISTHDKTAP, HICIITAp, B KOTOPBIX M3MEHSIOMIMICS IIEPBBIH CIIOT O3HAYAET Yncia
- OT OJHOTO JI0 IIecTU. TpyaHO 0OBSCHUTH MPUYMHY BHIOOPA KOPHS ATHX CIIOB
JUISL Ha3BaHHUsI MHOTOCTPYHHOTO MHCTPYMEHTA, KakuM siBisieTcs: Tap. Ckopee
BCEro, Ha3BaHWE Tapa MPOM3O0ILIO OT YIPOILIEHHUS cJioBa “TUMTap”’ (TUM —
3BYK, Tap/ap — IepeBo), O3Ha4YaromIero “3pyyaiee aepeso’ [35]. MaTepecHo,
YTO B Ha3BaHUU nomnysspHoro B LlentpansHoit A3unr MHOrOoCTpyHHOTO (70 16)
MHCTpyMEHTa TaHOYp 3a OCHOBY B34TO HE YHUCIIO CTPYH, a 3By4aHue (Ha JIpeB-
HETPEYECKOM SI3bIKE “TaH’’ 03HAYaeT CEepIle, a “Oyp” — Tep3ars).

Tonbko mamupckuii py6ad cuuraercs: OMM3KUM Tapy KOHCTPYKTHBHO. [1o
JpyTO#l BepcHH, Tap — HEKWid ruOpu TaHOypa u yaa [86]. B Gonee paHHHX
MCTOYHHMKAX BBICKA3aHa BEPCHS, UTO TAap BO3HUK M3 CETapa WIM ke reivexa
[39,78], mmupoko pacnpoctpaneHHbix B Upane. Ho 3Tomy BBIBOAY MPOTHBO-
pedar rpyuieBuaHas Gopma KOpryca cerapa M HalludHe JIEPeBSIHHOW IEKU
BMECTO KOKaHOMW. /[BOMHOM KOPIYC TaK)Ke MPUCYI] FEUYEKY, HO B OTIIMYUE OT
Tapa OH UMEET KOPOTKYIO IIEHKY M OTOTHYTYIO Ha3aj rojoBky. Kpome Toro,
Ha TefiYeKe UrparoT CMBIYKOM. YUUTHIBAsi 3T 0COOEHHOCTH, HE UCKITIOYAETCS
murpaius tapa ¢ KaBkasza, a uMeHHO - U3 AzepOaiimxkana [2,38], rie oH cran
HauOonee nmonyisipen ¢ X VIII Beka.

Hcrtopuueckn Tap ObUI HIMPOKO PACHpPOCTPAHEH B OTHOCHTEIBHO HE-
OonbiIOM apeane, orpaHndeHHOM A3epOaitmxanom u Upanom. OH umen nsTh
CTpyH (aBe Oernble, ABe KeNThIe, OHa OacoBast), KPYIHbIN U IITyOOKUN KOPITYC,
Ha JUIMHHOM IIeiKe HaBA3bIBAIUCH 27-28 naakoB. M3-3a TsHKECTH MHCTPYMEH-
Ta €ro BO BPEMS UTPHI JIEPKaJU Ha KOJICHAX WIIA HUXKE TPY/IH.
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B 70-e ronpr XIX Beka Tap ObLI pEKOHCTPYHPOBAH BBIJAOIIMMCS UCTION-
HuteneM, ypoxernrem Kapabaxa Mupzoii Caapirom Acan oty (1846-1902),
U3BECTHBIM B Hapoje Kak CaJbIr[KaH, IOTOMY YTO BOCXHUIIEHHBIE €r0 UIPO
CJIyLIaTeau HE MOINIM YJIEP>KaThCsl OT BOCKIMIAHUM “mkan!”, “Canpir mxan!”.
Bnavane on yBenuumi yucio cTpyH 1o 18, a 3arem orpanuuumics 13 crpyHa-
MU — JIB€ TPEXXOPHbIE CHU3Y, TApHAasi U OIMHApHAasi 0acOBbIE B CEPEIUHE U JBE
napHbIe 3BOHKHE B BEpXHEH yacTu rpuda, Ha meike xe octaBui 22 nanka. Bo
n30ekaHue UCKPUBIICHUS IIEHKH OHA 3aKPEIUisiiach Ha CIIEUAIbHOM BBICTYIIE
KOpITyca, a BHyTPH BBICTyIa OblJIa yCTaHOBJICHA AepeBAHHAs pacriopka. Kpome
Toro, CajpITKaH yMEHBUINII TOJIIMHY KOPITyca U BBIPSIMUII €70 OOKOBBIE CTO-
POHBI, pacIIMPUB TEM CAMbBIM BEPXHIOIO YacTh KOPITyCa U YBEIUYUB CUITY 3BY-
yauus. OONeryeHHbIN 0 BECYy HHCTPYMEHT yXKe MOKHO ObUIO JiepkKarh y Tpy-
JU. A 3TO 3HAYUTEJIBHO YBETUYMIIO UCTIOJIHUTEIBCKUE BO3MOXKHOCTH Tapa [19].

CHHCKaB MOMYJISIPHOCTh TAKOW KOHCTPYKITUEH Tap, OBICTPO pacmpocTpa-
Huics no Bcemy KaBkasy, Kapckoit oonactu Typuuu u LlenTpansHoit A3umn.
[IaructpyHnHsbIil Tap npogomxkain osrtoBats B LlentpansHom u FOxuoM Mpane.
Ha py6exxe XX cronerust upanckuii Mmy3sikanT ['ymam Xyceitn Jlapsu (1873-
1926) no6asui k HEMY 1IecTyto CTpyHY [39]. PekoncTpyrpoBaHHbIii Tap, Ha3-
BaHHBIN “‘azepOaiipkaHCKUM TapoM™ [2], HauOoJbIiee pacmpoCTPaHSHUE T10-
ayuun B AzepOaiikane, HaunHas ¢ nociennent uersepta XIX B. B 1929 rony
i obecriedeHus: Oosiee yCTOMUMBOM HACTPOWKM MHCTPYMEHTA YHCIIO CTPYH
OBLIIO yMeHbIeHO 110 11.

ITocne mmpoxoit auckyccuu B 30-X rogax MpoILIOro Beka IO BOIPOCY
COXpaHEHUs Tapa WM oTKa3a oT Hero [30], reHnabHOMY a3zepOaiikaHCKOMY
KoMno3uTopy Yseupy ['amxnOeinu ynanoch OTCTOATH €r0 B YHCJIE MHCTPY-
MEHTOB C PABHOMEPHO-TEMIIEPUPOBAHHBIM |2-TOHOBBIM CTpoeM [27] u Tem
caMbIM O0ECTEeYHTh €ro BKJIIOYEHHE B COCTAaB HOTHOTO, ONEPHOro U cuMdo-
HUYECKOTO OPKECTPOB. biarogaps 3ToMmy B CpeHUX CIIEIUATBHBIX MY3bIKaJIb-
HBIX Y4eOHBIX 3aBEACHUAX U KOHCEPBATOPUH CTAIN OTKPHIBATHCS KIIACCHI Tapa.

CocraBHbIC IEMEHTHI Tapa — Kopiyc (wanae), pactiopka (uu 2on), IpHK-
naz (xyn), menka (eon), TonoBKa (ka113), KOJIKU (auiblx), TOPOKKUA — JaAKU
(nop0r), noacraBku (xapak) U CTPYHBI (cum). OOmIIas AJIMHA UHCTPYMEHTA Ba-
peupyer B npeaenax §30-890 mm.

Kopmyc Tapa, urparommii pojap pe3oHaTopa, YJIMHEHHBIA U BBITYKJIIbIA €
BBIEMKaMU 10 OOKaM, COCTOUT U3 ABYX MOJIOBHH — O0NIbIION 1 Maoil yamr. Kak
00pa3HO TOBOPAT MacTepa, OOJbIas U Majas Yallld UTPAFT COOTBETCTBEHHO
KakK Obl pOJIb CepAlla U MOYKU. 3ByK B CEpJILe YCUIMBAETCS U, IPOXOs uepes
“mynok” (30Ha Tepexo/ia OT OOJIBIION YAk K Majoi), GUIBTPyeTCs B TIOYKE.

213



Caadem ABAY/1/IAEBA

Bepx kopryca nHanomunaet uudpy 8. Kopmyc BeinanOnuBaeTcs U3 1eabHOTO
KyCKa TyTOBOI'O JIepeBa.

[Ieiika mIMHHAS, C BEPXHEH JIMIIEBOM CTOPOHBI IUIOCKAs, a C HUKHEH —
okpyriasi. UtoObl 001eTYUTh ABMKEHHE JIEBOM PYKH BO BpeMs UT'PBI, IIeiKa K
BEPXHEMY KOHILy ITOCTENIEHHO CCyKaeTcs. [[1s1 U3roToBiIeHus EeHKHU NCIONb-
3yeTcs CepleBUHA OPEXOBOI0 JIEpEBa.

Koprmyc u mieiika npukperuisitoTest K MpuKiaay, UMEoIeMy KOHHYECKYI0
(bopMy, U3TOTOBIIEHHOMY U3 TYTOBOT'0, a0pUKOCOBOIO MJIM OPEXOBOTO JIEpeBa.

l'onoBka uMeeT BUJ y3KOHM, IIIyOOKOW M OTKPBITOM C MepeaHel, BepXHen
U HIDKHEW CTOPOH KOPOOKH, ¢ KPYIIBIMHM WM (PUIYPHBIMHU (4acTO 3BE3/10-
oOpa3HbIMH) BbIpe3aMH 10 O0KkaM U KpasiM. Ha Hee ¢ BepxHell CTOpOHBI Ha-
JIEBAIOTCS TPU OOMBIIKX (C KPYIVIONW TOJOBKOM) M TPU MaJIEHBKHX (C MJIOCKON
TOJIOBKOI) KOJIKH, @ C IPOTHBOIIOJIOKHOM CTOPOHBI — TpU Oonbiux. OHU U3-
TOTaBJIMBAIOTCS PEUMYIIECTBEHHO U3 IPYILIEBOIO JiepeBa. Takue KOJIKH XOPOo-
10 “cuadT’ Ha TOJIOBKE.

Pacrniopka u3 cocHOBOTO jiepeBa UMeeT KBaapaTHyo hopmy. OanH e€ Ko-
HEI[ yIUPAeTCss M3HYTPHU KOPITyca B €r0 HIDKHIOK 4acTh, a APYTroil KOHEIl — B
koHer meiku. OHa He TOMYCKaeT UCKPUBIIEHUS (ueHeen) MEeHKu BHU3, BBEPX
WJIM B CTOPOHBI.

Ha oTkpbITyI0 CTOpOHY KOpITyca — €Ky ()3), HTPAIOIIYI0 POJIb 3BYKOBOTO
pe30oHaTOpa, HATATUBACTCS cepieyHas MeMOpaHa KpyHMHOTO pOTaToro CKOTa
(kpome OyitBosIa), MITH YK€ KOXKa TPYJHONW YacTH COMa.

Ha mreiiky, Ha ompeaeNeHHbIX PaCCTOSTHUSIX APYT OT JApYra, MONEPeK Ha-
BsI3bIBAaETCs 22 J1ajgka. ITO YUCIIO JIAJKOB COOTBETCTBYET 00BEMY 3ByKOpsIa
Tapa, OXBATHIBAIOIIETO MTOYTH IMOJITOPBI OKTaBbl. OCHOBHOM 3ByKOpPsiT 00pa3yeT
17-1 cTyneHHyI0 raMMy, XapaKTepHYIO IS azepOaiiikanckoi My3biku. OHU
M3TOTaBIMBAIOTCS U3 TOHKOW KUIIKK OapaHa, IPUAAIOIIEH HHCTPYMEHTY HEX-
HOE 3By4aHHe. B mocienHee BpeMsl KMILKY 3aMEHSIOT KETKyTOM WM Kampo-
HOBOH HHUTKOM. OT 3TOTO Tap CTaJ 3By4aTh HEMHOTO Tpyodee, HO JaJKH CTajH
0osee MPOYHBIMHU.

B nenrtpe nexu 6ombiioi yamm pazMeniaercst 0onblias 1nojacTaBka (berox
X9paK), B HIJKHEH YacTH KOpITyca — HUKHSIS 1ojicTaBka (arm xapax). Ha mecrte
COEJIMHEHUS TOJIOBKH C IIEWKOM yCTaHABIMBAETCSA MOPOKEK (KUUUK XIPIK), &
Ha BEpXHEM Kparo IIEHKH, B €€ CpeAHEH 4acTh — HEOOJbIINE TOTOTHUTEIb-
HbIE TOACTAaBKU (X9paxyuk). VIX Ha3HaueHue (KpoMe HIKHEW MOACTABKU) —
yAEpKUBATh CTPYHBI HAJl KOPIIYCOM UM rpuoM Ha ONpeIe]ICHHON BBICOTE U Ha
pacCTOsIHUU APYT OT ApYTa.

Tap numeer 11 MeTammM4ecknx CTPyH pa3IMYHON TONIIMHBL. HukHUE TOH-
KH€ MMapHbIe OeIbIe (ae), KENThIe (capsl) U 0acoBbIC (KEK/0oM) CTPYHBI CUNTA-
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IOTCSl OCHOBHBIMH, Ha HUX HCIIONHAETCs Menonusi. Crnenytomas, 6acoBas (6o.m
K€K, TOHOBAsi) TOJICTasi CTPyHA KPAacHOTO IIBETa UCIOJIb3yeTcs AJisi odoraie-
HUSI 3By4YaHHsI, aKKOPZOB. BhIlie 6acoBBIX CTPYH HAXOIATCS ABE Maphl OEIBIX
CTPYH — 39He, OJ#CUH23H) (3BOHKHE, 3BEHSIINE ), KOTOpPBIE TIOUTH B JIBa pas3a
kopoue. OHH, KaK TOHOBAs CTPyHA, BO BPEMsI UTPHI K Tpudy HE MPIKUMAIOTCS,
HO UTPAIOT POJIb Pe30HaHCA, 00ecneurBas KaJaHChl C ONPEEIIEHHOM BHICOTOM
Y 3ByYaHUe IIPU MyTaMHbBIX OKOHYAHUSX, @ TAKKE MEKIY (ppazamu.

OcHoBHbIE CTPYHBI (1Be O€lble U JABE KEJThIe) U 3BOHKHUE CTPYHbI HaMa-
TBHIBAIOTCS Ha OOJIbLINE KOJIKU, a 0acOBbIe — HAa MaJieHbKUE. Takoi MmopsiIok 3a-
KpEIUICHHsI CTPYH MOMOTaeT UCIOIHUTEIIO MPU UX HACTPOIKE OBICTPO HAUTHU
KOJIKM, COOTBETCTBYIOIIIME TEM HJIU APYTUM CTPYHaM.

CtpyHBI 03ByYHMBAIOTCS TIPU IMOMOIIHM TIEKTpa (Mu3pabd) B hopme 3yO1ia.
OH u3roTaBIMBaeTCs U3 KOPbl BULITHEBOTO JIEPEBA, KOCTH, OBIYBETr0 pora, 300-
HUTA (MPEX/Ie TAaKKE UCTIOIB30BAIHCH IJIEKTPHI U3 MEAH UITU 30J10TA).

Koprmryc, miefika, ToioBKa 1 KOJIKH 4aCTO YKPAIIaroTCsl CBOCOOPa3HBIMU MH-
KpYyCTalUAMHU U3 MEpIIaMyTpa U KOCTH, MHOT/a TIOJKPAIICHHOH (paHbIIIe MpakK-
THUKOBAJIM TaK)K€ MHKPYCTAIMIO cepeObpoM U 30510ToM). Takue Tapsl 0OBIYHO
Ha3bIBAIOTCA “‘c203¢hiu map” (OyKB. IepaaMyTpoBeIid Tap). CrnemayeT moadep-
KHYTb, YTO TIPUYYIJIUBbIC y30pbl HA JIUIIEBOM CTOPOHE MICHKN MHCTPYMEHTA,
MIOMHUMO ICTETHUYECKOM, UTPArOT emmié U (PyHKIMOHAIBHYIO POJIb — YKA3bIBAIOT
MeCTa PACIONIOKECHUS JIaJIKOB Ha IIIeHKe.

WzroToBieHHble a3zepOailPKaHCKUMH MacTepaMH Tapbl HE pa3 JIEeMOH-
ctpupoBanuch B Typuuu, Upane, Uunun, @panuuu, ['omranauu. Hexkoropsie
00pa3Ibl MX XPaHITCSA B BEAYIIUX My3€iX MUpA.

Ha tape urpatot cuzs. [Ipu sTom Tap ynep>kuBaeTcs y BepXHEl YacTu rpy-
JIM B TOPU30HTAILHOM TTOJIOKEHHUH U CJIeTKa MPHKUMAETCS 3asACThEM MTPaBOi
PYKH, a HU3 KOpITyca pacrojaraeTcsi HOMHOTO HUKE MPaBOTo IIeda MCIOJ-
Hutens. [lnektp gepkar GOJBIINM U yKa3aTeIbHBIM MajbIlaMU MPABOU PYKH
U yIapsoT UM [0 CTpyHaM MOCpeAr OONbIION Yamu Kopmyca. B aTo Bpems
TpeMms najblamMu (yKa3aTelbHbIM, CPETHUM U OE€3bIMSIHHBIM ) JIEBOU PyKHU MpH-
KUMAIOT CTPYHBI B ONPECIIEHHBIX MECTax K JIaJIkaM, U3BJIEKas 3BYKH pa3HOMN
BBICOTBI, ITPU ATOM OOJIBIION Majel] 0XBaThIBACT HIEHKY MHCTpyMeHTa. Mac-
TUThIE UCTIOJHUTENH MPU UCIIOJIHEHUU MYTaMOB Ha y4acTKe IIEHKH OJIKe K
KOPITyCY MCHOJIB3YIOT U MU3UHEI. HCTpYMEHT MpH HEOOXOIMMOCTH MOXKHO
03BYUYMBATh TaKXKe B TEXHUKE MUIIIIUKATO, IETUIsAS CTPYHbI NaJbLIAMU JIEBOU
PYKH.

[Ipu urpe MCHONB3YIOTCS pa3iUYHbIC IJICKTPHBIC IITPUXUA U MPHEMBIL:
yaap IJIEKTPOM CBEpXY, CHU3Y, CBEpXy M CHHU3Y WJIH, HA00OPOT, C OOIBIION
CKOPOCTBIO CBEPXY M CHM3Y, IOCTOSTHHO CBEpXY, CHU3Y U CBEPXY, IBUKCHHE
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HaJIbLEB 10 CTPYHE, BCTPSIXUBAaHUE HHCTPYMEHTA, BUOpaLUs, INIUCCAHAO0, UTpa
y MaJIol Jany Win OJmke K O0NbIION MOACTaBKe.

JUIsg aKIIEeHTHUPOBAaHMS OTAEIBHBIX AMU30[I0B MY3bIKAJIBHBIX MPOU3BEE-
HUI 1 Oosiee KpaCOYHOM MX Mepeaady ONbITHBIE MY3bIKAHTBI UCIIOJIb3YIOT TaK-
e JPYTHe CIIOKHBIC MJICKTPHBIC IUTPUXU (pyX/pyxm, uaxap, uvipmoie, 21U,
eowa-muspao, 2onvpus, 3sneu-womiop u Ap.) [11]. Ha tape cymecTByoT u
JpyTHUE MPUEMBI MTOIYYEHUS] TUHAMUYECKUX OTTEHKOB: XVH UIU XYM, XA MU3-
paob, HapvlH Mu3pao u ip.

B 3aBucumoctu ot 0coO0eHHOCTEHN MpUMEHEHHs MajibleB JEBOM PYKU OHU
UMEHYIOTCS TTO-Pa3HOMY: adu bapmae (OOBIUHBIN TANICLL), Cropyuioopme bapmaz
(cxonmp3smii asnen), oapmma (A€praune), 1an bapmae (HEMOM majen) u ap.

[lapnsle Oenble, )KeNThIe CTPYHBI U 33HTM HACTPAMBAIOTCS B YHHCOH Ha
OTIpe/ICTIEHHYIO BBICOTY, T.€. UMEIOT IOCTOSIHHBIN cTpoil. Tpu 6GacoBbIE CTPYHBI
(09m ¥ TOHOBAS), HAXOMALIUECS MEXKTY KEITHIMUA U 3BOHKUMH (39HT) CTpyHa-
MU, UMEIOT NIEPEMEHHBIN CTPOM, T.€. B 3aBUCUMOCTH OT HUCIIOJIHIEMOTO MyTa-
Ma WJIM JaJI0BOM OCHOBBI MMPOM3BEACHHS HACTPAUBAIOTCS HA PA3HYIO BBICOTY.
B sTom cnyuae kaxknas 6acoBasi CTpyHa B BHJI€ OPTaHHOTO ITyHKTA WU TapMO-
HUYECKOTO (poHa 00pasyeT yCTo, XapaKTepHBIH A MyTramMa WIH €0 OT/AEIOB.

[lepen urpoii TapucT 00s3aTEIIFHO HACTPAUBAET CBOM MHCTPYMEHT COOT-
BETCTBEHHO TOHAJHHOCTH HCIOIHIEMOrO Myrama. BHauane HacTpanBaroTCs
MapHbIe OeTbIe 1 KENThIC, 3aTEM 39HTH 1, HAKOHEI, 0aCOBBIE CTPYHBI.

JlnanazoH Tapa — ot “10” 10 “coiib” BTOPOM OKTaBbl, IPU COJILHOM UCITOJI-
HEHUU — J10 “J1s1 6emonb”, “ns” BTOpOil OKTaBbl. My3bIKaJbHBIE MAPTUH JUIS
Tapa 3alKiChIBAlOTCS B MELIIO-COITPAaHOBOM KIIHOUE.

B A3zep06aiixane 1 1ajexo 3a ero rnpejenaMu MpocIaBIINCh UMEHa 3aMe-
yaTeJIbHBIX TAPUCTOB (Mmap3en) — BUPTYO30B, Takux Kak Mup3a Caapir, Mema-
1 3eiinan, Memaau J>xamuns Amupos, lupun AxyHnos, Mupsa ®apamx,
I'ypban IMupumon, Mup3za Mancyp Mauncypo, Axmen bakuxanos, baxpam
Mancypos, Anuara Kynues, ['amxu Mamenos, Axcan Jlanames, ['abu6 baii-
pamoB, baba CanaxoB u apyrue. VIX TBopueckue TpajuLIUU IPOAOIIKAET Ta-
JIAHTIUBAsE MOJIOJEKb.

Tap xak COJbHBIA U AKKOMIAHUPYIOLUIUI UHCTPYMEHT OAHHUM U3 MEPBBIX
OBLJT BKJIIOUEH B COCTAB PACHIMPEHHBIX aHCaMOJIel, CO3/IaHHbIX elIé B Hayaje
XIX Beka. Tap — HeU3MeHHbIN “yyacTHUK aHcaMOIsl cazaHjue (cazenoe Oe-
cmecu), KyJja KpOM€ TapucTa BXOAAT XaHeH e (TIeBel] C raBaJIoM) U KAMaHYHUCT.
Bonbuioii nonynspuoctsio B XIX u nepsoit monoBuHe XX BeKa M0JIb30BAIUCH
ancam6nu cazenne Jxa60apa ['apsrasioriy, AOxynbaru 3ynanosa, Mcnama
Abnynnaesa, Cenna lllymmnckoro, 3ynbdu Ansirezanona, Xana LllymuHcko-
ro u zp. [82]. Y B mpo1IoM, ¥ CErOIHsI CPEAU CIlyliaresneid O4eHb MOMYIISIPHBI
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MyTraMHbIe TPHO U aHcam6iu. JlocTarouHO OTMETHTh aHcamOnb Annma ["achl-
MOBa, UCKYCCTBOM KOTOPOI'O BOCXMIIAKOTCS BO MHOTHX CTpPaHax MHpA.

Tap cmyXUT IIaBHBIM MHCTPYMEHTOM B OpPKECTpax M aHCaMOIsiX asep-
OailPKaHCKHUX HAapOAHBIX MHCTPYMEHTOB. Bennka poib Tapa Ha NPOTSKEHUU
BCEr0O JECUCTBHSI MyraMHBIX ONEp. YMENIO MCHOJIb30BAIM €r0 BO3MOXKHOCTH
azepOailykaHCKHUE KOMIIO3UTOPHI B orepax, OajgeTax U My3bIKaJIbHBIX KOMe-
JUSIX, BBIAEIISAS JUISl HETO B MAPTUTYpax ClielualbHble NapTUH.

Tap kak conupyromuii MHCTPYMEHT NEpBbIM Ha 3cTpaay BBEN ['ypOan
[Ipumos, a B ucnonnenuu ['amxun MamenoBa BriepBble IpO3Bydasia My3bIKa
€BPOIENCKUX KJIACCUKOB, a TAKKe BOKAJIbHbBIE IPOU3BE/ICHNUS a3epOaiiKanc-
KHUX KOMIIO3UTOPOB B COMPOBOXKJIeHUU (hoprenuano. Pamuz Kynues urpan Ha
Tape BMECTe C ACTPagHO-CUM(OHUUYECKUM opKecTpoM Poccuiickoro paano u
TEJIEBUJICHUS U AKAaJEMUYECKIM OPKECTPOM PYCCKUX HAPOIHBIX MHCTPYMEH-
TOB B MoOCKBe.

INamxu XanmamenoB BriepBbie Hanucan “Konuept” mis Tapa ¢ cuMpoHu-
YECKUM OPKECTPOM, 3aT€M COYMHUII elle YeThlpe KoHuepTa. [19Th KoHIIepTOB
Hanucan Toduk bakuxanos, nBa — Smrap Xanwnos. VX HaunmHAHUE ITOIXBATHITN
3akup barupos, Hapuman Mamenos, Pamu3 Mupumnu, @upanrus babaesa,
Hasum ['ynueB u Kaman Axmenos.

OrpoMHBIH ycnex y cirymiarenei BbI3eai nepsblil “KoHuept” i tapa ¢
OPKECTPOM HApPOJHBIX MHCTPYMEHTOB, HamucaHHbI Caunyiom PycTaMOBBIM.
3areM TpH KOHILIepTa JIsl Tapa ¢ opkecTpoM Hanucainu CyneliMan AjieckepoB
u Ansus PaxmeroBa. Takue ke KOHLIEpThI courHeHb! [[xanrupom J»kaHrupo-
BbIM, MaMmenaroit YMuaoBeiM 1 SAmapem XanunoBsiM. Cyneiiman AjeckepoB
JUISL Tapa U OpPKECTpa HapOIHBIX MHCTPYMEHTOB Hamucas “‘/laumu xapakatr”
(“Beunoe nBuxkenue”), Ansusi PaxmeroBa — “Xe3un perc” (“I'pycTHblil Ta-
Hen”), Hagup Azumos — “Xarupa” (“Bocnomunanne’), Hazum ['ynueB — koH-
uept “Harmmmxaxan”.

Bonb1iol nHTEPEC MPEACTABIISIIOT:

cuMponus “AzepOaiipkan’ st Tapa U cuM@oHnueckoro opkectpa To-
¢uka bakuxaHoBa,

“Crouta” llapuru AxyHa0BOM;

“JIBOMHOM KOHLIEPT” AJIsl Tapa U CKPUIIKH C CUM(DOHUUYECKUM OPKECTPOM
Toduka bakuxaHosa;

“KapabGaxHam»d” i1 Tapa 1 KaMepHOTo opkecTpa, “Ona’”, anerus-Bocro-
muHaHue “T'ypOanchi3 ranad tapsiM” (“Moii Tap, ocupotesiunii 6e3 ['ypOana)
JUISl TOJI0CA, Tapa U CTPYHHOrO opkecTpa, “CeHuH yuyH aapsixmbiimam, [ly-
mam” (“Ckydaro o tebe, mos [lyma’) ais Tapa, ¢-HO U CTPYHHOTO OpKecTpa
Cesnpl IOparumoBoii;
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“Caruname” I Tapa, ABYX CKPHUIIOK, albTa W BUOJIOHYENH OIbJlapa
Mancypoga;

“Osmaper”, “Kapabax mmkectecu’ JJis rojoca, Tapa, KSMaHdu U Kamep-
Horo opkectpa, dymynmka” (“Ayma”), “I"aiitarsr”, “Oiiparsr’” 1 Tapa ¢ Ka-
MEpHBIM OpkecTpoM A3sepa P3aesa;

“Ilpeca” niia 1Byx TapoB Mamena AJeknepoBa;

“Conaruna” misa Tapa @upanrusz badaeBoii;

“IIbeca” DnpHapsel Janamesoid;

“Bapuarun’ Payda Anmena;

“IIbeca” Hazuma Kynuena;

“XymaroH” 15 Tapa 1 KaMepHOro opkectpa Ainuu MameoBoif;

“KBapretr” qy1s1 1ByX TapoB M ABYX ksiMaHuu Mamena [[»xaBanoBa;

“Tanen apy>xObI” U TBYX TapoB W CUMGOHUYECKOTO OopKecTpa Amrapa
HNmaHoBa;

“KBuHTET” 1J11 IBYX TapoB, IBYyX KsimMaHuu U ¢-HO Capaapa Papamkesa;

JIBa TaHIa JyIsl Tapa u cuMpoHudeckoro opkectpa Jlansr IxadapoBoii.

3aciy’)KMBaOT BHUMAaHUSA:

“Ckepuo” mns tapa u ¢oprenuano Cyneiimana Aneckeposa; “Jlupuue-
ckuii Taneny” Xanumna J[xadaposa;

“Mapu narpuotoB” Arabamxu P3aeBoii;

“Coopuuk nbec” Capaapa Papakena;

neeca “Cenn kum yHyaap” (“Kro tebst 3a0yner”) mocpsimennas Mukauny
Mymdwury, “T'siznap Oynarsr” (“JleBuunii pogauk’) Hazuma ['ynuesa;

KOMITO3ULIUA O ority, xay Bep” (“OT30BUCH 3eMIISIK ) [T COTTUCTA, X0Pa,
Tapa, Oanabana u opkectpa Taxupa Akrepa;

coto s Tapa “bannana o Kapabaxe” Bacuda Annaxsepanesa;

tanbl “Haznaszpi-Kanpuauano”, “Typamker” mis Tapa, KaMaH4du, 6anada-
Ha, Harapbl 1 KAMEPHOIO opkecTpa, “Ckepuo’ 1y Tapa, KIMaHYU U KAMEPHO-
ro opkectpa J[>xelixyHa AJaxBepueBa;

tanusl A8 Tapa “Lsiapiprer” u “Upuirsin” 'amMmuna Bekunona;

“Conara” mst Tapa u @-Ho Kamana Axmenosa;

“Ilecus 6e3 cnopa” Amapa Xanunosa;

¢danTazus “Anos” (“Ilnams™) Anemn FOcudoroii;

“Conara”, “KonueptHas nbeca” [luku AXyHI0BOM;

“Mapm mobenst”, “bannama” nis tapa u poprenmano Hospysa Ainemup-
.

Bonbmoe mecto orBeneHo tapy B “IlepBoit dhantazum” VYieupa ['amxu-
Oeiinu, mpousBenenusx “Tanen pagoct’, “Azepbaiimxanckas cioura” Cana
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Pycramosa, “Erunerckue kaptunku’ J[xanrupa Jlxanrupona, “lllaxnazca-
aru”, “baxuaktopn”, “Cadukiopn”, “I'ronmucran” Anuns 'epas, “Conaruna”,
“ITecnsix 6e3 cioB” Cyneitmana Aneckeposa, “Jlupuueckuii Tanern’” Bacuda
Anpire3anona, “Haxaprax”, “Ckepuo”, “Tanen-tokkara” I'acana P3aesa, “Co-
Hara” Jlapamra JlagamieBa.

be3 Tapa azepbaiipxaHckas HApOIHO-MPOPECCUOHANIbHAS MY3bIKa BPSII
JM JOCTUIJIA OBl HBIHEIIHETO BBICOKOIO ypoBHsS. VIMEHHO uepe3 Tap U TECHO
CBSI3aHHOE C HUM MYT'aMHOE€ HMCKYCCTBO MHP OTKpPBUI JJisi ce€0sl CYyUIHOCTb U
cnennduky azepOaiiKaHCKOM HApPOIHONM MY3BIKH BO BceM €€ OorarcTae.

Kaxk n3BecTHO, B cpeiHUE BEKa y/I CUUTAJICA “llapeM’ BCEX MY3bIKAJIbHBIX
MHCTPYMEHTOB. DTOT € 3MUTET a3epOailJKaHIbl YBEPEHHO NPUMEHSIOT B
HaIlle BpeMs K cBoeMy Tapy. Tap, 1o nmpaBy, CYHUTAeTCs] OAHUM M3 HAI[MOHAJb-
HBIX CHMBOJIOB A3epOaiikaHa.

CA3 - HEOTBEMJIEMbBII THCTPYMEHT
A3BEPBAHMIJKAHCKHUX AIIIUTOB

Ca3 — ouH U3 JIIOOMMBIX CTPYHHBIX IJIEKTPHBIX MY3bIKAJIbHBIX UHCTPY-
MEHTOB a3zepOaiikanckoro Hapoaa. Urparor Ha casze, mpexk/ie BCEro alllur,
IPOAOJIKATENN TPAAULIUN UX IPEIIIECTBEHHUKOB — 03aHOB, HAIIEBABIINX MO
AKKOMIIAaHEMEHT roiry3a [29].

BBuay mMpoOKOro pacrnpocTpaHEHUs AlIMICKOTO HCKYCCTBAa Yy MHOIHMX
TIOPKOSI3BIYHBIX M JPYTUX HAPOJOB ca3 SIBISETCS OJHUM M3 HEMHOTHX HWH-
CTPYMEHTOB, U3BECTHBIX I10Jl OJHUM HAa3BAaHUEM Ha OIPOMHOM TEPPUTOPUH,
oxsarbiBatoieit Kaskas, Mpan, Adpranucran, Cuputo, Typuuto u bankansl. B
Typiuu 3TOT UHCTPYMEHT TaKkKe Ha3bIBaIOT “Oariama’ [64].

B cpennue Beka cnoBo “caz” B OOJBIIMHCTBE CITy4aeB UCIIOIb30BAIOCH IS
0003HaYeHUsI MYy3bIKaJIbHBIX HHCTPYMEHTOB B 11€JI0M. Takoil CMBICI COXpaHsi-
etcs B Hau 1HU B Typrwu [63]. Co BpeMeHeM 3THM CITIOBOM CTall 0003HAYaThCs
MHCTPYMEHT, Ha KOTOPOM UT'paroT amury. [lpyroe 3HaueHue ciona “caz” — uc-
MIPABHBIN, HAXOASUIUNCS B XOPOILIEM COCTOSIHUM, T.€. “HAaCTPOCHHBIN’, “OTia-
YKEHHBII .

VYromuHaHue My3bIKAJIBHOTO MHCTPYMEHTA Ca3a IIUPOKO pacHpOCTpaHe-
HO B CPEIHEBEKOBOM KJIacCHUECKOH azepOaipkaHCKOH M033uH. B pasmnaHbIx
IIPOU3BEJECHUAX pEYb MIET O 3BYYaHUHU, CTPOCHHUU M PA3HOBHUJIHOCTAX ca3a.
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Hanpumep, Xaranu [lupBaau roBoput 00 oqHOCTpYHHOM ca3ze, Huzamu ['sH-
JUKEBU — yIIOMUHaeT o Jkype-casze. [Ilax Mcmaun Xaran B oqHOM M3 CBOMX
CTUXOTBOPEHHI Tak BOCIIEBAET Ca3:

Ceeo0ns 5 He 83571 C601I cas,

Bevico nonemum ooun moti enac.

Yemvipe sadcuvix 0ena ecmo 05l KAHCO020 U3 HAC:

Hayxka, cnoeo, nenue u cas.

CormacHO MHOTOUHMCJICHHBIM CBHJICTEIHCTBAM, IEPBOHAYAIBLHO Ca3bl
Ot HEOOMbIIMMHU. OHM CHAOXKAIUCH TPEMSsI CTPyHAMHU M3 KOHCKOTO BOJIOCa
WJTH IIEJIKOBBIX HUTEH.

[losiBnieHre HOBBIX (POPM ALIUTCKOM MOA3UU U BIUSHUE MYTraMoB TpeOo-
BaJIO COBEPIICHCTBOBAHMS TEXHUYECKUX M XYT0KECTBEHHBIX BO3MOXKHOCTEH
caza. DTO MPUBEJIO K yBEJIIMYEHHUIO KOPITyCa, JJIMHBI IIEUKH, KOJTUYECTBA CTPYH
U naaKoB. Pacmupenne 3ByKopsiia caza 00eCcrieunBajo UCIIOTHEHUE BCEX M3-
BECTHBIX allIUTCKUX HAIleBOB U, COOTBETCTBEHHO, TaJIbHEHIIIEE paclipoCTpaHe-
HUE WHCTPYMEHTA.

CoBpemeHHbIE ca3bl PA3IMYAIOTCA TI0 pa3MepaM, YUCITy CTPYH U JIaJIKOB.
HNuctpymentsl Oonbioro pazmepa (anuuor o 1000-1100 MM) Ha3biBaroOTCS
masap unu 6érx caz, cpenaue (800-900 mm) — opma cas, a Hebonbime (540-
700 MM) — darcype (Manibli), conmye (MOAMBIIIEYHBIN) ca3. Yucno cTpyH y Ta-
Bapa 8-11, cpeanero caza — 8-9, mxype — 4-5. bonblire ca3bl UCIOIB3YIOTCA
ammramMu, HeOOJIbIITNE — B OPKECTpPaxX W aHCAMOJISAX, a TaKXKe MPU OOyUCHHUH
alMraMu y4eHHKoB. Panbiiie ObITOBAIN TaKkKe ca3bl Oojiee KPYIMHOTo paMepa
— baw masap Wy ana caz, iiaHou 10 1500 mm, ¢ 12 ctpynamu. B Hacrosiiiee
BpEMS alllMTH HAa3bIBAIOT TEPMUHOM aHa ca3 9- wiun 11-cTpyHHBIE HHCTPYMEH-
TBL

B cocraB opkecTpoB u ancamOinei azepOailkaHCKUX HApPOAHBIX HHCTPY-
MEHTOB BXOJUT TaK Ha3bIBAEMBII OPKECTPOBBIN ca3 (opxecmp caswvi), JTAHOU
1o 800 MM, ¢ 5-6 ctpynamu u 17 nagkamu.

Yactu caza — 310 nryOOKui Kopiryc (uanae, uémus, 20oyn, 2é60a), JNIMHHAS
meiika (eon, 6undx), nmpukian (kwon, 6sue, boeas), nexka (cuus, oéw, eanae),
rOJIOBKa (K971719) € KOJNKaMu (awiblx, eynae, Oypay) U OJCTaBKa (XapaK).

Koprryc u3rotosisieTcsi mpeuMyIieCTBEHHO U3 CPE3aHHOTO OCEHBIO U BbI-
JIep>KaHHOTO 2-3 Mecslia TyTOBOro JiepeBa; umeet anuny 450-500 mwm, mmpu-
Hy 300-450 MM u tiryOuny 200-300 mm. B ogHuX ca3ax HHKHUN KOHTYp KOp-
nyca BBIIISIIUT BBIMYKIIBIM (eapnsiz — apOy3000pa3HbIii), a B IPYTrUX HEMHO-
TO CIUTIOCHYTBIM (tiemuwiu — ApiHeoOpa3Hblil). B HacTosiee BpeMs 60bIoe
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pacnpocTpaHeHHe TOIYYMI TaK Ha3bIBaEMbI mogy3ckuti ca3 (Ha3BaHHBIN 1O
MECTY U3TOTOBIICHHUS), IO (hopMe KOopITyca 3aHUMAIOIINIA CpeIHEee TOJT0KECHHE
MEX/1y BBIILIEHA3BAHHBIMU Pa3HOBHIHOCTSIMHU.

Panb1iie, BBII0JIOMB NIEHEK C BHEIIHEH U BHYTPEHHEH CTOPOH, MPUAABAIIN
emy Gopmy Koprmyca (MMEHHO TaKuM ObLT ca3 3HAMEHUTOTO alura Ayeckepa).
[Tozxe mist myuniero 3By4aHusi U OOJIETYCHHSI U3TOTOBJICHUS KOPITYC Hadalu
JIeNIaTh U3 ACPEBSIHHBIX KIICTOK (Ounum, oyeym, eabvipea, apnae) naaHou 420-
450 mm. KonnuecTBo Kienok Bapbupyet ot 5 1o 11, yamie Bcero — 9.

[eiixa gunon 650-700 MM enaeTcs, Kak MPaBUIIO, U3 OPEXOBOTO Jiepe-
Ba. UTOOBI HHCTPYMEHT 3BYyuajl XOPOLIO, IEeHKY HHOTa MEHSIOT, JAEJAl0T ITyC-
Toreson. Takue ca3pl Ha3bIBAIOTCS XakeOero. [ pud meiku CHUMAIOT, MeHKy
BBIIAIOIMBAIOT, OpOCAIOT Tyda HECKOJIBKO MaJCHBKHX JAPOOWHOK (ebipma),
HOCIIE Yero HaKJIEHBAIOT Ipu Ha MPeKHEEe MECTO.

Ha ronoske maimmuoi 120 MM, KOTOpast CIIy>KUT HETIOCPEACTBEHHBIM IIPO-
JOJDKEHUEM IIEHKH, B 3aBUCHMOCTH OT YHMCJa CTPYH IPOCBEPIIMBAIOTCS OT-
BepCTHsI (2€3) TSI KOJIKOB.

[Mpuxnan amuHo# 90-120 MM M3rOTaBIUBAETCS U3 TYTOBOTO, A0PUKOCOBO-
TO WIN OpeXoBOro aepena. K HeMy NpUKpeIUIstoTCesl KOPIyC U HIeHKa.

Jlexa TommuHON 3-4 MM BBITMJIMBAETCS U3 TyTOBHHUKA UM y0a U BBIPaB-
HuBaeTcs. YTOObI Cpe/iHsIa 4acThb IEKH He 0ceIala, ee 00KuraroT Ha orue. /s
JYYIIEr0 ¥ CHWJIBHOTO 3ByYaHMs ca3a MOJ CTPyHaMHU Ha JI€Ke MPOJEIIBbIBAIOT
MSATH-IIECTh HEOONIBIINX PE30HATOPHBIX OTBEPCTHH (cecuk).

Konku u3roraBimBaroTCst U3 OPEXOBOI0, aOPUKOCOBOI0, TPYILIEBOTO WU
OyKOBOTO JIEPEBHEB U HAJICBAIOTCS HA OTBEPCTHS, MPOJICTIaHHBIC B TOJIOBHOM
YaCcTH ca3a Ha BEpPXHEHW 1 OOKOBOM CTOPOHAX IICHKH.

Ha paccrosinuu B ueTsipe nasnbia (mpubmusutenbHo 70-80 MMm) OT HIDKHE-
ro KOHLIA JIEKU PAcIoNaraeTcsl HUKHIS MOACTaBKa U3 aOpUKOCOBOTO WM IPy-
IIEBOTO JIEPEBa, a Ha IIeiKe OJIMKe K KOJIKaM — HEBBICOKAsl BEPXHSIS ITO/ICTaBKa
U3 OBIYBUX WU OyWBOJMHBIX POTOB.

Ha 3anHeli yacTu kopryca JJisi 3aKperieHrs HIPKHUX KOHIIOB CTPYH pas-
MelnaeTcst Hebonblas miaHka (ase, dapae) U3 KOCTH, MeTajia uiu aepesa. Ha
HICHKY HABS3BIBAIOTCS JAAKHU (73p03) U3 TOHKOW KUIIKU OapaHa (xupuwt). B
HACTOsIIEE BPEMs KUJIbHbIE JIAJIKU 3aMEHEHbBI KallpOHOBOW HUTBIO.

BoNbIIMHCTBO alUTCKUX Ca30B MPEXkIEe UMENIO0 BoceMb JaakoB. C oauH-
Ha/ILATHIO JIAJAKaMHU MOYKHO OBLIO CBHITPATh BCE AIIMTCKUE HAIEBBI. Tenepb ux
YuCII0 00BIYHO cocTaBisieT 16-17. Kaxapiii U3 1a10B, B CBOIO OYEPElb, UMEET
Ha3BaHHUs, ME€PEIABAEMbIE U3 MOKOJEHUS B IMOKOJEHUS U XapaKTepU3YIOIINe
UX TOJIOKEHUE Ha MIeHKe, 3BYKOBOM psiJl ca3a, BHICOTY 3BYKa M YCTHBIX aIlIWT-
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CKHX HAINeBOB (Oawt napos, opma niapos, wax niapod, OUsaHu napos, basmol
napos, 643 napod u Ap.) llpudem y ammroB pa3HbIX PETHOHOB HA3BAHUS JIa]I-
KOB MOTYT OTJIMYATHCSI.

Ha ammrckwuii cas marsruBatoT 8-9 wnn 11 ctpyH (men), HO B O0IBIIMHCTBE
CJIy4aeB MPUMCHSIFOTCS JICBITUCTPYHHBIC ca3bl. CTPyHBI HMEIOT HEOOIBIIYIO
OJIMHAKOBYIO TOJIIIMHY W M3TOTABIMBAIOTCS M3 CIUIaBa, CTAIA U cepedpa. B
JICBSITHCTPYHHOM Ca3¢ BEpXHHUE KOHIIBI TPEX HIDKHUX U OJTHOM BepXHEH CTpyH
HaMaThIBAIOTCS Ha BEPXHHUE KOJKH, a TPEX CPEIHUX M JIByX BEPXHUX CTPYH —
Ha OOKOBBIE KOJIKH.

Urparot Ha ca3e TUIEKTpOM (m339H3) U3 KOPBHI YEPEITHU WM BUITHEBOTO
nepesa. UToOblI pyka, yaepKUBaroIas mieKTp, CBOOOIHO ABUraiach, U UCIIOJI-
HUTEJb HE YCTaBall, ca3 yIEeP>KUBACTCS Ha TPY/AU P MOMOIIU peMHS (eaiibii,
eatimau, auiupma), IEPEKUHYTOTO Yepe3 MJIeHO U 3aKPEIVIEHHOTO K KPIouKaMm
Ha MPHUKIAJE K 3aHEH YacTH KopIyca.

OdeHp YacTo KOpIyC, II€iiKa, MPUKIAN, Kpas J€KH U TOJOBKa KOJKOB
YKpaIIaroTcs y30pamMH, MHKPYCTUPOBAHHBIMU TEPIAMYTPOM (Cbipea-ca03gh)
WIN KOCTBIO (wupmativl), UMEIOIIUMU ONpeACTICHHBIE TeOMeTpruIecKue Gop-
MbI, U3BECTHBIC MO Ha3BaHUAMU “wunuk”’, “auinapa’, “Oapae”, “Owvipnac”,
“pumux’”, “naxnasa’”, “zemdocupeapu”, “oyma’, “0oama” u “oxncuoabypuy’.

Ca3 00bIYHO XpaHIT B TEMHOM MaTepuaTroM 4exiie (KEUHIK), 3aTTHBal0-
IEMCS] TOHKOUM BEPEBKOW B BEPXHEM KOHIIE.

Bo BpeMst urpsl ca3 aep:kar ropu30HTaIBHO, KOPITYC MPUKHMAIOT K BEPX-
HEW 4YacTH TPyOu U MOAACPKUBAIOT JEBOM PYKOM M PEMHEM, MEPEKUHYTHIM
gepes wiedo. [InexTp, ynepkuBaeMblii KOHYUKAMHU YKa3aTeIbHOTO U OOJIBIIO-
O MajbIIeB MPABO PYyKH, yAapseT N0 CTPYHAM, a MajbIlbl JIEBOU pyKH (yKa-
3aTeNbHBINA, CPEIHUN U OC3BIMSHHBIN), IBUTASsICh BAOJD MICHKH, MPIKAMAIOT
CTPYHBI K JIaJKaM. AIIUT MOET U aKKOMITAaHUPYeT ceOe Ha case, CTOsl.

CrpyHbl 00beIUHAIOTCS B TpU Tpymmbl: a) 3+2+3; 6) 3+3+3 u B) 4+3+4,
HACTPOEHHBIE B YHHCOH. [103TOMY, 00BIYHO, HHCTPYMEHT UMEHYIOT V4 meiu
caz (TpeXCTpyHHBIN Ca3).

ITo peructpy 3-4 Hmwxkuue (ase, bapmae, s1a1mvl, OaHbIWAH) CTPYHBI HA-
3BIBAIOTCA 3u19p (BBICOKUE), 2-3 cpemuue — 6omasp (HU3Kue), a 3-4 BepxHue
OypIOHHBIE — 09M.19p, 3y mymaH, opma 3uiiap. OOpa3yromme OpraHHbIA TyHKT
OypIOHHBIE CTPYHBI HACTPAUBAIOTCS B YHUCOH U IO BHICOTE HEMHOTO HIKE IO
CPaBHEHHIO C BHICOKMMHU CTpyHaMH. Bcerna oTKpbIThie CpeHne — HacTpoey-
HbIE — CTPYHBI 10 BBICOTE 3BYKa caMble HU3KHE. BMecTe ¢ OypJOHHBIMU OHH
SBJISIFOTCSI aKKOMITAaHUPYIOIIUMHU — HACTPAUBAIOTCS B YHHCOH B OTHOIICHUU
OKTaBbI WM KBapThI-KBUHTHL. B oTiINYKe OT BEPXHUX CTPYH, BBICOTA HX 3BY-
YaHUS MEHSIETCH.
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CymiecTByeT ceMb BHJIOB HACTPOWKHM HM3KUX CTPYH (ana KéK, ouneomu,
ypganwl, ase ousanu M Ap.) caza. CTpol BBICOKUX M OYPIOHHBIX CTPYH BO
BCEX BUAaX HACTPOWKH MOCTOSHEH — OHM HAaCTPaWBAIOTCS, COOTBETCTBEHHO,
Ha “70” mepBoii 1 “cu 0emMob” Maoi okTaBbl. CTpON HU3KUX CTPYH U3MEHSI-
€TCsI B 3aBHCUMOCTH OT JIaJJOBO-TAPMOHHYECKUX OCOOCHHOCTEH NCIIOTHIEMO-
ro npoussesieHuss. OHU OTHOCUTENIBHO BEPXHUX U OYpAOHHBIX CTPYH OOBIYHO
HACTPaUBAIOTCSI B MHTEPBaJie KBAPThI-KBUHTBHI, T.€. COOTBETCTBYIOT HOTE “(a”
MaJioi OKTaBbl. DTO OCHOBHAsI HACTPOWKa (aHa KéK) casa.

A1ur, UCHOJIB3Ys epEeHACTPanBaeMble HU3KHE CTPYHBI, IOCTUTAET 00JIb-
1I0r0 Pa3HOOOpa3Msl UX CO3BYUYUH C HENEPEHACTPAUBAIOIIUMUCSA OypIOHHbI-
Mu cTpyHamu. Kpome Toro, almmru MacTepcku UCHOIb3YIOT CTPYHBI MEJIOIU-
YECKOUM TPYMIIBI; MPYKUMAIOT MajIbIIaMU K JIAJKY TOJBKO OIHY, IBE WU TPU
CTPYHBI, U TEM CaMBIM BBIJCIISIFOT MEJIOAWYECKYIO THHHUIO TPEMOJIMPOBAHUEM H
yAapaMu TUIEKTpa CBEpXy BHHU3 UJTH, HA0OOPOT, CHU3Y BBEPX I10 TPYIIE CTPYH.
Takum 0o0pa3oM, BpeMeHaMU alluru J0OWBAIOTCS YETHIPEXTOJIOCHBIX CO3BY-
YU, JOCTUTAs! IIUPOKOTO CHEKTpa TUHAMHUYECKUX OTTEHKOB. YacTo MCIHOIb-
3yeTCs IMTPUX, MOIyIaeMbIi OpsllaHueM — BEICHUS TIEKTPOM I10 BCEM CTPY-
HaM CBEpXY BHU3 M CHU3Y BBepX. Hepeako ymapsl mIIeKTpoM 1o BCeM CTpyHaM
CBEpXY BHH3 UEPENYIOTCS C yIapamHu 10 ONPeACIICHHON IPyIIe CTPYH.

Bo BpeMms BBICTYIIJICHUS alllUTH 9acTO MUCTIOIB3YIOT TaKKe MabIIbI JICBOU
PYKH JUTSL TOCTHKEHHS HIOAHCHUPOBKH U OTIPE/IETICHHBIX TeMOPOBBIX 3(pPeKToB
(6acma, cropmma, 6ypma u 1ip.). Bo Bpems Urpbl IPUMEHSIOT e11€ 1 BUOpAIHIO
(mumpamm»), nodydaeMyo MyTeM MPHKATHs METIOAUYECKUX CTPYH MaJbleM
(YkazaTenbHbIM, CPETHUM UM OE3BbIMSHHBIM) K JIaJKy ¥ ObICTPBIM JBH>KEHU-
€M Tajblla BBEpX U BHU3, IIETYKAMU (ublpmbie) MO JEKe, a TaKXKe MATKUMHU
yAapamH NajbleB [0 CTpyHaM — y rpuda U MOICTaBKU, HaJl CEPEAMHOM EKH,
BCTPAXUBAHUEM WHCTPYMEHTA BHU3 U BBEpPX HaJ IPYIbI0 HECKOIBKO pa3. Ye-
penoBaHKUE BEPXHETO U HIDKHETO YIapoB IUIEKTPOM IO CTPyHaM — OCHOBHOM
npuéM Urphl Ha case.

B nckyccTBe almroB COEIMHSAIOTCS BOEIMHO AlIUTCKUE HaeBbl (YMCIO
KoTopbIX npesbimaeTr 100), ucrnonHseMble UCKITIOUUTEIBHO Ha ca3e, U IECHH,
ciaraeMble B 0CO0OW CTUXOTBOPHOU opme (eouima, eésenneme, myxammec,
OUBAHbBL, MEOHCHUC W NIP.) CAMUM allluroM. Ba)kHO€ MECTO B alllUTCKOM pe-
nepryape 3aHUMAIOT 0acmaHul (TE€POUKO-3IIUYECKUE CKa3aHUs), yCmaoHame
(mecHu-HpaBOy4YEHHUSI), JIUPHUUECKUE U T€POUUYECKHE TECHU. YCTPauWBaIOTCS
Oeliuuime — COCTA3AHUS C YYaCTHEM JABYX, TPEX WJIM YETHIPEX alllUTOB, KOTO-
phI€ TpeIararoT APYT APYTY 3arajiku (ebi@hsii0oH0) B CTHXAX.

Ha ca3e urpatot kax coio, Tak ¥ B COCTaBe allIUTcKux ancamonei. Hepen-
KO MHCTPYMEHTAJIbHbIC BAPHUAHTHI HAIIEBOB UCIIOIHAIOTCS MACTUTHIMU MY3bl-
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KaHTaMH, KOTOpbIe HanboJee sIPKO ¥ TOHKO TIEPEIAOT BCIO KPACOTY alllUTCKO-
ro mMejoca.

Crnenyer mMomyepKHYTh, YTO AIIUTCKOE HCKYCCTBO Hapsy C MYraMom
SBIISIETCSL 00OTaTOl M Pa3HOCTOPOHHEH BETBBIO a3epOaiiPKaHCKOW HapOIHOMN
MY3bIKH, OCHOBAaHHOM Ha CTAPUHHBIX TPAJULIMIX, U U3JJaBHA OBITYET B pa3-
JUYHBIX peruoHax AzepOaiimxana. OTHIONb HE CIIy4ailHO OHO BHECEHO B Peri-
PE3CHTAaTUBHBIA CHUCOK IIEAEBPOB YCTHOIO M HEMAaTEPHAIbHOTO HACIEIHS
yenoeuecTBa FOHECKO.

Cas3, ero nmpouCcXoXJaeHUE U pa3BUTHE, 0OCOOCHHOCTH CTPOCHHUS U 00yUCHHUS
Urpe — U3MI00JIEHHbIN 00BEKT MCCIIEOBAHUM MY3BIKOBEIOB U (POJILKIOpPHUC-
TOB, 3aHUMAIOIINXCS BOIMIPOCAMU B3aUMOCBSI3€M alllUICKOM MO33UU U MY3bIKU
[12,41,52,62,66,79,83]. DTOT MHCTPYMEHT CUUTAETCS CUMBOJIOM TIOPKCKOTO
MHpPA, BBIPAKAIOUIUM JIyX €ro Hapo1oB. Ciyliiias ca3, HeJib3sl HE BOCXUIATHCSA
€ro HeOOBIYHO HEXKHBIM U 3BOHKUM 3BYUYaHUEM.

[Ipy MCMOTHEHUN alTUTCKUX HAIEBOB B COIMPOBOXKIEHUU ca3a OOJIBIIIOE
3HaUEHWE MPUOOPETAOT KaK BHYTPEHHHH MHpP, YYBCTBA M 3MOIIMOHAIILHOE
COCTOSIHUE MCIIOJHUTENIS, TaK U €r0 YMEHHE Mepe/iaTh pa3HOXapaKTEepHbIE 1O
CO3BYUHIO U pUTMY Menoauu. OHU BCeTa IOJKHBI COCTABISATh €AUHOE 1IEJI0€.
ToJIBKO B 3TOM CJTy4ae COJIbHOE BBICTYIUICHHUE alllula Ha ca3e JOCTUTAET yPOB-
HS MMOJIMHHOTO UCIIOJIHUTENIBCKOTO MacTEepPCTRA.

bnu3koe 3HAKOMCTBO C AIIMTCKUM TBOPYECTBOM MOCTYKUIIO BEIHUKOMY
VY3eupy ['ampkuOeitnm CTUMYIIOM K CO3aHMIO ““AIIUTCasThl” ISl CKPUTIKH, BU-
OJIOHYEH W (POpPTENHAHO. AIMMTCKUMHU HAllEBaMU MY3BIKOH Tak)ke MpOHHU3a-
HBbI CJIETYIOUIUE TPOU3BEICHUS:

nbeca “Ammrcasrsr’”’ Juist KamepHoro opkectpa u “Ilsras cumdonus” Ak-
muHa AIn3aje;

kaHTtara “Ammr Aner” Jxanrupa [JxaHrupona;

ki “TIbec” Ha TeMbI aIUTCKUX MEJIOAMH /TS casza, GopTenruaHo U yaap-
HBIX UHCTpyMeHTOB Pammaa Ddennuena;

necHs-clieHka “Amur Asbl 6aba’™ miis casza, CoJIUCTa U AeTcKoro xopa Pa-
muaa [Mladara;

nosma-3noc “Asepbaitykan’ JJIsl COJUCTA, casa, Tapa, KIMaH4d U OpKe-
ctpa Taxupa Axbepa;

BOKaJbHbIE IIUKJIBI “lT1ac 03aHOB™ NJid TOJ0Ca, ca3a, Tapa v yjaa AWJIbIHa
A3uMoOBa;

ruMH “CraBa BalieMy My>KeCTBY  JUIsl ca3a U Xxopa JibHapsl JlanameBon,
B KOTOPBIX Ca3 UCIOIb3YETCs KaK BEIYIIUNH HHCTPYMEHT.

Xyn0KECTBEHHbIE U TEXHUYECKUE BO3MOXKHOCTH Ca3a XOPOIIO PacKpbIBa-
I0TCS B CIoUTE “Ammreapu’ JUis cas3a, eBIa U OPKECTPA HAPOJHBIX UHCTPY-
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MeHToB Cyneiimana AneckepoBa. [xaBanmup KymueB counnun “Conary”
JUIsl ca3a U anpTa, “CoHaTtuHy” JJI ca3a U KBapTeTa JYXOBbIX MHCTPYMEHTOB
u Tpuo “Kapasan” s (iaeiTel, BUOJOHUYEH U Ca3a.

B croute “AzepOaiimxan” (1-1 yacte) Camna Pycramona, “Erunerckux
kaptuHax’ (3-g yacth) Jxanrupa [Jxanruposa, “Tlpazaauunoit croute” (1-s
yacTb) ['amku XaHMamMe0oBa ca3 BEJET OCHOBHYIO MEJOJUYECKYIO JIUHHIO U,
COYETAasICh C JYXOBBIMU MHCTpPYMEHTaMH (0anabaHoM U TYTEKOM), 1I0CTaBISET
CIIylIaTessiM UICTUHHOE HACJIaXKCHHE.

3ByKH ca3a NOJHUMAIOT BOMHCTBEHHBIN AyX, YKpallatoT CBaeOHbIe MHp-
HIeCTBa, OOJPSAT, HACTPAUBAIOT HA BECEJIbE, TYXOBHO BO3BBIIIAIOT JIONEH,
nepeaaBasi HECpaBHEHHYIO KPAacoTy a3epOailKaHCKOW HApOITHON MY3BIKH.

CAMBIN NEBYYHU CPEJIU UHCTPYMEHTOB

CrapuHHBIA  a3epOailPKaHCKUNA CTPYHHO-CMBIYKOBBIN  MY3bIKaJIbHbBIN
MHCTPYMEHT KAMaH4a 00Ja/1aeT HEOOBIKHOBEHHO HEXHBIM, MATKUM U ILJIe-
HUTEJbHBIM 3ByyaHueM. E€ 3Byku 04apOBBIBAIOT, MOTPYXkKAIOT CIyIIATeNs B
pazaymbs. He ciry4aifHO OCHOBOIIOJIOKHUK a3epOailKaHCKOW MPodeccro-
HaJbHOU MY3bIKH Y3eup ['ajpxunbeinu cuntan KAMaHdyy caMbIM MEJIOJUYHBIM
U3 a3epOailPKaHCKUX MY3bIKAJIbHBIX HHCTPYMEHTOB [28].

Ilon Ha3BaHMEM KsAMaH4Ya 3TOT MHCTPYMEHT U3BecTeH Ha KaBkase, B Mpa-
He 1 Adranucrane. B Erunre aHasormuHbiii MHCTPYMEHT Ha3bIBaeTCs ‘‘Ka-
Manra”, B Typuuu — “uxnuk’, B LlenTpanbsHoi A3uu — “rumxak’. UHTEpecHO
OTMETHUTh, YTO “KAMaHuoi” B TyplUu Ha3bIBa€TCS IPYrod CMBIUKOBBIN WH-
CTpYMEHT, a B LleHTpanbHON A3UM — CMBIYOK, UCIIOJIb3YEMBIN ISl UTPHI Ha
rUpKaKe, Wi, Kak U B AzepOaiipkane, OH TaM Has3biBaeTcs ‘“‘KamaHoM™. Kax
BHUJIHO, apeall KsMaH4u oxBaTbiBaeT Manyto A3uto, KaBka3z, bnvxkuuii Boctok
u lleHTpanpHyio A3uio.

Ha3BaHue mHCTpymMEHTa IPOUCXOAUT OT CJIOBA “KAMaH’, O3HAYAIOLIErO
JyK (00€BOW M OXOTHUYMIA), OKOHYAHHUE “‘4a’” MPOU3BOTHO OT ‘“‘yan’” (WUrpaii),
yKa3bIBasi Ha TO, YTO HHCTPYMEHT CMBIYKOBBIH.

HccnenoBarenu CUMTAIOT, YTO CMBIYKOBBIE HHCTPYMEHTHI 3apOIMINCh Ha
OCHOBE ILMITKOBBIX MHCTPYMEHTOB. [[JIs1 UTPhl HA HUX BMECTO MaJbIEB WIH
IUIEKTPA UCIIOIB30BAJICS CTEPIKEHB, KOHIBI KOTOPOTO CTATMBAJINCH CYXO0KHJIIU-
SIMU )KMBOTHBIX WJIM KOHCKHM BOJIOCOM, MOJ00HO TeTuBe y Jiyka [56]. Crienu-
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AJMCTHI CKJIOHSAIOTCS K MHEHMIO O APEBHEMHUICKOM WM CPEIHEAa3MaTCKOM
IIPOUCXOXKAECHUU CMBIYKOBBIX HHCTPYMEHTOB [23].

Ksamanya nepBoHayanbHO OblIa OAHOCTPYHHOH, MMeNa OTHOCUTEIHHO
HEOOJIBILION KOpIyc, JUIMHHYIO MIEHKY M YIJUHEHHBIH HakoHeyHUK. Kopmyc
U3TOTOBIISJICS. U3 THIKBBI, CKOPIJIYIIBI KOKOCOBOTO Opexa, WU BbIIOJOJICHHO-
ro JIepeBa, Ha OTKPBITYI0 CTOPOHY KOTOPOIO HATATMBAJach 3MEUHAs KOXA.
CpenneBeKkoBas TUTEpaTypa CBUICTEILCTBYET 00 OJJHOBPEMEHHOM CYIIECTBO-
BAaHUU KSIMaHYM U THDKAKa, IPUYEM IPU CPAaBHEHUHU IIPEANOYTEHHE, OOBIYHO,
OTJIaBaJIOCh MepBoH [53].

O pacnpocTpaHeHHH KIMaHYH B CPEIHUX BEKax Ha TeppuTopun AzepOaii-
’KaHa Mbl y3HAaeM U3 NPOU3BEACHUIN KIIacCUKOB 10o33un Xaranu [llupsanu, Hu-
3amu [snmxesu, Myxamvena Ousynu, @anan TeOpusu, Pykaennuna Macyna
Mecuxu, a TakKe U3 KHIKHBIX MUHHUATIOP a3epOail/PKaHCKUX XY/I0KHUKOB Ara
Mupexka, Mup Cennia Anu u npyrux. [1o cBeieHnto BbIIaOMIErocs My3bIKOBEIA
AOGnynranupa Maparau, Ipy U3TOTOBJIEHHH JIBYX CTPYH MHCTPYMEHTA UCIIOJb-
30BaJIM BOJIOCHI M3 KOHCKOTO XBOCTa WJIM € IIEJIKOBBIE HUTH, 00€CIIeunBalo-
mye Jgyydiiee 3Bydanue. Ha kopryc HarsiruBanach IJIEHKa U3 ObIYBETO CEepaLa.
CrpyHbI OOBIYHO HACTPAUBAINCH B KBAPTY, HO B 3aBUCUMOCTH OT UCIIOTHIEMOM
MEJOAMU UCTIONB30BAIMCH U APYrue HacTpoiiku [53].

Hemenkuii HaTtypanuct, Bpad U myTemecTBeHHUK DHrenroept Kemmndep
CpeaH CTPYHHO-CMBIYKOBBIX HHCTPYMEHTOB B CHIIy KpacMBOTo TeMOpa Ha mep-
BOE€ MECTO CTaBWJI KsiMaHuy. [0 ero onucanuio, kssMaH4a uMesa TpU, UHOTJA
YETBIPE CTPYHBI, KOTOPBIE 03ByUNBAJIUCH IOCPEICTBOM CMbIUKA U3 BOJIOC KOH-
CKOro XBOCTa. HUXKHs 4aCTh MHCTPYMEHTA — JKEJI€3HbI HAKOHEUHUK JITTMHON
B [IOJITOPHI JIaJI0HU CTaBUJICA HA 3eMiIt0. Kpymiblil Kopriyc KsIMaH4M UMeJT 1ua-
METp B JIQJIOHb U OOTATUBAJICS KOXKAHOW MEMOpPaHOM, Ha KOTOPYIO CTaBUJICS
KOJKaHBIN “MOCTHK” (T.€. MOJCTABKA).

Jlo nauana XX Beka B AzepOaiiykaHe HCIIOIb30BaIaCh B OCHOBHOM TpEX-
CTpyHHas ksiMaH4ya. CTpyHbI U3TOTaBIUBAINCH U3 KUIIOK OapaHa WK KPyTHO-
rO poraroro ckora. XoTs, Cy/Js 0 My3€UHbIM KOJIJIEKIUAM [3], B 3TOT nepuoj
ObUTH TaKKe KSIMaHYM C YETHIPHMS, MATHIO U JJa)ke IECThIO CTpyHaMu. Vme-
JIMCh TAaK)K€ MHCTPYMEHTBI, Y KOTOPBIX C 3aJHEH CTOPOHBI, Ha IJIOCKUI KOPITYC
HaTATMBaIu KOXKy. ClenyeT OTMETUTD, UTO B CTAPUHHBIX K3EMILISIpAX KIMaH-
YW JJINHA HAKOHEYHHMKA TTOYTH B JIBa pa3a 0oJIbIle, YeM Y HbIHEITHUX [5].

OcCHOBHBIE YaCTU COBPEMEHHOUN KSIMaHYM — Kopmyc (wauaez), UMEIOIIUi
IIAPOBHJIHYIO, CJIETKA 3a0CTPEHHYIO K IIEHTPY GopMy, Kpyrias Ieika (2on),
burypHas royioBKa (kesis) C KOJKaMu (auiux) v IPSMOI METaNTHIECKUAN CTep-
keHb. O0m1as amHa uactpymenTa gocturaer 700- 800 mwm.
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JluameTp oTKpbITOM yacTH kopryca coctasisget 100-110 mm, nuameTp ok-
pyxHoctH 180-220 MM, a riryObuna — qoxoaut 10 175 mm. OH U3roTaBIMBaeTCs
B OCHOBHOM U3 OpeX0BOro JiepeBa. Ha oTkpbITyto yacTh Kopiyca ()3, nepoe)
HATATUBACTCS KOXKa TPYIHON YaCTH KPYITHOTO COMA MM ObIYUIA MTy3BIPb.

Ha nexe Ommke K mieiike HAMCKOCOK K CTpyHaM yCTaHABJIMBAETCS MOJ-
cTaBKa (XapaK) U3 OPEXOBOTO JAepeBa qyroodpazHon hopmsl aiuHON 50-60 Mm
u BbicoTOU 10-14 MM. Takoe pacrnosio’keHH€e MOACTABKH MO3BOJISET MOIYYUTh
0osee CHIIbHOE U KaUeCTBEHHOE 3By4aHHUE, KaK B BHICOKOM, TaK M HU3KOM pe-
ructpax. Kpyrnas metika jimuHoit 10 450 MM 1 0€3 J1aJIKOB MOCTENEHHO CYyKa-
ercs kHu3y. [ pud U3roTOBISETCS U3 POTOBOM IIACTUHKH.

JIJiss KpeTuieHus MeHKu ¢ KOPITyCOM B HW)KHHMI KOHEIl IEeHKH BOMBACT-
Csl METANTMYECKUN CTEpKEHb JUIMHOM, PAaBHOM MOJIOBUHE OOIIEH JUIMHBI K-
MaH4M, U NPOXOASIINN CKBO3b KOpIlyC. B BbICTynaromuii u3 Kopmyca KOHell
CTEPIKHSI BBUHUMBACTCS IITHIPH — noanopka (wuw) anmunoit 110-120 mwm, cier-
Ka YTOHYAIOIIMNCSA KHU3Y M 3aKaHYMBAIOIIMICS MIAPOBUIHBIM yTOJILEHUEM.
B BepxHeii yacTu mieiika nmepexoanT B T0JI0JIECHYIO TOJIOBKY B BUJIE KOPOOKHU C
burypHoii BepXymkoit (madac). C GOKOBBIX CTOPOH TOJIOBKH B MPOICIIAHHBIC
OTBEPCTHS BCTABJISIFOTCS KOJIKM M3 OPEXOBOT'0 JIepeBa MIAPOBUIHOM UITU MHpa-
MUJTBHON (OPMBI.

Ksimanua mmeeT yeThlpe CTalIbHBIE CTPYHBI (cum), U3 KOTOPBIX HHU3KHE
TPEThs U YeTBepTasi 0OMaThIBAIOTCA METHON U OpOH30BOM HUTHIO. B HEkoTO-
PBIX CIIy4asiX BTOpas CTajbHasi CTPyHA JJIsi MATKOTO 3BYYaHHsI 3aMEHSIETCS Ha
KWibHY0. CTpyHBI YIIUPAIOTCS B MOJCTABKY, PAaCIOJIOKEHHYIO Ha JIeKe, U B
KOCTSIHOM MOPOXKEK B BEPXHEM KOHLE MIEUKU. OJTHUM KOHIIOM OHH 3aKpy4YHBa-
I0TCSl Ha KOJIKH, a APYTUM B BUJIE N1E€TEJIb HAJIEBAIOTCS HA KPIOUKH METaJUIHye-
CKOM MOJCTaBKH, 3aKPEIUICHHON B BEPXHEN CTOPOHE MOJIOPKHU.

3BYKHM Ha HHCTPYMEHTE U3BJIEKAIOTCS CMBIYKOM (Kamar) pyHoi 550-590
MM, TIPEJICTABIISTFOIIIUM COOO0M COTHYTYIO (paHee) Uitk IPSIMYO TPOCTh (4yOyK)
nuameTpoMm 10 MM, M3rOTOBIEHHYIO 13 Ku3nia. Ha KOHIBI CMBIUKaA MU 1O-
MOIIIM CBOOOIHO MPUKPEIUVICHHBIX METAJUTMUYECKUX TPYOOUEK B BUJE TUII3 CO
ckoOaMu KpemuTcs peMenikom npsip u3 160-180 koHCKuX Booc.

WcnomuuTens urpaeTr cuis U Aep>KUT MHCTPYMEHT BEPTUKAJILHO, YIIEPEB
HOXKY B JIeBO€ KOJ€HO. HYKHSIS yacTh ApeBKa CMbIUKa Clierka 3aKMMaeTcs
OOJBIINM U yKa3aTeIbHBIM MajbllaMu IpaBoi pyku. Hatsokenue Bosoc pery-
JMPYETCsl Ha)KaTHEeM Ha PEMEIIOK CPeJHEro U 0e3bIMSHHOIO MaibleB, BCTAB-
JICHHBIX MEXIy IPEBKOM U MpsAabi0 Bojoc. Kak mpaBuiio, CMBIYOK BEIETCS
HaJl CTPyHaMH Ha y4acTKe, COOTBETCTBYIOILLEM CEPEINHE PACCTOSHUS MEX]Y
HIKHUM KOHIIOM IIEMKH U MOACTaBKoW. BeneHnem cMmbluka HaJl CTpyHAMHU
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OmIKe K IISHKe MOTyYaloTCsl OYeHb MATKHE 3ByKH. TeXHHKA BEACHUS CMbIUKa
Ha KSMaH4e OTJIMYAEeTCs OT UTPhI HA BUOJIOHYETU TEM, YTO MCIIOIHUTEIb Bpa-
I1a€T HUHCTPYMEHT JIEBOM PYKOM K IJIOCKOCTH JIBU’KEHUS CMBIUKA.

[TonbITKa CHAOAUTD KIMAaHYY CypJMHON HE YBEHYAIACh YCIIEXOM, U TI03TO-
My JJI CMSITYEHUS 3By4YaHUs! CTPYH NIPUMEHSIOT IJIOTHO CBEPHYTYIO Oymary,
MaTepuIO WK PE3UHY, KOTOPhIE PacojaraloT MexXy AeKOH U CTpyHaMH HUXKE
NOJCTaBKU. B Urpe y4acTByroT ueThlpe najiblia JeBoil pyku. Ilo okoHuaHuu
UTPbl HAKOHEYHUK OTBUHYMBAIOT U BMECTE C HHCTPYMEHTOM KJIAIyT B QyTIsip
WIH YEXOJ.

Hepenxo xoprryc (0coOE€HHO €ro BEpXHsIsl 4acTh), IIEHKa, TOJIOBKA U KOJIKH
yKpalalTcss MHKPYCTalUel nepiaaMmyTpoM, KOCTbIO, METHOM MPOBOJIOKOM U
30JI0TOM KaHUTEJBIO.

Hactpolika cTpyH MHCTpyMeHTa — KBapTo-KBUHTOBasA. Ho mpu coiabHOM
U BOKaJbHO-MHCTPYMEHTAJIBHOM HCIOJHEHMH MYTaMOB BTOpasi, TPETbS H
YeTBEPTask CTPYHbI HACTPAUBAIOTCS COIVIACHO JIaI0BOM OCHOBE UCIIOJIHAEMOI'O
IPOM3BENICHUS, a IIepBasi OCTACTCS HEM3MEHHOM.

JlnanazoH KsIMaH4Yu — OT “Jisi” MaJIOW OKTaBbl 10 “JsI” TPEThEH OKTaBBI.
Husknii, Xpunsmumii, MaTOBBIA pErucTp noiydyaercs Ha 4-ii U 3-il CTpyHax,
cpenHuil (MATKUiA, SCHBIN, OapXaTHBIN) — HA 2-, @ BRICOKUI (HEKHBIN U cepe-
OpucTo-3BOHKHI) — Ha 1-i1. Hanbonee cuiabHO 3ByUaluii CpeHII pErucTp ¢
SICHBIM TeMOPOM — CaMbIi YIIOTPEOIISIeMBIH.

Bo Bpems urpsl Ha KsiMaH4€ OOBIYHO HCIIONB3YIOTCS Pa3IN4HbIE KOMOU-
HAaIlM¥ CMBIYKOBBIX U MAaJbLEBBIX IITPUXOB, YEPEIOBAHUE U B3aUMOCBSI3b KO-
TOPBIX TUKTYIOTCSI COJIEP’)KaHUEM M AMOLMOHAIBHBIM CTPOEM MPOU3BEICHUS,
BBIOPAHHBIM HCIIOJIHUTENIEM B COOTBETCTBUU C €0 MAaCTEPCTBOM M XY/IOXKeEC-
TBEHHBIM BKYCOM.

Ksimanua — camblii “mieByunii” cpeam a3zepOailKaHCKUX HAPOIHBIX MY-
3bIKAJIbHBIX HHCTPYMEHTOB. [1o Menu3maruke, rHOKOCTH, AMHAMUKE, HIOAHCH-
POBKE KsIMaH4Ya HE YCTYIAeT JAake Tapy, a B KaHTHJIEHE ITpeBocxoauT ero. He
CIIy4aifHO MHOTOYMCIIEHHBIE TEPMUHBI U SMHUTETHI, OTPAKAIOIINE PA3THUHbIC
JTMHAMUYECKUE OTTEHKHU B a3epOaiiPKaHCKOM HapOJHOM HCIOJTHUTENbCTBE,
BbIpa0aThIBAJINCh MMEHHO Ha KSIMaHYe.

HcnonHuTeNnbcKOe UCKYCCTBO KSAMaHYMCTa OCOOCHHO SIPKO MPOSIBIISIETCS
IPYU COJIBHOM HMCIIOJTHEHUHM MHCTPYMEHTAIBHBIX MyraMoB (ocob6eHHo “Ilym-
tap”, “lyp” u “basrei-1lInpas”). UMeHHO 37€Ch UCTIONB3YIOTCA BCE ITPUXHU
U TaJIbLbI, IPUCYIINE KsIMaHue, a TAK)Ke CKPBITOE JBYXTOJIOChIE U OypAOHU-
pyIole OTKpbIThie cTpyHbl. OCOOEHHO YyBCTBYETCS ONM30CTh €€ 3BydaHUs
K BOKQJIbHOM JIMHUM XaHEHJe B aHcaMOlle ca3aHjie, KOTjaa KAMaHYUCT Hapsy
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C XaHEHJIe COIPOBOXKJIAET M TapucTa. BpemMeHaMM OH Kak MCIOJHUTENb Ha
BEAyLIEM MHCTPyMEHTE OepeT (PyHKIMIO Tapa WIM K€ HAYMHACT HCIIOIHSThH
MEJIOAMIO YyTh MO3KE TapucTa. B smm3omax KAMaHYUCT 4acTO MPUMEHSET
UMUTAIMIO, T.€. €CJIM TAPUCT MOAPAKACT XaHEHIE, TO KIMAHYUCT — TapucTy. B
3TOM CiIydae TMOIy4aeTcsl Kak Obl Tpe3By4Has KaHOHMYeckas umuranus. He-
JapoM KsIMaH4y Ha3bIBAIOT “cobecedHuxom mapa’.

B ¢onoreke 3akpbeiToro AKIMOHEPHOTO 00mIecTBa A3epOailKaHCKOTO
Tenesunenust u Pamuo, TocymapctBenHoM My3ee AszepOailkaHCKON My3bl-
KaJbHOM KYJIBTYPBI XPAHATCS 3alMCH PUTMUYECKOro Myrama “Mancypuiie” B
UCTIOJIHEHUH U3BeCTHOTO XaHeHzae Jxab0apa ["apsrapionty B cCOnpoBOXKICHUH
KAMaHYH.

B penepryape ksimaHuu, KpOME MyTramoB, OOJIBIIIOE MECTO 3aHUMAIOT MH-
CTPYMEHTAJIbHBIE BAPUAHThI HAPOJHBIX ECEH, TAHIIEB U IbEC.

Hauwunas co BTopoii osIoBUHBI TPOIILUIOTO BeKa, KAMaH4ya Kak U Tap, cTajia
OJTHUM U3 BEAYLIUX UHCTPYMEHTOB B COCTaBE OPKECTPOB HAPOJHBIX UHCTPY-
MEHTOB M Pa3JIMYHbIX aHCaMOJeil B KaueCTBE COJIBHOTO UM aKKOMIIaHUPYIO-
11ero HHCTpyMeHTa. KsiMaH4a 3ByUuT TakkKe Ha 3CTPaJie B COJIbHOM HCIIOJIHE-
Huu. Hapoansiit aptuct AzepOaiimpkana ['abuib AnneB 4acTo BeICTyHAN MOA
aKKOMITaHEeMEHT Oanabana W raBasia. Bo MHOrOM MMEHHO Ojaromapsi 3ToMy
3aMeyaTrebHOMY HCTIOJHUTEII0 MUP y3HaJ HE TOJIBKO KpacoTy a3epOaiiikaH-
CKOM HAapOAHON MY3bIKH, HO U TIO3HAKOMMUJICS C HEOOBIYaHBIMU BO3MOXKHO-
CTSIMU HHCTPYMEHTA.

BaxxHyto ponb UrpaeT KsIMaH4a U B Pa3BUTHH COBPEMEHHOM mpodeccuo-
HaJIbHOU MY3bIKH A3zepOaiikaHa. B pacuere Ha TeXHUYECKHE BO3MOKHOCTH
MHCTPYMEHTA a3epOailPKaHCKMMU KOMITIO3UTOPAMHU CO3/1aHO MHOTO TIPOH3Be-
JeHuil. DTO KOHLEPTHI I KIMaH4YU ¢ CUM(OHUYECKUM OopkecTpoMm Pammsa
Mupumny, 3akupa baruposa, ['amxku Xanmamenosa, Toduka baknxaHosa,
Byrapa [[xaman3ana, nBa KOHUEpTa AJig KIMaHYU C KAMEPHBIM OPKECTPOM
Ansun PaxmeroBoit, “Ckepuo”, “Tapantemna” u “TanieBanbHas crouta’
Cyneitmana AneckepoBa, “Menoandeckue 3tionbl” Canpa Pycramona, “Kon-
ueptuHo” Mamena JIxaBagosa, “IIbeca” 1uist KAIMaHUU U OpPKECTpa HAPOAHBIX
uHcTpyMeHTOB Hazuma ['ynreBa, KoMIo3unuu Asist KSMaH4u U KaMepHOTO Op-
kectpa Bacuda Annaxsepauesa.

3acimyKUBalOT BHUMaHHUS Karmpuuuuo “AnBaH Haxwinuiap” (“Ilectpsie
y30pbI’”’) g ksiManuu U poprenmano [anama Jlanamesa, “IIbechr’” mis ksi-
manuu Capnapa @apamxkesa, “Ilbecer” s kamanuu u ¢-Ho Okrast Pamxka-
6oBa, Mibxama AOmymiaeBa, “/[BoitHOW KOHLEPT” IJid KIMaHUYM, KaHyHA H
cuMpoHnueckoro opkectpa Ansun PaxMeToBoii, mosma “Amanarcus kamaH”
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(“Kaman 6e3 Ananara) Hazuma Kynuesa, “MoHnosnor” s kaMandu u ¢opre-
nuaHo Pammuza 3oxpabosa, “IIbeca” DnbHaps! [agamieBoil.

HecomuenHo, azepOaiixaHckie KOMIIO3UTOPHI ellle TOPaayroT MOKJIOH-
HUKOB MY3bIKH HOBBIMH ITPOU3BEICHUSAMHU, HAITMCAHHBIMU JIJIs1 3TOTO MpeKpac-
HOTO MY3BIKaJIbHOTO HHCTPYMEHTA.

YAPYIOIIUHA CJIYX MY3BIKAJIBHBIH HHCTPYMEHT

Cpenu BOCTOYHBIX MY3BIKaJIbHBIX MHCTPYMEHTOB YA UMEET OYCHb MHTE-
PECHYI0 MHOTOBEKOBYIO HCTOPHIO, O YEM, B YAaCTHOCTH, CBHJIETEIHCTBYIOT
apXeoJIOTHYECKUEe HAXOAKH U pyKomucu. Tak, Cyas 1mo TeppakoTam (IIOCKHE
C3a]i1 U penbe(HbIC C JTUIEBOM CTOPOHBI 000KKEHHBIE CTaTYITKU BBICOTOM 110
9-10 cm, OOTBIIMHCTBO KOTOPBIX marupyercs IB. qo H.3. — III B. H.3.) ropona
Adpacusba — npeBrero CamapkaHja, U3JIFO0JEHHBIN MY3bIKAIBHBIM HHCTPY-
MeHT xuTesei Corauanbl UMeN OONBIION KOPITYC, MEPEXOIAIINNA B KOPOTKYIO
HIEHKY 1 3aKaHUYUBAKOUIUICS OTOTHYTOM Ha3a/1 FOJIOBKOH [26], T.€. OUEHb CXO/I-
HBII C COBPEMEHHBIM Y/IOM.

Kpynneiinue TeopeTukr My3bIKH PAaHHETO CPEIHEBEKOBBS SIXbs MOH aii-
Mynamxum (855-917) B “Pucans du' 1 mycuka” (“Tpakrar o Mmy3bike”) u A0y
Hacp Myxammen ans-®apabu (873-950) B cBoeM counHennn “Kutalynb-my-
curu anb-kabup” (“bonpinas kKHUTa 0 My3bIKe”) ONMUCHIBAIOT YETHIPEXCTPYH-
HBII (YTPOCHHBINA — Oem, YIBOCHHBIA — Maciac, 0OUHApHvie — MAcHa N 3uUp)
yA, Ha COOTBETCTBYIOUIMX CTYIEHSX (JIaJKax) KOTOPOrO BOCIPOHM3BOIMICS
TOT WJIM UHOM 3BYK. OTKpBITasi CTpyHa KIMEHOBaJach mMymiae. J{ns o0o3Haue-
HUSI JIQJKOB MCIIOJIb30BAIMCh Ha3BaHUS MaJbleB (yKa3zaTelIbHBIN — cabbaba,
cpenHuil — socma, OE3bBIMSIHHBIA — OuHcUp U MHU3UHEN — xuHcup). Cnemyet
OTMETHTb, YTO JJISl TIOJTYYCHHUS MOJHOTO COBEPIICHHOTO 3BYKOpsiia MEBEI] U
My3bIKaHT 3upbsid (789-857, nacrosmee umsi Anu ubn-Hada) emre 3amgomnro
no Papabu mo00aBUI MATYIO CTPYHY “Xado” (pe3kas), 3Bydallyl Ha KBap-
Ty BBIIIE YETBEPTOW, a JIsl MPUAAHUS 3BYKY TOHKOCTU U JIETKOCTHU JIEPEBSH-
HBII Meauarop 3aMeHus opiauHbeiM nepom [37]. B VIII B. Mancyp 3anb3anb
K 3BYKOPSIAY yza 100aBMJI HOBBIN JIAJIOK, KOTOPBIM CTaj Ha3bIBaThCs ‘‘@ocma
3a1v3ab ", 1 1300pen ocodyro Gopmy yaa [72]. Ho ya Bo Bpemena @apabu u
BIUI0TH 70 XIII Beka Obl1 B OCHOBHOM YETHIPEXCTPYHHBIM, ISATUCTPYHHBIN Y
He OBLI e1le MUPOKO PaCIpOCTPaHEH.
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ITo cBUaETENBCTBY COBPEMEHHMKOB, azepOaiaHCKuil My3bikoBen Ca-
¢uaaaua YpmaBu ObLIT HE TOJIBKO BBITAIOIIUMCS MY3bIKaJIbHBIM TEOPETUKOM,
co3zaresieM COBEpLICHHON TalynaTypsl, B KOTOPOH HOTBHI MY3BIKH YKa3bIBa-
auch OyKBaMu M HU(PpaMH, HO U HEMPEB30MACHHBIM UCTIOJIHHUTENIEM Ha yIIe.
B 7-it tmaBe ero m3BectHoro Tpyna “Kurabynp-anBap” (“Kaura o xpyrax”),
CIIELMAJIBHO MTOCBSIIEHHOW Yy, HA IPUMEPE 3TOI'0 HUHCTPYMEHTA paccMaTpu-
BAIOTCS TEOPETUUYECKHE M MPAKTHUECKHE acHeKThl MY3bIKH: IPUPOJA 3BYKa,
CUCTEMBI JIAJIKOB M 3ByKOPSI0B, UHTEPBAJIbI, PUTMbI, KOMIIO3ULIUU, UCIIOIHU-
TEJIHCKOE MacTepcTBO. Pykomuchk 3TOro Tpakrara, naruporanHas 1333-1334
rogamu (Oxcopn, bonnmmanckas 6ubnuoTeka), BKIIOYaeT n300pakeHne Ha-
3BAaHHOI'O MHCTPYMEHTA C IISAThIO JBOMHBIMU CTPYHAMHU U CEMBIO JIaJKaMH Ha
KOpoTKOM elike [77]. B qpyrom npousBeaeHUN My3blkoBena — “‘Pucanenn—
[apadwuita” (“Kuaura o 6maroponctsax’) ya IPHUUCISIETCS K CaMbIM COBEp-
HIEHHBIM MHCTpyMeHTaM. [loguepkuBaroTcs KBapTOBasi HACTPOMKA CTPYH WH-
CTPYMEHTA M MO3ULIUN HA HUX.

VY ObuT U3MIOOJIECHHBIM MY3BIKAJIBHBIM HHCTPYMEHTOM CpPEIHEBEKOBBIX
no3ToB A3epOaiixana, KOTOpbIe YaCTO YIIOMHHAIHU €ro B CBOMX MPOU3BE/e-
HusiX. CBEICHNS O BHEIIHEM BHJIE yJa K OCOOCHHOCTSIX 3ByYaHUS €T MIEIKO-
BBIX CTPYH MOYKHO TIOJy4WTh U3 npousBeaeHuii ['arpana Tebpusu n Huzamu
I'sumxeBu. Huzamu B mosme “Xocpos u lllupua” oco6o mogyepkuBaeT Ma-
CTEpPCTBO MEBIOB U My3blkaHTOB bapbema n Hakucel, 3 KOTOPBIX MEPBHI B
COBEPILIEHCTBE UTPajl Ha y/Ie, @ BTOPOM — HA YaHTe.

YnomuHanue 00 yae BCTPE4aeTcsi B CTUXOTBOPEHHSIX U APYTHX KIACCUKOB
azepOaiimxanckor mossun — Mexcaru ['ssmkeBu, AxBaaun Maparau, Accapa
TeOpusu, ['a3u bypxanennuna, Umanennuaa Hacumu, [[xaxannraxa Xaruru,
[ITax Mcmanna Xarau, Myxammena ®@uzynmu, @enan TeOpusu, Pyknenauna
Macyna Mecuxu, a takxe B “Jlactanu-Axmen Xapamu™.

OO0 uHCTpyMEHTaX, OBITOBABIIMX BO BTOPOM mosioBuHe XV — Havaie XVI
BEKOB, MO)KHO CYIWTH 110 HACJIEMIO BUAHBIX MPEACTaBUTENEH a3zepOaiimKaHc-
Koi mon3un Xabubu u Kumsepu, KOTOpbIe TakKe OMUCHIBAIOT Y. 3aCTyKUBAET
BHUMaHHMSA TOT (AKT, YTO B OJHOM U3 CTUXOTBOpEHUI Xabubu yi yrmoMuHaeTcs
PSIIOM C IpYTUMHU CTPYHHBIMU MHCTPYMEHTAMU — wieumaem, Yaneom u bapoa-
mom. VI3 3T0T0 CchemyeT, 4To 1o Ha3BaHusAMU “yi’” u “OapOar” B kKoHIe XV Beka
NOJPAa3yMEBAIUCH YK€ Pa3IMYHble MHCTPYMEHTBL. Mbl NOJUYEPKUBAEM 3TO IO
TOM IPUYUHE, YTO COBPEMEHHBIE HCCIIEA0BATENN CO CCHUIKOM Ha CPETHEBEKOBBIE
MCTOYHMKH JIETIAIOT aKIIEHT Ha TOM, 4To OapOar, y/1 U pya — pa3Hble Ha3BaHUs OJI-
HOT'O M TOTO € MHCTpyMeHTa. C Apyroil CTOpOHBbI, B HAyYHOM JINTEpaType Moy-
TH YKOPEHUJIOCh MHEHHUE O TOM, YTO 0apOaT SBIISETCS MPEAIIECTBEHHUKOM Y/ia
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WU K€ OTHUM U3 Pa3HOBUIHOCTEI MHCTPYMEHTA JIFOTHEBOTO THUIA, OIMU3KOTO K
yay [21].

JIeHCTBUTENIBHO, O TOM, YTO TEePMHH “OapOar”’, O3HAYaAIIMNA ‘TPyIb
yTKu” (6ap — rpynp, 60ar — yTKa; Ha3BaH TaK M3-3a BHEIIHETO CXOJICTBA WH-
CTPYMEHTA C YTKOW, €CIIU CMOTPETh HA HEr0 ¢ OOKOBOI CTOPOHBI), SABISAETCS
CHHOHHMMOM cJioBa “ya”, enie B X BEKE MUCAJI BbIJTAIOIIUNCS CPEHEA3UATCKUN
y4eHbIi anb-Xope3mu [76]. O0 3Tom ke uuTaeM B cioBape “Cuxax an-dapc”
(“CoBepI1IeHCTBO TTEPCUICKOTO sI3bIKA’), cOcTaBiIeHHBIM B 1328 1. Myxamme-
noM nOoH Xunmynraxom Haxuusanm [20].

HemanoBaxHoe 3Ha4eHKE B BBISICHEHUH YTOTO BOIIPOCA UMEIOT CIIETYIOIINE
daxTel. Benukuii cpenneazuarckuii yaensid u ¢punocod Ady Anu noH Cuna
(980-1037) B TpakTaTe 0 My3bike [37], BOIICAIIEM B €r0 SHITUKIIOTICIUYECKUI
tpyn “Kurtab am-Ilaga” (“Kaura ucrenenus™), ynorpeonser TepMuH “Oap-
0ar” ass OMMCAaHUA JIOTHEBOTO MHCTPYMEHTA, XOTSA 3TOT TPy ObUT HamucaH
Ha apa0OckoM si3pike. Daxpamaun ap-Pasu (1149-1209), Taxke mpoKUBaBIITHIA
B Azepbaiikane, miucai o0 YeThIpex CTpyHax 0apbara, TOUHO COBIAJAIOIINX
10 Ha3BaHUIO CO cTpyHaMmu yna [26]. Kak ormeuaeT Teopetuk u3 ['epara asnb-
Xycetinu (XV B.) [26], mocie 1o6aBiieHHs K JIFOTHE MATOW CTPYHBI OHA CTalia
MMEHOBAThCS YoM (apaOckoe Ha3BaHME JIepeBa, U3IAIOLIETO MPUATHBIN 3amax
npu coxokeHnn). He UCKITIOUEHO, UTO 3TO CBSI3aHO TAKXKE C 3aMEHOM KOXKaHOM
JIEKU JIFOTHU JepeBAHHON. Briaatommuiics noat Xaranu [lupsanu, kak u @up-
noycu (935-1020) B snonee “lllaxname”, HU pa3y HE YIOMUHAET YA, HECMOTPS
Ha TIOMYJIIPHOCTH apaOCKOTo Ha3BaHUS JTIOTHU KakK B €0 BPEMsi, TaK U B IPEbI-
JyIIEM BeKe. XaraHu mucal O BOCbMH (YETBIPEX JBYXXOPHBIX) CTpyHax OapOa-
Ta. DTO CBUAETENBCTBYET O TOM, YTO BO BpeMeHa Xaranu u Huzamu Hanbonee
HOTYJISIPHBIMU OBUTH TPEX- UJTH JK€ YeThIpeXIapHble CTPyHHBIE 6apOaThI.

AOnynragup Maparan Takke CUMTal yA CaMbIM COBEPLICHHBIM MY3bI-
KaJbHBIM MHCTPYMEHTOM M IUCAJ, YTO B €r0 BpeMs yJ CYIIECTBOBAI B ABYX
Pa3HOBUAHOCTSIX: CTAPUHHBIN (2adum) — UMeN YeThIpe, U COBEPLIECHHBIN (Ka-
Mu) — TSATh TapHbIX cTpyH. [lo-BuaMMOMYy, 1Mo CTapuHHBIM yaoM (you-ea-
oum) Abmynranup Maparau nmen BBUIy OapOar.

Benukuii azepOaitmkanckuii mosT Myxammen Ou3yinu Ha3bIBaeT Y1 ““Kaz-
HayeeM Ka3Hbl TaliH”, U, BOCTOPTasiCh €ro 3By4YaHHEM, BOIPOILALT, KTO O0y4dnII
Vi “orHeHHON mecHe”, kKenas y3HaTh y HErO MPUUYMHY “O0MKOCTH K HOBBIM
Menoausim”. B otBeT Y roBopur:

C nepeuix oce OHell, K020a 51, yyce 2OMoBwlll, NOSABUILCA,
Bvin nocmasnen 6 moetl oyuie eonoc, ox u nanegaem,
A mak u He y3Han, umo coenaiu OHu co MHOU,
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3auem u omuezo mens onu yempounu.

He om meHs1, koneuno, ucxo0sm smu 10008Hble CMOHDL,

Cnpocu nyuwe y macmepa, mom mebde 00bsACHUmM 0
Moem 8030yacoeHuu [17],

TEM CaMbIM, J1aBast HOHATh, YTO UCXOJSALIUE U3 €TI0 CTPYH “‘CTOHBI” 3aBUCAT
ot jrofei. [1oaT umeeT B BUAY, UTO YEIOBEK MOKET UCIIOIB30BaTh MY3bIKaJIb-
HBIII UHCTPYMEHT IO CBOEMY YCMOTPEHHUIO, UCTIOTHATH BECEJIbIE U TPYCTHBIC
menoauu. Becw xox “Oecenpl” moaTa ¢ YA0M MOKa3bIBAET, YTO 3TOT UHCTPY-
MEHT MO-TPEKHEMY CUMTAJICS OTHUM U3 HauOojee COBEPILICHHBIX.

3acily’)KMBaeT BHUMAHHUS TAK)KE CIOKETHAsl XYIOKECTBEHHAs BBIIIMBKA
(bynmamemrckuii My3el eKOpaTHBHOTO MCKYCCTBA), M3roTOBICHHAas B TeOpu-
3€, ¢ M300paXCHHUEM CLICH TaHIa ¥ NEHHUS B COMPOBOXKICHUH yia, YaHTa, Ksi-
MaH4H, Hes u aeda [85].

Cyns o KHIKHBIM MUHHUATIOpaM a3epOaikaHCKUX XynoKHUKOB CynTa-
Ha Myxammena (1470-1555), Mup3st Anu Myxammenu (1510-1576) u npy-
T'HX, KOPIYC yJa UMell TPpyIIeBUIHYI0, UIH OKpyriyio (opmy. Ha oTorayroit
Ha3aJl TOJI0BKE OTYETNIMBO BUJHBI 10-11 KOJIKOB, COOTBETCTBYIOLIUX KOJIHMYE-
CTBY CTPYH, a TaK)K€ TPH KOJIKa Ha OJHON cTOpoHe rosioBku. Ha aexe pacmno-
JlarajJuch pe30HATOPHBIC OTBEPCTHS, YKPAIICHHBIE PE3HBIMU PO3ETKAMH. Y,
ocobeHHo rpud, Ooraro ykpamaics y3opaMu. Bo BpeMs UTpbl €ro Aepskaju
Ha KOJICHSIX, C YyTh OMYIICHHON BHU3 rojoBKOW. Ha mHCTpyMeHTe urpanu npu
IIOMOIIIM IUIEKTPA, CAEIAHHOI0, BEPOATHO, U3 OPJIMHOTO nepa. Hu B 1 oxHOM
U3 paboT Xy/IOKHUKOB JIAJKK y rpuda He rnokazanbl. OTCyTCTBHE UX Ha COB-
PEMEHHBIX Yy/Iax, paclpOCTPAaHEHHBIX B apaOckux ctpaHax, Typuuu, Upane,
Azepbaiikane, a Takke Ha TeppakoTrax Adpacuadba v UpaHCKUX cepeOpsHBIX
cocynax, marupyembix VII-IX Bexamu, HaBomAT [26] Ha MBIC/b, YTO JIAJIKH
Ha yJe, yKa3aHHbIC Ha CXeMaX M PUCyHKax TpyaoB ajb-Dapadu, C.YpmaBu u
JPYTUX, CKOPEee BCETO, CIYKUIIH [T HATISAHOTO OOBSICHEHUS TEOPETHUECKUX
MIOJIOKEHUI MY3bIKH U PA3HOBBICOTHOCTH 3BYKOB.

OTtcyTcTBHE Ja/IKOB Ha yJI€ IOHATHO, IMOCKOJIbKY OHHU, KaK IpaBUIIo, OT-
CYTCTBYIOT Ha CTPYHHBIX HHCTPYMEHTAaX ¢ KOPOTKOH mierkoit. Jlaaku oOpaHO
UMEIOTCS HA MHCTPYMEHTAX C JUIMHHOM IEHKOM, T.K. IPU UX OTCYTCTBUU IIpa-
BUJILHOE M3BJICYCHHE COOTBETCTBYIOIIMX 3BYKOB 3aTPYIHUTEIBHO.

Cynst 1o cpeHEBEKOBBIM MTOATHYECKUM IIPOU3BEIECHUSAM U MUHHMATIOpAM,
Ha yJie Yallle BCEro Urpajid BO JABOpIax, BO BpeMs nupiiectB. B “Pucane-iin
MYyCUTH’ CpeHea3narckoro MysbikoBena [epsuina Anu [74,87], onuckiBaro-
1IETO MY3BbIKAIBHOE UCKYCCTBO BTOPOM 1moJIoBUHBI X VI - Hauana XVII Bekos,

233



Caadem ABAY/1/IAEBA

Y OXapaKTepU30BaH Kak “Hapb’ My3bIKaJIbHBIX HHCTPYMEHTOB, HOO TIO TE€M-
Opy 3ByuyaHus ¥ 00beMy JMaria3oHa ObUT JTYyUIIUM U3 BCEX CTPYHHBIX HHCTPY-
MEHTOB TOr0o BpeMeHH; K ToMy BpeMeHU OH MMell yke 6 HaCTpanBaeMbIX I10-
MapHO IIENIKOBBIX CTPYH (3up, macHa, maciac, beem, xado u myxmanug), v
JMana3oH HHCTPYMEHTA PACIIUPUIICSA B CTOPOHY HU3KHX 3BYKOB.

Hewmenkuii yuenslit u mytemectBeHHUK Anam Oneapuit (1603-1671) yka-
3bIBAET, YTO Ha Npueme rocreid Bo Asopue [llamaxnHckoro xaHa My3bIKaHTbI
B TIOpOAHAX U SPKUX MOJIOCATHIX KadTaHax, COMPOBOXK/1asi TAHLIOPOB, UTPAITH
Ha CTPYHHBIX MHCTPYMEHTAX BpOJE LUTP (3TO ObUIM, MO-BUAUMOMY, KaHYH
WIHM CaHTYp), @ IPU BBICTYIUICHUU TAHIIOBIIUI] — Ha nede, Oamabane, Harape
u yzae [65].

B marom paznene tpakrara “Ansap” (“Kpyru”) anoHumHOro asepoaiin-
YKAHCKOT'O aBTOPA, XapaKTEPU3YIOIIET0 YPOBEHb MYy3bIKAJIbHON TEOPUN BTOPOI
nonoBuHbl XVIII Beka [18], paccmarpuBarOTCs HACTPONMKH MHCTPYMEHTOB.
Tak, cTpyHBI yZla p€KOMEH/IyeTCsl HACTpanuBaTh Ha JIaJbl: IEPBYIO — Yaxapesix,
BTOPYIO — pacm, TPEThIO — ucgaxaH, 4€TBEPTYIO — OY2sxX, MATYIO — XYCeUHU.

3aBe3énnblii B Mcnanuio apabamu ya Ipu3HAETCs MPEALIeCTBEHHUKOM
eBponeickoil MoTHU. Ha HOBOM MecTe yz1 mpeTepIriesl U3BMEHEHUS! B KOHCTPYK-
TUBHOM OTHOIIICHWH. Y]I C KOPOTKOH IICHKOH, T.€. B IEPBOHAYAILHOU (opme,
o0Opern MUPOKYI MOIMYJIIPHOCTh B cTpaHax bnmxuero Bocroka, KaBkaza u
HentpanbHoit Azum.

B nacrosiiiee Bpems yi (B IBYX pasHOBHIHOCTSIX — apadu N wapeu) — Be-
TYUIUH IIATKOBBI MHCTPYMEHT y apaboB, pacipocTpaHEH Takxke B Typuuu,
Azepbaiimkane, Apmenuu, Upane, Y3oekucrane, Tamkukuctane u Typkme-
HucTtane. JIIoTHs ¢ KopoTkoil meiikoil B Kutae Ha3piBaercs “nuna”. Kak cBu-
JETENbCTBYIOT KUTANCKNE XPOHUKH, 3TOT MHCTPYMEHT MHO3EMHBIN U TOTaj B
Kwuraii u3 3anagHoro mupa.

Ntak, 0CHOBHBIE YAaCTH y/a — BBIITYKJIbI, IPYIIEBUIHBIN KOPILYC, KOPOT-
Kas Ieika ¢ rpuoM 1 OTOTHYTasi Ha3a/l TOJIOBKA C KOJIKaMH.

OO6mas mmHa HTHCTpYMEHTa coctaBisieT 850 mMm. [{nmnHa kxoprryca 10CcTu-
raet 480-500 mm, mupuna — 350-360 mm, rmyouna — 180-200 MM, 1iuHa 1Iei-
ku — 195-200 mm, a rostoBku — 215-230 mm. Koprryc ckieer u3 kienok (10 20)
TOJIIMHON 3 MM, BEpXHHE KOHIIbI KOTOPBIX 3aKperuieHs! K mpukiiany. C 60ko-
BBIX CTOPOH BEPXHHE KIICTIKH JOTOJIHHUTEIHHO MPUKICUBAIOT Ha HEOOJBIIIHE
JiepeBsSHHbIEC OPYCKHU, 3aKPETICHHBIE K JIeKe C BHYTPEHHEH CTOPOHBI.

K npuxnany pmunoit 70-80 MM kpenuTes mierka mupuHon 35-50 MM u
BbIcOTOM 22-30 MM, a K €€ BepXHEeMy KOHIIy - TOJIOBKa. Ha BepxHel 60KoBOA
CTOPOHE T'OJIOBKU PACTIOJIOKEHBI 1IECTh KOJKOB, B HUXKHEU — MATh. JlepeBsH-
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Has J€Ka TOJIIIUHOW 5 MM UMEET OT OJJHOT'O /10 TPEX PE3OHATOPHBIX OTBEPCTUN
CO BCTaBHBIMHU PE3HBIMH po3eTKaMu. Ha HIKHEH YacTu JeKu pa3MelleHbl Jie-
peBsiHHas nojacTaBka JUIMHON 130 1 BbICOTON 7 MM M NMAHUUPb — CTPYHOIEP-
KaTeb.

WNHCcTpyMEHT, 3a HCKIIFOYEHUEM JIEKH, U3TOTOBIISIOT U3 OPEXOBOI0, IpyIile-
BOT'O U CaHAAJIOBOro Jepesa. [1imockas gexka u3rotaBamMBaeTcs U3 €JId WIHA CO-
CHBI.

Vi 06bIYHO MMEET MATHh MapHBIX CTPYH. B mocnennee BpeMs Ha UHCTPY-
MEHT HaTSATUBAETCA JOIOJHUTENbHAS OJuHapHas cTpyHa. IlepBas u Bropas
napbl JKUJIbHBIE, OCTaNIbHbIE MeTaunueckue. Kak oTMeuanocs, J1aasl Ha mei-
K€ OTCYTCTBYIOT. 3BYKH M3BJIEKAOTCS IUIEKTPOM B BUJIE TIEpA ¢ KOCTSIHBIM Ha-
KoHEeUHHKOM. [Ipu urpe yn mprwxuMaroT K rpyau, OOKoBas CTOpOHA KopIryca
OIMPAETCS HA COTHYTOE KOJIEHO CUJIALIET0 UcroHuTeNs. MicnomHuTens urpa-
€T YeThIPbMS TaJbI[aMH JIEBOH PYKH.

Hotb! 111 MHCTpYMEHTA MUIIYTCS B CKPUIIMYHOM KJIHOYE U 3By4aT Ha OK-
TaBy HWXE HamucaHHOTO. /[nama3oH yna ot “mu” Goibmioi a0 “da” Bropou
okTaBbl. CTpyHBI HACTPanWBalOTCs B UHTEpBaJle CeKyHaa-kBapra. Ha yne mox-
HO HCIIOJIHATH MACCaXXH, TPEMOJIO, TIIHCCAHI0. MATKHiA, OapXaTUCTHIM 3BYK
yaa 00yCIOBUIIM €T0 UCIOJIb30BaHUE MPH COJILHOM HCIOJTHEHUU MYTaMOB U
JUPUYECKUX HAPOIHBIX HAUTPHIIIEH.

B opkecTtpax um aHcaMOnsiX HapOTHBIX WHCTPYMEHTOB YI HCIIOJB3yeTCs
PEUMYIIECTBEHHO B Kau€CTBE aKKOMIIAHUPYIOIIEro HHCTpyMeHTa. BmecTte ¢
JPYTMMH MHCTPYMEHTAMM €0 3By4YaHHME 3aMETHO YCHJIMBAETCS, TOCTUIaeT-
cs1 TeMOpoBoOe pazHooOpasue. [Ipu moBTOpeHNHN MEIOANYECKON JTUHUH, BBUTY
PE3KOT0 Pa3InyMs M0 TeMOpPYy OT IPYTHX CTPYHHBIX HHCTPYMEHTOB, Y[ CO3-
JTaeT CBOEOOpa3HOe CO3ByUYHE. ITa 0COOCHHOCTH XOPOULIO MPOCIIEKUBACTCS B
“ITosme” mJig KaHyHa U OpKECTpa HAPOJHBIX HHCTPYMEHTOB, “IlecHe 6e3 cioB
Nel4” xomnosutopa CyneliMana AjeckepoBa M npousBeneHuun “‘/lepsuir”
O®panruz Anuszaje.

Opanru3 Anusajie Takxke Hanucana s yia u kaMmepHoro ancamo:is “Mu-
pax” (u3 cepun “lllenkoBbiit myTh”’), a Hanna Mupmammeyu — “Konuept”
JUISL yia ¥ CUM(OHUYECKOTO OPKECTpa.

Bonburyio pons B momynspusanuu yna B AzepOaiiykaHe chirpai TalaHT-
muBbIi Tapuct Axcan Jlagames (1924-1976). B nmamsitu cinymareneit coxpa-
HUJIOCH €ro HcroiaHeHue Ha yae myrama “lyp” u necuu “T'apaxan sp” (“Jlro-
Oumasi ¢ YepHOU ponuHKoI’). B HalM THU HEM3MIaAUMOe BICUaTICHUE TIPO-
u3BoaMT Urpa Scada DiiBazoBa, MupmkaBana /[xadapoBa u Ackepa Ajekrie-
poBa.

235



Caadem ABAY/1/IAEBA

ABEPBAVIKAHCKU KAHYH

Bo3HuKHOBEHNE MY3BIKAJIBHOIO HHCTPYMEHTA KAHYH CBSI3bIBACTCS C IPEB-
HEETUTIETCKON ap(oii, B OTIINYHE OT KOTOPOU MHOTOYHUCIIEHHBIE CTPYHBI HA HEM
pacrosylaraJiich Ha JEPEBIHHOM KOPITyCE€ B TOPU3OHTAIBHOM IIOJI0KEHUU.

KanyH cuntaercst pocTBEHHBIM HHCTPYMEHTOM C TYCIISIMH, ITAMOaaMu 1
LIUTPOM, pacIpOCTPAaHEHHBIMU B €BPOIIEUCKUX cTpaHax. M3-3a cxoqHoro Hasz-
BaHUS TMPEIOJIaraeTcs, YT0 KaHyH 00pa30Bajicsi OT aHTUYHOTO KaHOHA, T.C.
MOHOXOPZA, K OJHOM CTPYHE KOTOPOIO YXKE B APEBHOCTH CTAJIA NPOTATUBATh
JOTIOJTHUTEbHBIE CTPYHBI [69]. He ciiyualiHO TaPKUKCKUI MY3bIKOBEI, TIEBELL
U UCTIONHUTENb Ha yaHre JlepBuin Anu (Bropas nonoBuHa X VI — nepsas no-
noBuHa X VII Beka) cunran ero HacieaueM LTHHCKOTO Mupa [74].

Kax cBuIeTeNnbCTBYIOT MHCBMEHHBIE MCTOYHUKH, 1O HALLIEH dPBI apeall ero
pacnpocTpaHeHus oxBaTeiBai JpeBHuii Erunet, Anaronuto 1 MeconoraMmutio.
3areMm kanyH Murpuposai B Upan, Kaskas, Llentpansnyto Azuto, [lakucran,
Nuapuro u Kuraii [63,81].

KanyH ObL1 0THUM U3 HIMPOKO PaCIPOCTPAHEHHBIX HHCTPYMEHTOB B CpEJI-
HEBEKOBOM A3epOaiipkaHe M BOCTIETHIM MHOTUMH KJIaCCHKaMU a3epOaiiKaH-
CKOM JTUTepaTypbl, KOTOPbIE TAKKE MEPEUUCISAIOT P CICHUPUUECKUX IS
9TOrO MHCTpyMeHTa cBOMCTB. Tak, Huzamu ['ssHmkeBr oTMeuaeT O1aro3Byuune
YTOJIIIEHHBIX U TOHKUX CTPYH, BO3IEHCTBUE UX HA YEJIOBEYECKOE CO3HAHHUE.
Myxammen ®@usynu B amieropudeckoi mosme “Cemb KyOKOB”, cpaBHHBAs
KaHyH C “CyHJIyKOM TalHOCTEH’, U3 KOTOPOTO JOHOCUTCS ‘“KaroOHO-HEKHAst
NIECHS’, COBETYET HE TOBOPUTH EMY HUYETO, [IOTOMY, YTO y HETO “CTO SI3bIKOB”,
yMesl BBUYy HAUIMYKME MHOTOYMCIIEHHBIX CTPYH.

B cpennue Beka GombIiie Bcero ObUTH pacTipoOCTPaHEHbI TPH PA3HOBUIHOC-
TH KaHYHa, OTJIMYABILIUECS pa3MepaMu: Typeukuii (HeOobIIoi), Oaraaackuit
(cpenHuii) u eruneTckui (00IbIIoN). A3epOaiikaHCKUHM KaHYH OTJIMYAJICS OT
TYpPELKOTO U apadCKOro pa3HOBUAHOCTEN 3BYKOPSAOM, BKIIIOUAIOIIUM B OKTa-
Bel7 crynenei [15].

O BHemHeM BHJE€ KaHyHa, pacIpOCTPAHEHHOIO B CpEIHUE BEKa, MOXK-
HO ONPENEJICHHO CYyIUTh 10 MUHHUATIOpAM B PYKOIHUCSX MPOU3BEACHUMN BbI-
Jaromuxcs mostoB. Kak npaBuio, B HUX OTPaXXEHbI CLEHBI YBECEJIECHUN BO
JnBopiax npasuteneil. Cpean UCIOIHUTENEH, UTPAIOIIUX HAa CTPYHHBIX U AY-
XOBBIX MHCTPYMEHTAaX B CONPOBOKJICHUM YIAPHOIO MHCTPYMEHTA, HA TAKUX
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MUHUATIOPAX MPEJCTAET TAK)KE MY3bIKaHT (B OCHOBHOM KEHILMHA), KOTOPbIH,
CKPECTHUB HOTH, ACPKUT HA KOJICHAX KaHYH, IPHUYEM KOPITYC €ro CYIIECTBEHHO
OTJIMYAETCsl OT COBPEMEHHOI0 BHJ1a. Eciin cMOTpeTh CBEpXY, TO KOPITyC UMe-
eT ¢popMy, HATOMUHAIOIIYIO KPBIIIKY posutst. OTCroa MOKHO 3aKJIIOYUTh, YTO
KOHCTPYKIIMSI KaHyHa IpeTepriesia CyIeCTBEeHHOe u3MeHeHne nocue XVII-
XVIII BekoB. IHTepeCHO OTMETUTD, YTO MO BHEIIHEMY BUAY KaHYH, HAPUCO-
BaHHBIN M3BECTHBIM PYCCKHM XyJOKHHUKOM U TpauKoM KHs3eM [puropuem
IMarapuneiv (1810-1893), aBropom u3BectHOM akBapenu “lllamaxuHckue Oa-
saaepku’”’, moceTuBIMM AzepOaiimkan B 1840-1850 romax, moxox Ha €ro co-
BPEMEHHYIO Pa3HOBUIHOCTbD.

B Hacrosiee BpeMsi KaHyH SBISETCS IONYJISIPHBIM HHCTPYMEHTOM B
apaOCKMX cTpaHax sl UCTIOJTHEHHsI TPAIUIIMOHHON apaOckoil My3biki. Bme-
CTE C TEM 3TOT MHCTPYMEHT HMIMPOKO paciipocTtpaneH B Typuuu, Upane, Azep-
Oaitxkane, Apmennn, Y3oekuctane u TypkMmeHucTane, a Takxke B [ pennu noa
Ha3BaHueM “‘kaHoHaku’. Ilo apeany pacrnpocTpaHeHUs] KaHyH MPEBOCXOIUT
JPYTO#l MOMYJISIPHBIA CTPYHHBI MHCTPYMEHT apadckoro mupa - yi. Mcnoms-
3yeMble CETO/IHA B Pa3HBIX CTpaHaX KaHYHbI CXOJIHBI 110 BHEIIHEH Gopme, oT-
JIMYAACh TOJIBKO 10 YHUCTY CTPYH.

Kopnyc kanyHa umeer GopMy NpsIMOYTOJIBHOM Tpareuuu, OCTPBIH yroi
koTopoii coctasisieT 30°. OH CKJIeeH U3 IePEBSIHHBIX KIICTIOK, H3TOTOBIISIEMbIX
B OCHOBHOM U3 unHapsbl. [[nrHa nucrpymenTa cocrasisieT 890-900 Mm, mmpu-
Ha 380-390 MM, a BbICOTa JOXOIMUT 10 60 MM.

Bonbiuas gacTh ek KaHyHa AepeBsHHas. J{J1s mydiero 3By4aHus B Hel
OTKPBIBAIOTCSl PE30HATOPHBIE OTBEPCTHSI C pEe3HBIMU po3eTkaMu. Ha ee Hmxk-
HIOIO 4aCTb, Pa3/IeJICHHYIO Ha 3-4 paBHBIX OTCEKA, HATATUBAECTCS KOKa OCETPa,
Ko3JIeHKa win 6apana. Hax xoxanoit MemOpaHO# pacrosiaraeTcs Maasi moji-
CTaBKa (KUYUK X2PIK), ONUPAIOIIASICS HA HEE TPEMSI WIIM YETHIPbMS HOKKAMHU,
a Ha KOCOHM cTopoHe — Oonblnas mojcTaBka (Oerok xapak). Han nmoncraBkamu
U JIEKON HaTSHYTHI 24-25 TPONHBIX KUIBHBIX (B HACTOSIIEE BpEMs OHM 3a-
MEHEHBI KallpOHOBON HUTHIO) CTPYH (cum). PaHbllle TOHKHE CTPYHBI U3TOTOB-
JSUTMCH W3 IIEJIKA, a TOJCThIE — U3 KHUIIOK KO3JIEHKA, ATHEHKA WJIM TeJICHKA.
O61ee uncio cTpyH cocraBisger 72-75. B HIbKHEl yacTu KopItyca pacrosara-
I0TCS ceéMb TOJICTBIX (auameTpoM 0.9-1.0 mm), a B BepxHEl — 7 caMbIX TOHKUX
(0.6 Mmm) ctpyH. B cpenneit vactu HaxonaTcst cTpyHbI TommuHon 0.7-0.8 M.
CTpyHBI OJHUM KOHIIOM IPOIMYLIEHBI YEPE3 OTBEPCTHUS, MPOCBEPICHHBIE Ha
OOKOBOH CTOpPOHE KOpITyca, 00pa3yroliei MpsMoi yrojl, U 3aKpeTICHbl y3ell-
KaMH. Y3€JIKH B CBOIO OYEPE/lb 3aKPBIBAIOTCSA CHEMHOM JIMHEUKON (XomKaut),
HajieBaeMON Ha OOKOBYIO CTOPOHY. [IpyTrM KOHIIOM CTPYHBI HaKPyUHUBAIOTCS
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Ha KOJIKU (nas), HaxXOoAsAIIMecs Ha KOCOM CTOpPOHE, NMPEABAPUTENBHO IMPOILy-
IICHHBIE Yepe3 MpojieIaHHOE B Hel oTBepcTHe. HaTsbkka cTpyH nipu HacTpou-
K€ MHCTPYMEHTA OCYILECTBISAETCS TOBOPOTOM KOJIKOB CHELIMAJIBHBIM KITFOUOM
(auap) 13 OGPOH3BI, MEIU WM JIaTyHH. biloke K KoJIKaM, TI0J] KaXK0W U3 TPOU-
HBIX CTPYH pacrojiararoTcsi Ba OpOH30BBIX OTKUIHBIX pblyara (JIMHT), MPH
MOMOIIIM KOTOPBIX, MOJHUMASI UM OMYCKas CTPYHbBI, U3MEHSIIOT BBICOTY W3-
BJIEKAaEMBIX U3 CTPYH 3BYKOB Ha MOJYyTOH. CTPYHBI 3aLEIUIAIOTCS IIJIEKTPAMU
U3 POTOBOW MJIM METAJUIMYECKOM TIACTUHKU, KOTOPbIE MOIKIIAIBIBAIOTCS IO
CHelHalbHbIE HAIEPCTKU (VCKYK), HaJleBaeMble Ha 00a yKa3aTelIbHbIE Majbla.
Bo Bpems urpsl kaHyH Ki1aayT Ha KOJICHH, IJTUHHOW CTOPOHOM K cele.

Hotbl ny1s kaHyHa NHUIIYT B CKPUIIUYHOM U OACOBOM KJIIOYaX, M 3BydaT
OHM Ha TOH BBIIIC HANMMCAHHOTO. /[Mama3oH KaHyHa OT “‘COJb”~° OOJBIION OK-
TaBbI 710 “70” TpeThel OKTaBbl. TeMOp KaHyHa HEOOBIYAHO HEKHBIM U MST-
Kkuid. J{naToHndeckuid 3ByKOpsiI HHCTPyMEHTa 00beMOM 3.5 OKTaBbI JEIHUTCS
Ha HU3KWUH (Oem), cpeaHuii (opma) M BBICOKHH (3u1) perucTpsl. B apriemkno,
aKKOpJax M MpH cliadoM 3ByYaHHWU YYacCTBYIOT BC€ Malblibl pyK. BBumy BO3-
MOKHOCTH M3MEHEHHUS TP TOMOLIN PhIYAroB BBICOTHI 3ByKa, HA KAHYHE MOXK-
HO CBhITpaTh Bce OEMOJILHBIC U JUE3HBIC TAMMBI.

WcnonuuTenbekass TEXHUKA MO3BOJISET KUCIIOJIB30BaTh aplelkKuo, IInC-
CaH/I0, MacCcax M Apyrue nmpuembl. MoKHO OpaTh MHTEpBAJIbL: CEKyHa, TEp-
s, KBapTa U KBUHTA. J[BOMHBIE HOTBI, CEKCTa, CENTUMAa U OKTaBHbIE HHTEPBA-
JIBI TIOJTy4at0TCst MPUEMOM TpeMoJi0. BO3MOXXKHBI MHTEpBaJIbl OOJBIIIE OKTABBI,
a TaKKe MOXKHO ChII'PaTh TPEX - U YETHIPEX3BYUHbIC aKKOpAbl. TeXHUUYECKHE
BO3MOXKHOCTH MHCTPYMEHTA MO3BOJISIIOT UTPATh CIIOKHBIE TPOU3BEACHHUS.

[locne mout NOMYBEKOBOrO ‘“‘MONYaHMS’ KaHYHa, BBI3BAHHOIO IIpe-
HEOPEKUTEIHHBIM OTHOIICHHEM K WHCTPYMEHTY (M pa3Be TOJBKO K Hemy?!)
B 30-¢ romet XX Beka, Omaromapss kommosutopam CyneliMany AJiecKepoBy
u Cauny PycramMoBy OH BHOBB 3a3Bydall MEpe]] 3pUTENSIMU, IPUCYTCTBOBAB-
IIMMU Ha OTKPBHITUH Jlekaabl a3epOaiiPKaHCKOM JTUTepaTrypsl U KYJIbTYpBI
B Mockse B 1959 rony. Ha cuene bonwmioro Tearpa CCCP cono Ha kaHyHe
ceirpana Acs Taruesa. Ilociie 3Toro MHTEpeC K KaHYHY 3HAYUTEIbHO BbI-
poc. KanyH OblT BKIIIOYEH BO BCE aHCAMOJIM HAPOIHBIX MY3BIKAJbHBIX HH-
CTPYMEHTOB, a TaKKe paszINyHble (OIBKIOPHBIC, KAMEPHBIE U 3CTPAIHbIC
ancamOiu. Crasio yneisiThcsi BHUMaHUE OOyYEHHUIO UIpe Ha KaHyHE Mojpac-
TAIOLIET0 TOKOJEHHUsSI MY3bIKaHTOB. Bo JIBoplie NMHOHEPOB M HIKOJIBHHUKOB
(apIHE JIBOpEIl AETCKOTO M FOHOIIECKOTO TBOpuecTBa M. Toduka Mcmaiino-
Ba) ['tomapoii TarueBoit ObLT CO3/MaH JTIOOUTEILCKUN JIEBUYMI aHCAMOJIb Ka-
HYHHCTOK. 3aTeM TaJaHTJIMBas KaHyHUCTKa TapaHa AsmeBa opraHusoBaja

238



A3EPBANOMAHCKUE MY3bIKANIbHBIE UHCTPYMEHTbI O4APOBbLIBAKOT MUP

U3 BBIITYCKHUKOB A3ep0aii[>kaHCKOH HAIlMOHATIBHON KOHCEpBaTOPUH aHCAMOJIb
“NMHKn” U3 CEMHU UCTIOTHUTENBHUL. OHU HA BBICOKOM YPOBHE UCIOJHSIN HE
Tonbko Myrambl “basrtei-Illupaz”, “Maxyp-XuHau” U TPOU3BEACHUS a3ep-
0aifKAaHCKUX KOMITO3UTOPOB, HO TAK)KE MPOU3BEICHUS 3apyOeKHBIX KOMIIO-
3uTtopoB — “O cone Muo” (“Moe connie’) Iayapao au Kamya, “became myuo”
(“Ilemyit mens kperrue”) Koncyano Benackec, “Tuko-Tuko” 3ekunbs 1e Adpey
u ap. [15]. AncaMOnb MpoaoIKaeT YCIEUTHO BHICTYNATh U B HAIIM JIHU.

KanyHn, npexne Bcero, uHCTpyMeHT npodeccrnoHanoB. OH BXOIUT B COC-
TaB OPKECTPOB U aHCaMOJIel HaApOAHBIX MYy3bIKAJIbHBIX HHCTPYMEHTOB. B op-
KeCTpe KaHyHBI 33JICHICTBOBAHbI KaK OTJIEIbHAs Ipynna (He MeHee 4 UHCTPY-
MEHTA) B KQYECTBE COJIUPYIOUIET0 U aKKOMIIAaHUPYIOIIEro nHeTpymeHTa. Oco-
OCHHO CHJIbHOE BIICYATIIEHHWE OH MPOU3BOAUT IMPHU CIBOCHUU CO CTPYHHBIMH
UHCTPYMEHTAMH — Ca30M, YJIOM U TapOM. Y UUThIBasi OCOOEHHOCTH 3BY4YaHUs,
KaHyHY 4aCcTO OTBOAUTCS POJIb BEAYILIET0O HHCTPYMEHTA.

bnaronapst 3BOHKOMY, IPKOMY ¥ MSTKOMY 3By4aHHIO KaHYH 4aCcTO UCIOJIb-
3yeTcs IIPH COJIbHOM MCIIOTHEHUU MyTaMoB (npeumyiiectBeHHo “bastoi-1u-
pa3a” u “Yaxaprsaxa’) u HapomHbIX neceH. M3 06pa3ios npodeccrnoHanbHON
MY3bIKH BIIEpBBIC OblIa iciofHeHa ‘“Panconus’ 3akupa baruposa it kanyHa
U 1ByX ap®. AzepOail/pKaHCKUMH KOMITIO3UTOPAMU COYMHEHBI SPKUE TPOU3-
BEJCHHUS JIUISl KaHYHA, K IPUMEDPY:

Cyneiiman AneckepoB. “Iloama” niisi KaHyHa U OpKECTpa HAPOJHBIX MY-
3bIKAJIbHBIX MWHCTPYMEHTOB, TaHleBaimbHast Menoaus “Hlamaxo” (B medcTBu-
tenpHOCTH “Illaneroif”) nis kaHyHa;

Kaman Axmenos. “Pamconms’;

Hanmam Jlamames. “Tlbeca”, “Utxad” (“Ilocsmenne”) u “Kanpus” ms
KaHyHa U ¢oprenuano, “Panocts Yunapsr” B xkanpe ckepuo, “Konuept” mis
KaHyHa ¥ CUM(OHUYECKOTO OPKECTPa;

Okraii 3ynbdyrapos. “bamnana”, “IToama”, “Ilseca”, “KonbibenpHasn™;

OnpHapa Jlanamesa. “IIbeca”;

Nnvxam AOmymnaes. [[Be “IIbechr” nist kanyHa U GOpTEHUAHO H T.I.

CBoeoOpa3Hoe 3ByuyaHHE KaHyHa OCOOCHHO 3aMETHO MpPU HCIIOIHEHHUU
“Konuepra” st ¢oprenuaHo U cUM(OHHUYECKOTO OpPKECTpa, HAIMCAHHOTO
®ukperoMm AMUPOBBIM 1 Dnbmupoir Hazupooii.

Jlupuueckoe U HEXHOE 3ByYaHHE KaHYHA OYEHb XOPOLLIO IMEpEeacTcs B
npousBeneHusax “Tanen meutsl”, “Becennsis crouta” ['amxu XaHMamenosa,
“KoHnuepre” miisi opkecTpa HapOAHBIX MHCTPYMEHTOB, “Iloeme”, “BeceHHux
HaneBax”’, “TlecHe 6e3 cioB” u parconuu “Kapabaxckue HaneBbl” CyneiimaHa
Auneckeposa.
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bonpmoii ycnex y cirymaresnield BCTpEYaroT CENTET 711 BAOJIOHYEIN, CKPHII-
K1, HAPOJIHBIX HHCTPYMEHTOB Ha cioBa Hacumu ““/lepsuin’” u “Crossing” (“Ile-
pekpéctok”) Opanruz Anuzaje, UCIOTHSIOIIUECS Ha MEXKIYHAPOAHBIX MY3bI-
KaJbHBIX (ecTuBassix. Micnonb3yst KaHyH B 9THX MTPOU3BEACHUSAX, KOMIIO3UTOD
CTpeMHJIach NpUAaTh UM “‘BOCTOUHOE AbixaHue”. OTpagHO, YTO KaHyH ObLI
BKJIIOUYEH KOMITIO3UTOPOM U B TapTUTYypy €€ onepsl “UuTtuzap” (“Oxunanue”).

B macTosimiee Bpems Kilacchl KaHyHa JCHCTBYIOT B A3zepOailyKaHCKOU
HAI[MOHAJILHOM KOHCEPBATOPUHM M MY3BIKAJbHBIX KOJJICIKAX B Pa3IUUYHBIX
roponax (HaxubiBan, ['tnmxa, Cymraiieit, JIstnkspan, ek, Arnam, lyma)
HAaIlIeH cTpaHbl. 3aciykeHHOU apTucTkor PecriyOmuku Tapanoit AnueBoit us-
naHa “IlIkona mist kanyHa”. Tak 4to Oymyiiee KaHyHa MPEACTABISETCS B Ha-
JEKHBIX pyKax.

BAJIABAH — MY3bIKAJIbHBIF THCTPYMEHT
TIOPKCKOI'O MUPA

[To muceMEHHBIM UCTOYHHKAM Ha TeppuTopun A3epOaiipkana B CBOE Bpe-
Msi ObITOBaIM cBbIIE 20 TYyXOBBIX MY3bIKAJIbHBIX MHCTPYMEHTOB, OTJIMYAIO-
HIMXCS MEXKIY COOOM MO0 KOHCTPYKITMH, CITOCOOY M3BJICUEHUS 3ByKa U 3ByUa-
Huto. OHM, COMIACHO COBPEMEHHOM KiIacCU(PHUKAILMN, OTHOCUIUCH K T'yOHBIM
(HE, KCyI, STH-TYTEK, Hall, MycuTap, KeJieHaid, Mu3Map, TyTeK, OypOyT), s3bI4-
KOBBIM (CIOMCIO, CIOMCIO-0anabaH, TyinyM, manobsip-6anadaH, OanadaH, 3ypHa,
apraH) ¥ MyHAITY4HBIM (OyT, OOpy, raBayMm, KapaHaii, Hepup, max-uedup,
HIeyp) BUaM AyXOBbIX HHCTpyMeEHTOB [3,59].

HeiHe u3 mepedyncieHHbIX MYy3bIKAIBHBIX HHCTPYMEHTOB YIIOTPEOIsIeTCs
MeHee nonoBuHbl. Hanbomnee pacrnpocTpaneHHBIMU SBIISIIOTCS OanabaH, 3yp-
Ha, TyTeK, HeWl u TyayM. Cpen HUX CBOMM HEXHBIM, OapXaTHBIM, HEOOBIKHO-
BEHHO JIMPUUYECKUM M MEBYYHUM 3ByYaHHEM OTIUYaeTcs OanadaH, yacTo Ha-
3BIBACMBIN M3-3a CIUTIOIIICHHOW TPOCTH “sicThi-0amadanom’. CiioBo “Oanabdan”
COCTOUT M3 JIByX CMBICIIOBBIX CJIOTOB: “Oaya” (MaJIeHbKHI, HEOOJIbIION) U
“Oan” (roynoc), 03HaYarOIINX HU3KHUM roJIOC, YTO COOTBETCTBYET TeMOpY MH-
ctpymenta. B HaxusiBanckoit AP, T'snmka-I"a3zaxckoit u Kapabaxckoii 30Hax
A3zep0OaiipkaHa OH U3BECTEH T0JT Ha3BaHUSAMH ‘‘OajiaMaH’ WiIu “‘Mei”.

banaban — onuMH M3 IPEeBHUX IYXOBBIX MHCTPYMEHTOB. Ero Ha3paHue
BCTpEYACTCSIS B CTUXAX KJIACCUKOB a3epOaiipKaHCKOM ITOI3HH.
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banaban cocTout U3 cTBOJIA, TPOCTHU, PETYISTOPA U KOJIAYKA.

CrtBOn (e€s0a) mpencrtaBisieT COOOW TONYI0 HUIUHIPUYECKYIO TPYO-
Ky mHou 280-320 MM u auameTpoM 20-22 MM, U3rOTOBJIEHHYIO (ITpoliecc
U3TOTOBJICHUSI HA3bIBACTCA ‘‘Oanadan uskmdK”) U3 aOpUKOCOBOTO (IIpeumy-
IIECTBEHHO), OPEXOBOI0, I'PYyIIEBOr0, CaMIIIMUTOBOIO, TyTOBOTO, KU3UJIOBOIO,
aJILIYOBOTO (JIMKOPACTYIIIETO) IEPEBLEB, a TAKXKe U3 yHAOHU. BepxHemy KoHITY
cTBOJNA (Oauwt, Kron) MPUAAIOT OKPYTITYI0 (OpMY, HIDKHUN KOHEIT (ds1e) HEMHOTO
3a0CTpsieTCs. 3BYKOBOM KaHai AuameTpoM 10 MM pOCBEPIMBAETCS APETBIO.

Ha nuneBoit ctopoHe UMer0TCs BOCEMb OTBEPCTUH (cac napoacu). My3eid-
HBIE SK3EMIUISIPBI TOTO MHCTPYMEHTA CBUIETEILCTBYIOT O TOM, YTO B MPOIII-
JIOM UX KOJHMYECTBO JOXOAMJIO A0 6-7. Ha ThUIbHOM CTOpOHE, B TOUKE, COOT-
BETCTBYIOIIEH MOJIOBUHE PACCTOSHUSA MEXAY MEPBBIM U BTOPHIM OTBEPCTUS-
MU JIMLIEBOM CTOPOHBI, AENAETCs ele 01HO oTBepcTue. C LENblo yayUIIeHHs
CTpOSl ¥ TeMOpa 3By4aHUs MHCTPYMEHTA, MHOT/Ia HA ThUIbHOM CTOPOHE B HUXK-
HEM KOHIIE MIPOCBEPIMBAETCS JOMOIHUTEIBHOE OTBEPCTUE — HUZAM NIPOICU
(perynupyroiiee OTBEpCTHUE).

Ha3Banusi UrpoBBIX OTBEPCTHIl OTpakaioT (yHKIHMOHAIbHBIE (IIEpBOE -
Oaw napos, 9ETBEPTOE - wiax napo3, MeECToe - auvle NP3, BOCBMOE - asie nap-
09, TBUIBHOE - apxa napo3), 1aJI0BO-UHTOHALIMOHHbIE (BTOPOE U MATOE - ce2sX
naposcu, CEIbMOE - Maxyp napo3cu M JIp.) U aKyCTHUECKUE (Huzam naposcit)
IPU3HAKUA UHCTPYMEHTA.

B BepxHI010 4acTh CTBOJIA BCTABIISCTCA MYHIIITYK — TPOCTH (eambiw, eap-
2bl, Ousl), KOTOPBIM M3roTaBIMBAETCS U3 KaMblllla (TPOCTHUKA), PACTYILErO B
HENOJMBHBIX MecTaX. Takue KaMbllli HE BOUTHIBAIOT Biary. Kamsli co cTo-
POHBI OYMIIIEHHOTO HApY»KHOTO CJIOS CIUTIOLIUBAETCS, 00pa3ysl JBOWHOM S3bI-
YOK TJIOCKOM (DOpPMBI, M HA 3Ty YacTh HAJEBACTCS PETYJSTOP B BUIEC XOMYTa.
B npyroii koHel kamblilia BCTABJISIOT ACPEBSIHHBIN CTEPKEHb TUaMeTpoM 7-12
MM. HeMHOTO HIKE OT y371a KOHEII CTSTUBAETCS U 00OMaThIBAETCSl HUTKOM. JTO
JIeNaeTcst AJIsl TOTO, YTOOBI IPU IBUKEHUU PETYIISITOPa BHU3, KAMBIII HE CILTIO-
mmBasica. Ha Hero HaHOCAT PacTUTENBbHOE MAcClIO U OOKUTAIOT MBUIAIOIINM
yIjieM Wiu ropsiiei cBedoi. J[nmHa mynamryka coctasiser 90-110 mm, a
mpuHa 20-25 MM B BEpXHEW MPUILTIOCHYTOM 4acTH. DTOT KOHEI] BO BpEMs
UTPBI YIEP/KUBACTCS MEXKAY T'yOaMHu HCIIOTHUTEIIS.

Perynsarop (x3pak, 60raznsir, 00IOHIYPYT, yliaMa, 9KMe) JAEJIAeTCs U3 MBI
WJIM BUHOTPaAHOM 10361 AyinHOM 60 MM 1 mmpuHoi 10 mm. [lepeBsHHas BeTka
paspesaercs MnpojoiabHO Ha JBe yacTu. [locne numdoBanus u pazmsraeHus
KUIISIIEH BOIOM M30THYThIE€ KOHIIBI JIEpEBa COSAUHSIOTCS MEXIY CO00M ¢ mo-
MOIIbIO HUTU U HAJIEBAIOTCS IPUMEPHO Ha CEPEIUHY TPOCTH.
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[Ipu nBMXEHUU pPeTyIsITOpa BBEPX MM BHU3 BIOJIb MYH/IIITYKa U3MEHSIOT
JUITMHY €T0 BUOPUPYIOILEH YaCTH U TEM CAMbIM MEHSIIOT CTPOM HHCTPYMEHTA —
B BEpPXHEM IOJIOKEHUU OH TIOHM)KAETCS, & B HUYKHEM — MOBBIIIAETCS.

Jlia mpegoxpaHeHusi TPOCTU OT MOBPEXKACHUS MOCIE UTPHl HA HETO Ha-
JIeBaeTCs JEPEBAHHBINA KOJMAYOK-32)KUM (ThICTay, rarar, arbI3JIbIT, KU, 03H]I,
SIIIIMATr, ChIXHAT, ranaHy4a) U3 UBkl, (yHIyKa, KH3WJIa UM TYyTOBOTO JiepeBa. Bo
n30ekaHue MOTEePH, €ro COSTUHSIIOT HUTKOU C PETYISITOPOM.

Bo Bpemst urpel 6anaban gepkar mpsiMo mepes; coOol ciierka B HaKJIOH-
HOM TIOJIOKEHHH, ¥ BO3IYX BIYBaeTCs B TPOCTh MHCTpyMeHTa. [lox Bo3aelicT-
BHEM BJyBa€MOI'O BO3/yXa, TOHKHE TPOCTHUKOBBIC IJIACTUHKU BUOPHUPYIOT, U
BO3HHKAET 3BYK. BpicoTa 3Byka M3MEHSETCS MOCPEACTBOM 3aKPBITUS WM OT-
KPBITHS UTPOBBIX OTBEPCTUH MaJIblIaMU 00EUX PYK.

Ctpoit MHCTpyMEHTa pEerylupyeTrcs MpU MOMOIIU PETYIsITOpa, PACIIH-
pPEHUEM 3BYKOBBIX OTBEPCTUN M MEPEIBMKEHHEM MYHJIITYKAa BHU3 WIH K€
BBepX. UTOOBI yMEHBIIUTH CTPON MHCTPYMEHTA Ha MOJTOHA WJIA TOH, MYH/I-
HITYK TIEPEIBUTACTCS Ha3a/1, WIM e Ha BEPXHIOIO YacCTh KOPIyca HAJCBAOT
“O040HOK” — HeNIK, YIUTHHSIS JTUHY cTBosIa Ha 8-10 MM.

[TomyTOHBI MOJTy4arOTCsl 3aKPHITUEM WIIM OTKPBITUEM HUTPOBBIX OTBEPCTUN
HanoJioBuHy. Hanpumep, 17151 moiayyeHus 3ByKa “coiib aue3” HY>KHO HaroJjo-
BHUHY NPUKPBITh OTBEPCTHUE, KOTOPOE U3AAET 3BYK “isi”. [l mosydeHust 3By-
Ka “coib 0eMoib” clelyeT MPUKPHITh HAlOJIOBUHY ThUlbHOE OTBepcTHe. [Ipu
9TOM 3aKphIBaTh U OTKPHIBATh OTBEPCTUS HA JIMIIEBOIM YaCTH CTBOJIA CIIEAYET
¢ O0KOBOI1 cTOpOHBI. THUTbHOE OTBEPCTHE OTKPHIBAETCS CHU3Y BBEPX, a B 00-
paTHOM HAIpaBJICHUH, T.€. CBEPXY BHU3, 3aKphIBaeTCs. UYTOOBI MOTy4YUTh YH-
CTBIE MOJYyTOHOBBIE 3BYKH, CIIEAyeT MPUKACATbCA K OTBEPCTHAM IMOIyIIeyKa-
MU TaJIbIIEB MAKCUMAJILHO T10 IIEHTPY.

Huamazon 6anabana — OT “coiib” MajoW OKTaBHI JI0 “710” BTOPOM OKTaBHI.
Mactutbie My3bIKaHTBI ITyTEM HANPsDKEHUS MBI TYO (0odae cvlxma) v yCu-
JICHHSI BIIyBa€MOTO CTOJI0A BO3yXa U3BJIEKAIOT TAK)KE 3BYKH ‘710 ame3”, “pe”,
“Mu 6emonb” U “Mu’’ BTOpPOM OKTaBhbl. [[pyras urposast MmaHepa (602as 8ypma)
UCTIONB3YeTCs Ul MOTYYeHUs IPEPHIBUCTOTO 3BYYaHMUS.

B Huskom (6em) peructpe 3Byuanue 6anadaHa TyCKIIO€, 3BOHKOE, B CPEJI-
HEM (opma) perucTpe — MArKoe, JIMPUYECKOE, a B BBICOKOM (3171) — HEXKHOE
u sicHoe. banaGaHuCThI peryiupoBaHUeM BIyBaHUS, IOTY3aKPHITUEM WU OT-
KPBITUEM OTBEPCTHIA, N3MEHEHNEM CTEINEHH CXKaTus TPOCTH rybamu B Cpen-
HEM U B BBICOKUX PETHUCTPaX MOIY4YarOT XPOMaTHUYECKUE 3BYKH.

Kak 0610 oT™MeE4eHO, 3BYK OanabaHa HEOOBIKHOBEHHO HEXHBINW, KPACcH-
BbIM, CIIAJKUIA M MATKWN, IPOHUKAIOLIMN B Iylly 4ellioBeKa. Takoe 3ByyaHue
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MHCTpYMEHTa 00ecIeunBaeT IBOMHON SA3BIYOK, BUOPUPYEMBI BCIEICTBHE
MOJJa4yu B HETO CTPYH BO3[yXa MCHOJIHHUTENEM BO BpeMs urpol. Kpome Toro,
KPYroo0opoTOM BO3IyXa, HAOMPaeMoro B MOJIOCTh PTa Yepe3 HOC U HA000POT,
CTAHOBHTCS] BOBMOXKHBIM BIyBaTh B CTBOJI MHCTPYMEHTa BO3IyX OeCIpepbIB-
HO, TeM caMbIM 0oJiee TIOTHO MepeaBasi MEIOHUIO MO0 JKETaHUIO HCTIOTHUTEIIS.
Crnennuka Takoro UCTIOTHEHHS Ha {yXOBBIX HHCTPYMEHTAX MPHUCYIIA TOIBKO
OaylabaHy U 3ypHE.

B Aszepbaiimkane HeMaao MOCIea0BaTeNIed M3BECTHBIX HCITOJIHUTEIICH-
BUPTY030B Takux, kak l'acan AnwmeB, Anu Kepumos, [llaxanu HMcmansos,
Mexaun Hazapnu, 'acan baxmanu ornbi, Mycen6 A66acoB, Amum [aiita-
panorny, laxmypan Taxupos, Xacpar ['yceiinoB, U33atansl 3ynbdyrapos,
baxpy3s 3eiinanos, P3a Mamenos, ['apaun Mcmaun, JIxannaransl ['amxues,
Aracel Aracezane, Marappam MoscymoB, Manad Mamenos, Aracad Ceu-
noB, Anadcap Parumos, Aneknep Ackepos, ['acan MareppamoB, AnumkaBaj
JlxaBanoB, Ampad Amadizane, Mybapu3 Artaes, ®apxan ['ycelinoB u ap. B
MOCJIETHUE TObl MHTEPEC K 3TOMY UHCTPYMEHTY MPOSIBUIIHM U JIEBYLIKH.

B Hacrosmee BpeMsi HanOOJbIIEH MOMYJISIPHOCTBIO MOJB3YIOTCS JYyIThl
MY3bIKaHTOB (Ha romra-0anabane, T.e. Ha MapHOM OanabaHe): OUH U3 HUX —
ycma (MacTep) — UCTIONHSAET OCHOBHYIO MEJIOAMIO, a IPYTrol — demkeut, 3yui-
myman, 3ytidy (moAMacTepbe) — aKKOMIAHUPYEeT eMy OypJOHOM Ha OJIHOM
IIOCTOSIHHOM I10 BBICOTE HU3KOM 3ByKe. B cOnpOBOXKIEHUM ATOrO Ays3Ta HC-
MOJTHSIOTCS TIECHU, TAHIIBI U MHCTPYMEHTAIbHbIE TheChl. [Ipu BhICTYIIICHUH
Ha cBaab0ax, Mpa3THUKAX M COMPOBOXKICHUM TAHIIEB K ATOMY AY3Ty MPHCO-
€IMHSETCS UCIIOJIHUTEh Ha MEMOPAaHHOM MHCTPYMEHTE raBajie, Harape WiH
roula-Harape.

AHcaMOnb, BKIIIOYAIONINI 1Ba O6anabaHa U yAapHbIM UHCTPYMEHT, MOITy-
JSIPEeH B HapoJIe MO/l Ha3BaHUEM “‘Oanabanuvliap 0acmacu’. B mpormoM npu
€ro 3By4aHUU B COCTaBE aHCAMOJIs ca3aHjie, HapsiAy ¢ TapoOM M KSIMaH4YOW, OH
Urpaj aKTUBHYIO pOJIb BO BpeMs I1ay3bl BOKAJIbHOM MApTUH, UJIH, YCTyIIas UM,
u3naBan OyproHHbIe 3ByKU. Kpome Toro, B KauecTBe NMPUKIAAHOTO Ha3Haue-
HUSl Ha HEM UTpajii nacTymbsy Haurpeimm (“Yoban 6asteicer”, “I'0toH oBmIa-
pe”’) U TpaypHbie Menoauu (“Marem aBaznapbl” — TpaypHbIE TPUYUTAHUS).

banaban ncnosnb3yeTcs U B ammUrckux ancamoOunsax. Ilpu stom yacto npu-
MEHSETCSl €r0 Majlas pasHOBUIAHOCTH (0oicypa), KOTOpasi HAaCTpauBaeTCsl O]
ca3. TpoCTh Takoro MHCTPYMEHTA W3TOTABIMBAETCS W3 TOHKOIO KaMbIIIa,
BCJIE/ICTBHE YETO OH M3JaeT 0oJiee BRICOKMIA 3ByK. B ammrckux ancamOi1sx oH
TyOIupyeT MeJIO/INIO HalleBa, WK )K€ Ha TOHUKE Jajia co3aeT (oH OypaoHOM.
B uHCTpyMEHTaNbHBIX BCTYIUICHUSX K MEHUIO amura 0agabaHucT UCTIOMHSAET
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OCHOBHYIO MEJIOJIMIO, a alllUT Ha Ca3e COMPOBOXKIAET €r0 FapMOHUYECKUMHU
co3Byuusimu. Hepeako OanmabGaHMCT, aKKOMITAHUPYS allIUTy, OJHOBPEMEHHO
IPUTAHIIOBBIBAET.

TeMOpoBO-IMHAMUYECKHIE BO3MOXHOCTH HHCTPYMEHTA SIPKO MPOSIBIISIFOTCS
IpY COJBHOM HCHOJIHEHWU Myrama JAy3ToM 0aiabaHucToB, HECMOTpS Ha TO,
YTO €ro 3BYKOPS/] HE MO3BOJIIET UCTIONMHATH BCE €ro pas3naensbl. [loaromy oOby-
HO MyTaMHBbI€ JaCTISIXU UCHOTHSIOTCS 0anabaHuCTaMy B COKpAIllEHHOM BH/IE.
[Ipu sTOM, yunTHIBasi [UANa30H MHCTPYMEHTA, BHIOMPAIOTCS pa3jNYHbIE TO-
HAJIbHOCTH, CBOMCTBEHHbIE Myramam u ero paszaenam. Poib ycra-6anabanuu
B BOKaJIbHO-MHCTPYMEHTAJIbHOM BAapUaHTE UCIOJHEHHUS MYraMoB 4acTo Me-
HseTCs. B oHUX ciTy4asx OH OTXOAMT Ha 3aJHUH IUIaH, BBIACPKUBAs TOIBKO
OypIIOHHBIE 3BYKH, B IPYTUX — OCOOCHHO BO BpPEeMsI OOJIBIIION Tay3bl B BOKAJIb-
HOW MapTUH, UTPAET aKTUBHYIO POJIb B BEJACHUU MEJIOIUU MPHU UCIIOIHEHUH
MYyTaMHBIX Pa3/iesioB.

banaban obnamaer OONBIIMMHU TEXHHUYECKUMHU M XyH0KECTBEHHO-BBIpa-
3UTENBHBIMH BO3MOXKHOCTSIMH. [lo3TOMY ero, kak HanOosee yHUBEpCaIbHbBIN
JyXOBOW MHCTPYMEHT, IIUPOKO UCTIONB3YIOT B COCTABE PA3INYHBIX OPKECTPOB
U aHcamoOinel. B opkecTtpax HapoJHBIX MHCTPYMEHTOB OajlabaHbl COCTAaBIIs-
10T JIB€ TPYMIIbI, KOTOPBIE B CBOIO OYEPEb MOIPA3ICISIIOTCS Ha JIBE MapTUH.
[Ipu 3TOM UCTIONB3YIOTCS BCE Pa3HOBUIHOCTH 0anabaHOB — MaJblid (nUKO10),
OOBIYHBIN, TEHOPOBBIN M 0ACOBBIN (Oem), OTIUYAIOIIMECS MEXIy COOO0H pe-
TUCTPaMHU.

B opkecTpe HapOTHBIX HHCTPYMEHTOB B COJIbHOM HCIIOJTHEHUH OaabaHaM
NOpy4aroTcs Meloaudyeckue (ppasbl, a Kak aKKOMIIAHUPYIOLIUH WHCTPYMEHT
OHU HCIIONB3YIOTCS JJISl UCTIOTHEHNS TAPMOHHUECKUX aKKOPAOB M OypAOHHBIX
3BYKOB.

Oco0eHHO spKOe BIEYATICHHWE OCTaBJsIeT y CIyllaTeNedl HMCIOTHEHHE
COJIBHBIX MapTHil Ha Oanabane B CUM(POHMYECKUX MPOU3BEACHUSIX: BO “BTo-
poii dantazun” Yzeupa l'amxubeitnmm, cromte “Ha momsax AsepOaiimkana”
Myciuma MaromaeBa, “Cumdonnerre” I'amxku Xaamamenona, “TaHiieBaib-
Hoi crouThl” Xammna JIxadapoa, mosme “TlamsiTi Heu3BecTHOTO conjara’
Okxkras 3ynbdurapona. B 3Tux npon3BeaeHUsIX yMeno UCIOIb30BaHbl Oanada-
HBl B BBICOKHMX M HU3KHX PErHCTpax, 00eCIeYnBAIONIUX MPUATHYIO TeMOpO-
BYIO OKPacKy CUM(pOHUYECKOTO OPKECTPA.

Ha Oanabane ucnosiHseTcs HapogHash My3blKa BCEX JKAHPOB: MYyraMbl
(ocobenno “Ulymrap”), necuu (“Capsol rsummn”, “Anapast cemisap Capanbl”,
“CoH rsMas onnys”’, “unbepum™) u TaHeBaIbHBIE Menoanu (“XenBarto-
mo”, “Touanu™, “Tapaksama”). bonblioe BrieyaTieHHe OCTaBISIOT y CIyIa-
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TeJe MCTOJHeHHbIe Ha Oanmabane pomaHchl “CeBrwmm jkaHan”, “CeHcus”
V3eupa 'amxubeitnu, “T'é€3anum cencen” ®Pukpera Amupona, “CeHuHanp”
Cenpna PycramoBa, a Takxke My3bIKa 3apyOeKHBIX KOMIIO3UTOPOB - “CepeHa-
na” @panna llybepra, “Opuentans” Lezapa Kron, “Ocennsist necusa” Ilerpa
Yaiikosckoro, “Ilecus o Tounucu” Pesasza Jlorumse.

VYuuTteiBas Xya0KECTBEHHO-TEXHHMUECKHE BO3MOXXHOCTH HHCTPYMEHTA,
azepOaiipKaHCKHE KOMIIO3UTOPBI YacTO €ro BKIIIOYAIOT B MApTUTYPhI CBOUX
MPOMU3BEACHUN U MUIIYT JJIsl HETO crielualibHblie counHenus. K npumepy, “Xa-
sna nanapkan” (“Pasmymbe’) nist GanabaHa B COMPOBOXKACHUH OpPKECTpa Ha-
ponubix nHCTpyMeHTOB Cyrnelimana Aneckepona, “IIbeca” st yeTsipex Oana-
0aHoB AiiibiHa A3MMOBA, MK TIEC JIJIS Tapa — COJIo, OaslabaHa W KIMaHYH
“Kpacku Ponunbl” T'acana Appirezansazne, “Myram u auanor” s opraHa
u Oanabana Pydara PamazanoBa, “Smner” mis 8 GanabaHoB, TyTeka W roiia-
Harapbel [[xanama AGGacoBa, ctonta “B cyHmyke 0aOymku’” mjisi KaMEpHOTO
OpKeCTpa, AETCKHUX ToJI0COoB, Oanabana u kinaBecuHa, “Ilapamienu” nis Tpuo
doprenunano u 6anadana, hanrazus “Iopoa B MoeM BOOOpakeHHUH JIJIsl TOJIO-
ca, CTpyHHOTO KBapTeTa, robos, baadana u ¢poprenmano Anenu KOcudopoi,
“Kaprer” myst 6anabana, 3ypHbI, Hes U TyTeka DnbHapbl Jlanamesoi, Tpu
HApOJHBIX TaHIA I KBapTeTa OanabanucroB Smapa Xammmosa, “Ilbeca”
mu1st 6amabana Hasuma Kynuesa u T.1.

B natuaecsTeie rogsl XX-ro Beka oOyueHue urpe Ha 6amadane mo y4eo-
HO-METOANYECKUM TOCOOUSIM — “IIKOIaM” - OBLIO BKJIIOYEHO B CUCTEMY ITPO-
(deccronanbHOr0 My3bIKaJbHOTO OOpa3zoBaHusa. Mrpe Ha Hem oOydaroTcs B
Hanumonansnoit KoncepBaropuu. 3aech ke cosznana rpymmna 0anadaHHCTOB,
B COCTaB KOTOPO BXOJST BCE PA3HOBUIHOCTU MHCTPYMEHTa. B ucnonneHun
STOW TPYNIBI 3ByYaT CIOKHBIE MPOU3BECHMS, HAMMCAHHBIE KJIACCUKAaMU MU-
POBOM MY3BIKH.

W3BecTtHRIM HcntomHUTEIIEM ArxaHoM CaMeaoBbIM COCTABIEHO ITOCO0OME
“Metonuka GamabaHa”, BBITYIICHBI CEMb albOOMOB IO/ Ha3BaHUEM “‘bana-
6an”. B ero ucnoixHeHnu azepoailyKaHCKME MEJIOIUH 3ByYar B (PUIIbMax, CHSI-
ThIX B [ OJIMBYZIE M €BPOIIENCKUX CTpaHaX.

Ha 6anabane MOXXHO SIpKO OTOOpPa3HTh BCE TOHKOCTH M IMPEJIECTU MY3bI-
KaJdbHOTO Menoca. [1oaToMy 3TOT My3bIKaJIbHBIN MHCTPYMEHT — OJMH U3 Ca-
MBIX JIIOOMMBIX y a3epOaiiyKaHCKOTO Hapo/a.

HNHcTpymeHT 1o 3TUM ke Ha3BaHUEM pacnpocTpaneH B Mpane [36]. DToT
OaslabaH B KOHCTPYKTMBHOM OTHOIIEHHWU CXOJICH C TypelKuM Hedem. B or-
auaue oT azepOaipkaHcKoro OanmabaHa, HA BEpXHHUE KOHEI CTBoJIa Oamada-
Ha y ne3ruH (“OymOyTH” HapruHieB, “mamy’ aBapleB, “NIEITIOTH JIAKIEB)
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BCTaBJIICTCS [MJIUHAPHUECKas TpyOOUuKa M3 Kamblllla ¢ OAMHAPHBIM HaJpe3-
HbIM s13b19K0M. B Kabapauno-bankapuu (0anaban uim kKambLib), Y30€KUCTaHe
u Tamxukucrane (6amaban, OynmamaH, 6ama00H) OJHOTHUITHBIE HHCTPYMEHTHI
TaKke CHaOXKCHBI OMHAPHBIM HAAPE3aHHBIM sI3bIYKOM [25]. OHU HarmoMuHa-
IOT TIpE/IIeCTBeHHNKA OaabaHa — croMcro-0anabaHa, OBITOBABIIIETO B HEJla-
JIEKOM TIponioM B A3epOaiipkane. Y TypKMEHCKOTO TaMbIill OajlaMaHa OJIuH
KOHEI[ CTBOJIA 3aKPBITHIN, a B arad OanabaH BCTABISETCS KaMBIIIOBBII MYyH/I-
HITYK.

B ApMeHnu oHOTHIHBINA HHCTPYMEHT HA3bIBAIOT AyAyK, B [ py3un — ny-
nyku. Hecmorps Ha mmpoxo pacnpoctpaneHHbsiii ¢ XVII Beka B ['py3un ay-
JyKA CYUTAETCS 3aMMCTBOBAHHBIM M3 BOCTOYHBIX cTpaH [88]. B Apmenuu
CUMTAIOT, YTO POJMHOM 3TOTO MHCTPYMEHTA SIBISIETCS ApeBHSA ApMeHus [89]
ApPryMeHTOM ISl TAKOTO 3aKIJIFOUEHUS CIYXKHUT JIAaTHHCKOE Ha3BaHUE aOpUKO-
COBOTO JiepeBa Prunus armeniaca (110 3aKII0YEHUIO KPYITHOTO PYCCKOro 60Ta-
HUKa, akageMuka [1.M.JKykoBckoro Ha3BaHHOTO Tak OUIMOOYHO), IPUMEHSse-
MOTO JIJIs U3TOTOBJIEHUS CTBOJIa MHCTpyMeHTa. Ho Bompeku 3ToMy, poauHOR
3TOro JiepeBa B Mupe 6e30roBopodHo npusHaH Kutail. Cnenyet HalmoMHUTD U
cienyromuii HeManmoBaxHbI (pakT. Kak ormeuanock BeIie, B AyaTe Oanabda-
HUCTOB BBICTYIIAIOT JIBAa UCIIOJHUTEINS — yCTa U JIeMKell. IMEHHO 3TH TepMu-
HbI UCIIOJIB30BAJINCH Takke U B [ py3un, u Apmenuu. Eciau B [ py3un nonstus
“ycra” u “memMkent’ BCTPEYaroTCs B HAIIM THU U B OOMXOJIE, ¥ B ITyOJIMKAIINSX,
TO B ApPMEHHUHU UX UCTIOJIB3YIOT B Pa3rOBOPHOI peun, B ObITY, n30eras, OqHaKo,
UX YIIOMUHAHUH B JINTEpAType, IOTOMY YTO OHM HE SIBJISIFOTCS TaM CIOBAMM
POIIHOTO SI3bIKA.

PonctBennbie OanabaHy HHCTPYMEHTHI pacpocTpaHeHsl Takxke B Kutae,
Kopee u fAnonuun. B Kurae ryansi3u (ryaHb) CYUTAETCSl 3aMMCTBOBAHHBIM
MHCTpYMEHTOM Yy yirypoB [90], a B Kopee xyannupu u SInoHun Xxudukapu
(XMTUPHUKHK) — 3aMMCTBOBAaHHBIMH y KuTaiieB [91], T.e. ouarom Ha3BaHHBIX
UHCTPYMEHTOB CIIy’KUT CHHBIL3SH-YITypCcKas aBTOHOMHas pecnyOnuka Ku-
Tasl, HACEJICHHAs] OAHUM U3 JIPEBHUX HAPOAOB THOPKCKOM IPYIIIIHIL.

Bce 3T (akThl CBUIETENBCTBYIOT O HMIMPOKOW KYJIBTYPHOU CBSI3H MEXK-
Jy HapoJaMH, HacCEeJSIOIMMHU OTPOMHOE MPOCTPAaHCTBO OT Mamnoil A3uu 10
Hansnero Bocroka. Beimenpuseaénnas napopmanus yoeauTeabHO MOKa3bl-
BaeT, uTo BKIOUEHHBIN B Penpe3entatuBHbii cincok FOHECKO apmsiHckuit
TyIyK OblT M300peTeH B apease MpOoKMBaHUS TIOPKOB.
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IVIAIIATAT PAJOCTEM U IOBE/ HAPOJIA

[lo cune 3ByuaHusi cpeu 1yXOBbIX HHCTPYMEHTOB OCOOCHHO BbIAEISAETCS
3ypHa, KOTOPYIO B HApOZ€ TAKXKE Ha3bIBAIOT “Tapa 3ypHa’ ([IOCIIOBHBIN mepe-
BOJl “‘depHasi 3ypHa’). DTO Ha3BaHME MHCTPYMEHTa CBA3BIBAIOT C OKPACKOM
CTBOJIA (OH CO BpEMEHEM YEpHEET), WU YK€ HeOOBbIYaifHOI TPOMKOCTBIO 3ByYa-
Husi. HexkoTopble uccienoBareian OTMEYaloT, 4YTO Ha3BaHUE MHCTPYMEHTA IIpo-
M30I1JI0 OT CJIOB “‘cyp” (paloCTh, IPA3AHUK) U “Hail” (TPOCTHHK), T.€. HHCTPY-
MEHT, CONPOBOXAAIOIIMIA Mpa3IHUYHbIC, CBAJICOHbIE LIEPEMOHUU U OOPSIIbI.
He nckiroueHo, 4To Ha3BaHNWE HHCTPYMEHTA B OCHOBE MMEET CJIOBO “30p-yH”
— 3BYK, U3BJIEKA€MbII CUJIOMN.

3ypHa ynomuHaetcs B anocax “‘Kuradu-Iene [opryn” u “Képormy”, ctu-
Xax cpenHeBeKOBBIX M03TOB ['a3u Bypxanagnuna, Mycradsl 3epupa, Xaou-
6u, ®@enan TeOpusu, Heiimarynnaxa Kumsepu, Cenna AGynracuma Hala-
1, Mup3el Mextu llykyxu u ap. Ilog e€ 3Byku azepOaiiykaHCKUN HApOJ
IPOBOXKAJl CBOMX CHIHOBEH Ha 3alIMTy OTYHM3HBL M B MupHBIC THU Oe3 Hee
HE MPOXOAMWJIa HU OJIHA CBaJb0a, Mpa3J HUYHOE IIECTBUE, HAPOJHbIE WUIPBHI,
CIIOPTUBHBIEC COCTSI3aHMsI, YBECEIIeHUsI, Oou meTyxoB U OapaHoB. [lox gapyro-
M€ 3ByKH 3YPHBI 1IJIO IIECTBUE KEHMXA U €ro OJM3KHUX K JIOMY HEBECTHI.
[Tox menonuto “I'stuH aTyianabl” HEBECTA Caauiach Ha JIOWAAb U OTIIPABIIs-
Jach B JIOM KeHuxa, a Haurpbimem “Coxapu” (“YTpeHHss’) 3aBepluajiach
cBaab0a. 3BYKHM 3ypHBI ObUIM CIIBIIIHBI BO BpPEeMsI CHOPTHBHON Wbl “30p-
xaHa”, npeactasnenus “Jxwinpip”, “Kenaup6az”, “Kéca u rsumn”. Ha na-
POIUIHBIX MPENCTABICHUAX (Macrapa) BEICTyIalu 3ypHadu. Ha mHCTpy™meEH-
T€ UIrpajii BO BpeMs KaTBbl U CEHOKOCA. 3ypHa MPUMEHSJIACh U B 00psii10-
BOH KYJIBTOBOW MY3bIKE, 3By4aja COBMECTHO C TaBaJIOM B TpaypHOM OOpsije
“Alypa rroHio”.

OTHoIIIEHUE K 3TOMY HHCTPYMEHTY HAIIIJIO CBOE OTPAKEHUE B PA3ITMUHBIX
MOTOBOPKAX U MOCIOBULIAX: “3YPHAHBIH cecU y3a20an Xoul 2aasp” (3ByK 3ypHbI
JMIIb U3AATU TPUATEH); “2bl3 03 OawblHa 2aica, s Ha2apaydvls, s 3yPHAYUSA
2edsp” (ecau AeByILKE 103BOJIUTh IOCTYNATh [10 CBOEMY YCMOTPEHUIO, TO OHA
BBIMJICT 3aMydic Ul 3a Hazapucma, uiu 3a 3ypHadu);, “0ymoyia Tsp 3ypHa
wisi rensp”’ (KTo ¢ {yMOysoM pUaET, TOT C 3ypHOU yUnET); “sypuas 2otiyo uan-
Mmae” (TIOJNOXKUB B 3ypHY, UTPaTh, T.€. OTMI030PUTH, ONIOPOYUTh, 00ECCIaBUTD);
“3ypHacwvl conpas 2anwbld” (€T0 3ypHa 0CTallach Ha TOTOM — TaK TOBOPST O TJI0-
XUX TOCIEACTBUSX); “anuHa 3ypHa eepmex” (IaTh B PYKY 3ypHY, T.€. ITyCThIE
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obemanwsi), “3ypra 6aznramae’ (3ypHY NMPUBSA3ATH, T.€., TOBOPUTH BCIE, KIle-
BETaTh), “3ypHa uaimae” (Arpath Ha 3ypHE, T.€., OECCMBICICHHBIC, ITYCThIE
pasroBopsl) [4].

B Asep6aiijkane NpoCIaBWIMCh BHUPTYO3HBIE HCIOTHUTENN-3ypHAUH,
MMEHa KOTOPBIX MEPENatoTCs U3 MOKOJIEeHUs B nokojeHue: B Kapabaxe Han-
xadrymny, Mamen, TanpeiBepau, Myxrtap Mansie, Axbap, Uepkes, Opymx,
banakumm, lammm, Jagam, [Mapam Amnnaxsepaues, Moparum Hckenaepos,
Qapamx Ksnsarapnu, Kepananst Pamxa0, Pycram, Cyneiiman 3ymypxaua,
[onporny beapuwn, A6mymia, B ToBy3ckom paiioHe — OBnap u B ['sHIke —
Tyrrek beinap, B Jlaunne — baiipamanel, B bacapkeuape — Memxun [luxa-
nueB, B ['y0a-Xaumasckoii 3oue — ['apaun Ara, [tone0aba, Ycra Anoscar, B
[[Iupeane — MaHnceip PycramoB. X HCOTHUTENBCKOE MACTEPCTBO MPOIOJI-
xwm ['abnommnax [xadapos, (Illekunckuii paiion), ['eiinap Araes, A6Gac
Ucwmaiinos, Axbep I'acanoB (ToBy3), Myxammen A66acos (bapna), Mamen
Mamenos (Illamxupckuii paiion), Ampax Omxkaros (ILlabpan), AObIr AObI-
moB (Xaumas), U6ax Moparumos (Ymxapckuii paiion), Anuim Mypanos (Ar-
nam), Aramu AnueB (I'ssamka), A6aymia ['aceimoB (I"azax) u apyrue.

3acny>KMBaeT BHUMAaHM TOT (PaKT, YTO HA JIBYX AMEPUKAHCKHX KOCMUYEC-
KHUX KOpaosix “Bosikep”, OTIpaBIeHHBIX B KOCMOC B 1977 T. 1715 BBISICHEHHS
CyIIECTBOBaHUS JPYTUX MBWIN3ALMHI, HAPSAY ¢ TpousBeaeHusMu baxa, Mo-
napra, berxosena, mxasmena Jlym ApmcTpoHnra, pok-my3bikanta Yaka beppu
U JIp., OblIa ¥ 3amuch azepOaliKaHCKOW HAPOMHOW MEJOIUU B HUCIIOJTHCHUH
3yYpPHBI.

3ypHa — OJIMH M3 HEMHOTHMX MY3bIKaJbHBIX MHCTPYMEHTOB, CIIOCOOHBIX
CHJIBHO B3BOJIHOBATh CiylIaTesneld. ITo, Mpex/ie BCEro, CBA3aHO CO crenudu-
YeCKUM TeMOPOM MHCTPYMEHTA, 00YCIIOBICHHBIM €r0 KOHCTPYKTUBHBIMH OCO-
OCHHOCTSIMU.

CocraBHbIE YaCTH 3ypHBI — CTBOJ, BTYJIKa, IITU(T, TPOCTh, pO3ETKA U KOJI-
HaYyoK.

CrtBOn (kémiok, kapxana) W3TOTOBISIETCS (O MacTepe, U3TOTOBISIOIIEM
3ypHY, TOBOPST: “3ypHa uskup”’.) KOHNUECKOW (popMbl U3 aOpPUKOCOBOTO, Ope-
XOBOTO, TPYIIEBOT0, aJIbIYOBOT0, KU3WJIOBOTO, CAMIITUTOBOT'O JIEPEBHEB, A TaK-
xe 13 yHaou. Ho mpeumyIecTBo gaercs abpukoCOBOMY JIEpPEBY, TaK KaKk OHO
JUIUTETILHOE BPEMSI COXpaHseT B ceOe Biary. JlepeBsHHBIM OpyCOK TuaMeTpoM
250-300 mm u piuHoM 370-400 MM genst Ha yethipe yacTu. [locne ecre-
CTBEHHOM CYIIIKH, KOTOpas MpOAOJLKaeTcsa 0ojee Mecsia, U3 CpeAHe 4acTH
PacKoJIOTOrO JiepeBa (Apyrue 4acTu HE MCIONIb3YIOTCA, T.K. CEpJLIEBUHA 1aéT
TPEINHY, a Kpal - n3rudaHune) N3roTaBIuBaETCsl CTBOJ HHCTPYMEHTA JUTMHON
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300-350 mm. CHauana, ¢ BHEIIHEH CTOPOHBI IEPEBO HEPABHOMEPHO CTPOTAELT-
Cs: B BEPXHEH 4acTu CTBOJI UMeeT auameTp 10 20 MM, a B HH>KHEHN yactu — 60-
70 MM. 3aTeM CBEpPJIOM JIEJIAETCSl BHYTPEHHHMM 3ByKOBOM KaHAJl TUAaMETPOM B
BEpXHEU YyacTu A0 13 MM, MOCTENEHHO PACIIUPSIOIIANCT KHU3Y.

Ha nuueBoit cropone crBosa B 20-25 MM OT €ro BEpXHEro KOHIIA IPo-
CBEPJIMBAETCSL BOCEMb (CEMb UTPOBBIX M OJIHO HACTPOCYHOE — 971d69, HU3AM-
JaublOdCyl, wetimar) oTBepcTuil auamerpom 6-8-10 MmM. Paccrostnue mexmay
MEPBBIMU CEMBIO OTBEPCTUSIMU COCTaBIAECT 24-27 MM, MEXIY CEIbMbIM U
BOCbMBIM — 46-50 mm. [TocnenHnee oTBepcTHE MHOTIA pacojiaraeTcs Ha O0Ko-
BOI1 CTOpPOHE CTBOJIA U MIPU UTPE OCTAETCS BCErJa OTKPHITHIM. DTO OTBEPCTHE
IPOCBEPIUBAETCS I TOTO, YTOOBI TOYHO U3BJIEKaTh HOTY “pe”. Ilpu ero ot-
CYTCTBHUH, CJEA0BAJIO ObI KOHYC JienaTh emie Oojee mupokuM. Ha TeiibHOM
CTOPOHE CTBOJIA MEXJy NEPBBIM M BTOPHIM OTBEPCTHSIMH IIPOCBEPIMBAETCS
€I1Ie OJIHO OTBEpCTHE. 3aTe€M BCE OTBEPCTHS MPUKUTAIOTCSI.

CTBOJI MHCTpPYMEHTA HUXE LIECTOrO0 OTBEPCTHUS (ase), WIN Kojblla, Ha-
3BAHHOTO “‘kamap ”’, pacuupsieTcs, o0pa3ys pacTpyO KOHUYECKOH (hOpMBI Tha-
metpom 90-100 mm.

CrtBONI MHOTJA yKpallaeTcs BbDKKEHHBIMU IO HEMY OpHAaMEHTaMH, WH-
KpycTaluen pa3lnyHbIX YacTed U3 Jla3ypH, SMaiu, cepedpa U IpyruMu Me-
TaJUIMYECKUMH JIEKOPATUBHBIMU JICTAIISIMH.

3ypHa — IIUPOKOMEH3YPHBIM HHCTPYMEHT U IOTOMY HAaCTPauBaTh €€ Iry-
O6amMu 1 manbLuaMu CI0KHO. YTOOBI O0JIETYUTh 3Ty MPOLEAYPY, B BEPXHHI KO-
Hel| cTBoNa (Oawt, c3p, K3J19) BCTABIACTCS BTYIKA (Mauia, 6eu’) C BUIKOU
JunHOM 120 MM, BpallleHHeM KOTOPO MOXKHO 3aKpbIBaTh TP BEPXHHUX OTBEP-
ctusi. OHa U3rOTaBIIMBAETCA U3 CYXOM UBBI, OPEXOBOT0, IMKOTO aJIbIYOBOIO JIe-
peBbeB. [onoBHasA yacTh BTyaku uMeer JnHy 15-20-30 mm. Brynka cioyxur
TaK)Ke JJIs yCUJICHUS 3ByKa.

HItudT (Mun, murus) U3TOTOBISETCS U3 JIATYHHOU, cepeOpsiHOM, OpOH30-
BOM WM MeJTHOM >xkecTH nnuHoi 50-60 mM. JKecThb paspe3aercst B BUAE yce-
YEHHOTO KOHYCa U CKPYYHMBAETCS B KPYT, CJETKa paclIupsisiCh KHU3Y, T €ro
JUaMETP JOXOAUT 0 7 MM. MeCTO COeIlMHEHUs KECTH 3aKpEIUIIeTCs cepe-
OpsiHOM WM OJIOBSHHOM cmaiikoi. Hipkuuii koHer mtudra oOMaThIBaeTCs
HUTKOW U BCTABJISIETCS BO BTYJIKY.

Ha BepxHuii koHel mTu(Ta HUTKOW 3aKperuiseTcs HeOobInas ABOWHAs
TPOCTb (Oun, eamwiut), U3TOTOBIEHHAS U3 KAMBbIIIA, PACTYILETO B HEMOJIUBHBIX
Mecrtax. Kambim cpezaerca [uHOW 10 20 MM U ¢ BHYTPEHHEH CTOPOHBI Ka-
MBIIII OYMIIAETCS OT HAJETa, a C HAPYKHOU - OT KOpKU. KaMbllll ¢ o1HO# cTO-
POHBI CKUMAETCS Ha MPYTE, 3aTEM 3aKPETUIAETCS C TOMOIIbIO HUTKU HA IITU(D-
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Te. YTOOBI HE OTKPBIBAJICS SI3BIYOK TPOCTH, €r0 CJIeTKa MPUKUTAIOT. 3aracHble
TPOCTH IPUBA3BIBAIOTCS K HHCTPYMEHTY LIETIOYKOM.

Posertka (maeanae, 0ase, cunu) UMeeT 4yTh OBAJIBHYIO WK KPYIIyIo Gop-
My auamerpoM 30-40 mm. Marepuanom [l Hee CIIyXaT nepiaamyTp, KOCTb,
JaTyHb, IJIacTMacca, alloMUHUNA uiu aepeBo. TonuumHa po3etku 1-2 MMm. OHa
YIHUPAETCS K OTPAaHUYUTENIO OKPYIJIONW (POpPMBI, KOTOPBII NpUIIasiH MPUOIIu-
3UTENbHO NocepenuHe mTudTa. Po3eTka ciayxut onopoi ans ryo, 6marogaps
YeMy BeCh BO3/yX MPOXOTUT Yepe3 CTBOJI M MperoXpaHseT HEOO OT paHEHUS
13-32 CBOOOAHO KOJICOTIOMIMXCS JICTIECTKOB TPOCTHU BO PTY.

Konnavok (aewiznvie, eananya, cvixuae, kun, nymear, aviceav), npeaoxpa-
HSIOLUI TPOCTh OT MOBPEXKIECHUH, JAEJIaeTCsl U3 UBbI, OPEXOBOIO JiepeBa (Jie-
IIMHBI) U BUHOTPAIHON J103bl. UTOOBI pO3eTKa U KOJIMAYOK HE MOTEPSIIUCH,
OHU MIPUKPEIUIAIOTCS K ITH(TY TOHKOH 1enoukoii (13 OpoH3bl, cepedpa) uiu
HUTBIO.

Kak BHIHO, TPOH3UTENBFHOE 3BYYaHUE 3ypHBI 00YCIOBICHO HEOOIBIINM
JTMAMETPOM TPOCTH, HATMYUEM IITU(TA U IHUPOKON MEH3YPO.

Bo Bpems urpsl 3ypHy Jiep:kar npsmo nepes coOoil, ciierka HakJIOHUB €€,
ryObl MCHIOTHUTEINS COMPUKACAIOTCS C PO3ETKOM M, BO3IYX, MPOXOAS 4Yepe3
TpOCTh (€€ AepKar BO PTy TOPUKOM), INTUQT, BTYJIKY, BILyBaeTcs B cTBOI. [1pu-
MEHSIETCSl HOCOBOM c11oco0 UTpsI (BI0X HOCOM BO31yXa, I10/1a4a €ro B MHCTPY-
MEHT), IIPX KOTOPOM 3BYK JI0JIr0€ BpeMs He npepriBaeTcs. Kak npasuio, nmpu
UCTIOJTHEHUHN KOPOTKUX MEJIOAWYECKUX (pa3 UCHOIHUTENb ABIIIUT PTOM, a
JUINTEIbHBIX, TAHYIIMXCS 3ByKOB — uepe3 Hoc. JIerkue u mosocTs pra urparor
poJsib “pe3epByapa’, U3 KOTOPOTO BO3AYX MOCTEINEHHO MOCTYIMAET B 3ByKOBOM
KaHaJ MHCTPYMEHTA.

bnaronaps takoit cBoeoOpa3HOI TEXHHUKE JIbIXaHUsl, HA 3ypHE CTAHOBUTCS
BO3MOKHBIM UCIIOJIHATD MPOTSAKHYIO MEJIOJUYECKYIO JINHHUIO.

3akpbIBasi U OTKPbIBAsk UIPOBBIE OTBEPCTHS MaJbLIAMH JIEBOM M INPABOMU
PYKH, UCTIOJIHUTENb U3BJIEKAET 3BYKH PA3HON BBICOTHI.

Jlnana3oH 3ypHbI OT “‘ci 6eMOJIb~ MajOl OKTaBhI 10 “A0” TpeThel OKTa-
BbI. HO BO3MOXHO M HCTIOJTHEHHE 3BYKOB ““710 1ue3”, “pe”, “mu 6emMois”, “mu”,
“¢a”, “ba nues”, “conp”’ TpeTbeil OKTaBbl. MAaCTUTHIE UCTIOTHUTEIN MOTYT
OpaTh U “10” 4eTBEPTON OKTaBBl. DTH 3BYKU CPEAH HAPOIHBIX MY3BIKAaHTOB
W3BECTHBI MO/ Ha3zBaHUEM ‘“‘caghun”. UToOBI M3BIIEKATh ITH 3BYKH, MEPBOE
JUIEBOE U THUIBHOE OTBEPCTHUS 3aKPBIBAIOTCS, U B CTBOJI C CHJION MOAAETCS
CTpys BO3AyXa.

ITo cnoBam crapedmx My3bIKaHTOB A3epOaiiskaHa B CBOE BpeMs ObLIH
pacrpocTpaHeHbl 3ypHbI, IMEIOLME CTBOJIBI PA3IUYHON JIMHBL. B 3aBHCHUMO-
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CTH OT 3TOTO OHM UMEHOBAIUCK: “Oaw masap” (mymHa ctBona 350-370 Mm),
“opma masap” (300 MM, ynoTpebmsiercst HbiHe), “Oocype” (250 mm), “opma
oorcype” (200 Mm) U “ase dacype” (150 mm). bamr taBap 3ypHa 3Byuasa Ha
MOJITOHA HUKE, a JKYpa Ha TMOJITOHA BBIIIE OTHOCUTENIBHO 3ypHBI OpTa TaBap.

V3BeCTHBIN UCTIONHUTENb HA AYXOBBIX HHCTpyMeHTax AnumkaBana Jxa-
BaJI0OB CKOHCTPYMPOBAJ JBE Pa3HOBUIAHOCTU 3YPHBI: 317 (BBICOKasi) U Oem
(am3Kast) 3ypHa. M3-3a COMIIKOM CHIIBHOTO 3BYYaHHUsI MY3bIKaHTHI-IIPO(eccu-
OHAJIbI UTPAIOT HA 3ypHE, KaK MMPaBUiI0, HA OTKPHITOM BO3yXE.

WHCTpyMeHT 3ByYUT B cOCTaBe aHCamOisl 3ypHadyel, Kyaa BXOAUT ycma
(MCTIONHSIET MENIONNI0) U Oemkewl (aKKOMIIAHUPYET YCT€ BbIIECpKAHHBIMU
OypmoHHBIME 3ByKamu). OTCroma UCXOIAT MOHATUS ‘‘eowa-3ypua’” (TapHast
3ypHa) U “3y(1i) mymmae”. ITOT Ay3T COMPOBOKIAET YAAPHBIA UHCTPYMEHT
— Harapa. B IllekuHckoii 30He 1y3T 3ypHaueu 1OMONHSIETCS IByMsi MEMOpaH-
HBIMH MHCTPYMEHTaMU — ana kécom (Oomnplast Harapa) u 6ana kécom (Manas
Harapa).

Haubonee nomynspubl Obun ancam6au 3ypHauend “/xenrn” u3 CanbsH
(pyxoBonutenr Manad MamenoB) u “Usipaxrana” u3 [llabpana (pyxoBomu-
tenb Hypara PaxmanoB). B ancamb6ne “J[>keHru” wurpaiu cemb 3ypHauew,
ouH 0anabaHKUCT U YEThIPE HArapucTa.

B 1959 roay Bo Bpemst Jlekabl azepOaiiiKaHCKOM TUTEPATyPhl U UCKYC-
cTBa B MOCKBE BBICTYIHJI aHCaMOJIb 3ypHaueil, COCTOSAIINI U3 CEMU HCTIOTHU-
teneir. B 1962 rony nox pykooactsom Anadcapa Parumoa Obul opranuzo-
BaH CBOJHBIN aHCAMOb, B COCTaBE KOTOPOTO YYacTBOBAJIHU IMATh yCTa 3ypHa-
Yyel, ATk AEMKEIIOB (M3 HUX JIBOE UTPAJIA Ha 3ypHE, a Tpoe — Ha Oanabane) u
TPH Harapucra.

Ha 3ypHe ucnonHsoT TaHIbl, TePOMUYECKUE MEJIOINHU, IPEUMYIIECTBEHHO
CBsI3aHHBIE C UMEHEM HapoJHoro repos Képorty, Mapiim 1 HHCTpyMEHTaJIb-
HBI€ MbECHI, BXOAIINE B TPAUIIMOHHBIN penepTyap 3TOro HHCTPyMEHTA.

VHHUKaJIbHBIMU SBJISIOTCSI CBO€OOpa3HbIe CIOUTHI — “Yaxap3eH AeCTrsIXbl”
u3 penepryapa 3ypHaun Anu Kepumona (1874-1962), Bxiroyaroninii Takue
TaHIleBaJbHbIC Menoauu Kak: ['apabarer, FOMma ["apabarsr, [laxmpas "apa-
Oarbl, baster ['apabarel, ['axpamansl, Mupsen, basser [34], u “Ilectrsax Ké-
poriy” B ucnionnaennu ['abuoOymnaxa Jxadaposa (1896-1987), cocrosmuii u3
CIIEIYIOMMX coCTaBHBIX yacTei: 1) Arsip Képorny, 2) lllexu smibicer, 3) Ké-
pornynyH lllexu cedepu, 4) xenru Képory, 5) Ké€porny raiitapmacsl, 6) Yu
6apwmar, 7) lemu Képormy [80].

3ypHa B KayecTBE COJHUPYIOIIEH BXOAMT B COCTaB OPKECTPa HAPOAHBIX
UHCTPYMEHTOB. IHCTPYMEHT HCIOJIb3YeTCS U B CUM(POHHYECKOM OpPKECTpeE.
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3HauYMTEIHLHOE MECTO OTBEICHO 3ypHE B oniepe Y3eupa [ 'ampxuoeitnu “Képormy™.
NHcTpymMeHTy OOBIYHO MOpYYaeTcsi COMPOBOXKACHUE TePOMUYECKUX U TaHIe-
BaJIbHBIX CIICH.

Jlxapanmup ['ynueB BrepBbie AJi 3ypHBI U CUM(OHUYECKOTO OpKecTpa
counnun “Ileecy”, a Kaman AxmenoB — “Jl>keHrn” ajist OpkecTpa HapOAHBIX
WHCTPYMEHTOB. DnbHapa JlagamieBa st 3ypHbl, Oanabana, Hes, TyTeK U (-HO
Hamucana KOMIIO3ULHMIO-KBUHTET ““/{unTux”.

B cocraBe opkecTpa HApOIHBIX MHCTPYMEHTOB TEXHHUUECKUE U XyHOXKE-
CTBEHHBIE BO3MOYKHOCTH 3YPHBI SIPKO JAEMOHCTPHUPYIOTCS B IPOU3BEICHUSIX
“Ilxenrn” Y3eupa ['amxubeiinu, “T'axpamans” Cauga Pycramona, “Jlxenru”
Anuns I'epast u “/Ixenrn” Cyneiitmana Aneckeposa.

XOTsl KOHKPETHOE MECTO 3apOKICHHUS 3yPHBI TOYHO HE YCTAHOBJIEHO, U3BE-
CTEH €€ apeaj paclpocTpaHeHusl. ITO, B OCHOBHOM, TIOPKCKUH MHUP ¢ 000C00-
JICHHBIMU LIEHTPAMU Pa3BUTUS 3ypHBI: aHATOJIMUCKUH, I0)KHO-TIOPKCKUN (0X-
BaThIBaJl apaOCKHUE CTPaHbl NEPHO/A FOCIOACTBA AMHACTUN MaMIIIOKOB, IIPO-
UCXOJSIIINX OT TypKOB M HapoaoB KaBkasa), ceBepo-TIOPKCKMIA (BKJIIOYAET
Ka3aHCKUH, YyBaIICKUA U OaTKaHCKHUIA TIEHTPHI), azepOailkaHCKNH, y30eKc-
KW, Ka3aX-KUPTU3CKUM U BOCTOYHO-TYPKEHCTAHCKHM (MOTOJIBCKUN U KaJIMBIII-
KU eHTpsl). OT 3TUX IIEHTPOB 3ypHa ObljIa 3aMMCTBOBaHA COCETHUMH HApO-
JTaMHU.

Ecnu B 3amasiHOM TIOPKCKOM MHUpE€ OBLTH PAacpOCTPAHEHbI pa3InyHbIe
BUJIbI 3ypHBI — Kaba, TKypa, acapu, muxadbu, apabu, ajpkeMu, OaxXTUSIPHI,
OTJIMYAIOLIUECS MEXAY OO0, B OCHOBHOM, IO JITMHE CTBOJA, TO B BOCTOY-
HOM TIOPKCKOM MUPE — TOJIBLKO 3ypHBI O0Jiee KpymHbIX pa3smepoB (10 400-450
MM).

B namm nam 3ypna, kpome AszepOaiipkaHa, 10J TaKUM e Ha3BaHUEM
u3BecTHa Ha teppuropuu Typuuu, Upana, I'py3umn, Amxapuu, ApMeHUH,
Harecrana, Yeunu, Uarymernn, ['perun, Makenonnu u B apaOCKUX CTpa-
Hax. B Jlarectane e€ Ha3bIBAIOT TaK)Xe 3ypHail (KyMBIKH), 3ypHay (JIaKibl),
3UHpaB (IapruHiel), cypbMmail (kybauunusl), B Kabapnuno-bankapum —
HaKbIp? WK Hakupa [25]. UHCTpyMEHTHI TUIIa 3ypHBI pacpOCTPAHEHBI B
Adranucrane, Y3oekucrane, Tamkukucrane u Kapa-Kanmakuu, roe nmeny-
I0TCs cypHa, B Erunrte — 3amp, a B Aypkupe — 30pHa, rauta. Cpeau yiurypos
OHA U3BECTHA O] HA3BAaHUEM CyHal WM COHA, KaJIMBIKOB — OUYKIOp, OypsITOB
— OuIKyp.

Kak BumHO, Ha OOJNBIIOM MPOCTPAHCTBE aHAJIOTMYHBIE WHCTPYMEHTHI B
OOJIBLIIMHCTBE CIIy4aeB UMENU OIMHAKOBOE MITH MOX0)Kee Ha3BaHHE.
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A3EPBAVI)KAHCKASI TAPMOHbBb

HcTopusi BOSHUKHOBEHMS KJIABUIIHO-IIHEBMAaTHUYECKOTO MY3bIKaJIbHOTO
MHCTPYMEHTa TAPMOHHU CBA3aHA C BOCTOYHBIM MHUPOM, IJI€ C JPEBHUX Bpe-
MeH OBbLTH U3BECTHBI €€ MPOTOTHIIBI — KUTAWCKUN HIdH (IIPHT), araHCKuil,
MaKUCTAHCKUHA M MHAMMCKUI XapMOH WJTU apraH, a3epOoailyKaHCKUN JHKUOUUT
[53,55]. Ha HuX 3ByKH M3BJIEKAJIUCH IIPHU TTOMOIIH MOIa4 BO3yXa PTOM WJIU
KEe MEXaMH B KOPITyC, I7I€ pacrlojarajuch IIaHKKH ¢O CBOOOIHO MPOCKaKMBa-
IOLUMUCS A3bIYKaMu. biaronapsi TOproBeIM CBS3sIM, IPUHLIMIT TAKOTO U3BJIE-
YeHHs 3ByKa CTall u3BecTeH B EBporie u ObUT UCTIOIB30BaH 3/1€Ch MacTepaMu
MY3bIKaJIbHBIX HHCTPYMEHTOB [55].

B 1821 r. vemenkuii mactep @punpux Kpucrnan bymman co3naer ry6-
HYI0 TapMOHUKY, a 3aT€M — OJTHOPAIHYIO PyUHYIO TaPMOHUKY C MEXOBBIM KOp-
nmycoMm [54]. Tlo3xe, B 1830 rogy B Tynbckoit ryoepanu Poccnn 1o oOpasiry
IPUMHUTHUBHON OJTHOPSAIHOM HEMELKOM FrapMOHMKH, BBICTABIEHHOM Ha Mpojia-
Ky Ha Hmxeroponckoit sipmapke, TyJIbCKUM opyxeitHukoM MBaHoM CU30BbIM
Obl1a M3rOTOBJIEHA TAPMOHMKA (IapMOILIKa) C CEMbIO KJIaBHILIAMU Ha MPaBOU
U IByMs 0aCOBBIMH KJIallaHAMH Ha JIEBOW CTOPOHE, TO3BOJISIONIMMHU ChITPATh
NPUMHUTHUBHBIE NIECHU. B nanbHeieM, KycTapHbIM CIIOCOOOM Haydajau U3ro-
TaBIIUBATh TApMOHUKH C 8-10 1 60IbIIIC KJIABUIIIAMH U JIByMS-4€THIPEMS 0acO-
BbIMU KHOTNIKaMu. B Hauane 40-x rooB B Tylie HEKOTOpBIE JOMAIIIHUE MacTep-
CKHE MPEeBpaIainuch B (pabprKH MO MPOU3BOACTBY TAPMOHUKH.

[To xonctpykumu, npemioxernHoi H.M.benoGoponossiM, B 1878 romy
TynbckuM MacTepoM JI.A.UynkoBbiM OblTa co3/1aHa ABYXpsIHAS KIIABUILITHAS
XpoMaTH4ecKasi pa3HOBUAHOCTh TapMOHUKH [54].

PaGoThI 10 yCOBEPIICHCTBOBAHUIO HHCTPYMEHTA OCYIIECTBIISLITUCH B Pa3-
anyHBIX TyOepHusax Poccun. M rapMoHUKN OBLIM MOABEPTHYTHI 3HAUUTEIb-
HBIM KOHCTPYKTHBHBIM U3MEHEHUAM. OHHM OTIUYAINCH MEXITy COO0H CTpoeM,
JMAa30HOM 3BYYaHHUs, KOJIMYECTBOM TOJIOCOB M PETUCTPOB, HAJTUUYUEM WIIU
OTCYTCTBHEM BO3MOXKHOCTH BKJIFOUEHUSI TOTOBBIX aKKOPIOB. ['apMOHUKH Ha-
3BIBAJIUCH 110 MECTY M3TOTOBJICHUS — TYJIbCKas, TUBEHCKAsI, BITCKast, 00I0TO-
€BCKas, capaToBCKas, KACUMOBCKas, enenkas u np. O6a Buga MHCTpyMEHTa
— IMATOHUYECKHUM U XpOMaTUYECKU, Oaronapsi UX MOPTaTUBHOCTH, CUIIbHO-
My U SIPKOMY 3BYKY, BBIPA3UTEJIbHBIM BO3MOKHOCTSM, IPOCTOTE OBJIAJACHUS
IpUEMaMU UIPbI, @ TAKKE UX MACCOBOMY IPOU3BOACTBY B Tyne u BsiTke, Obl-
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CTPO HAlIM CBOE MPUMEHEHHUE Cpeau JPYruxX HapojoB, Hacemnstomux Poc-
cuio (Tarap, 6alKUpoOB, YyBalleil, MapHiilleB, MOPABUHIIEB), CEBEPHYIO U FOXK-
Hy1o yactu KaBka3za (kabapAMHIIEB, JIE€3rMH, YEUEHLIEB, aJbITEHIIEB, HHTYILIEH,
Tpy3UH, OCETUH, a/KapIleB U Jp.), KaK MOMJIMHHO HApOAHbBIE MY3bIKAJIbHbBIE
UHCTPYMEHTBI.

Hauunast co Bropoii noinoBuHbel XIX Beka rapMOHMKa cTajia MOSBISATh-
cs 1 B AzepOaiimpkane. Kak orMedaercst B OyOJMKOBAaHHON KHHUTE OOJIBIIIOTO
3HaTOKa (DONBKIOPHBIX 00psAI0B U My3blku Anuryceitna arner “O3an rapa-
Benu”, 6iarofapsi TOproBoMy IyTH, ocyliecTBisseMoMy o Bonre n Kacnuii-
CKOMY MOPIO B A3zepOaiipkaH, MOpexoamMu ObLITN 3aBE3CHBI TIEPBhIC 00pa3IIbl
rapMoHHUKHU. Ee 3ByKu ObUIM CIBIIIHBI €11 10 MPOKIAJAKH KEIE3HOW AOPOTU
B Azep0aiimkane (T.e. 1o 1880 roga) [35]. UHTEpecHO, UTO BHaYaJIe rapMo-
HUKH [TPOAABAINCH B KAYECTBE UTPYLIEK B KApaBaH-CapasX U Ha pbIHKAaX KyIl-
[[aMU, TOPTYIOIUMHU CyHIyKaMu. WHCTpYMEHTHI ¢ IMaTOHUYECKUM 3BYKOPSI-
oM umenu 7, 12, 14, 16 u 18 6enpIx KaaBulll. B 4acTHOCTH, OJMH U3 TaKHX
UHCTPYMEHTOB ¢ 16 kiaBuimamu Kpymiod (opmbl, U3rotoBieHHbI B Tyne
Axumom TpodumoBuuem BopoHiioBeiM, 1eMoHCTpHpyeTcs B HanmonansHOM
My3ee uctopuu AzepoOaiimpkana. Jlen n3BECTHOrO UCTIOMHUTENS Ha Tape bax-
pama MancypoBa Memaau Mauncyp (1833-1909) urpan Ha ceMUKITaBUIITHOM
uHcTpyMeHTe. TananTnuBelil ucnoanutens Ha tTape [lupun Axynmnos (1878-
1927) B cemuieTHEM BO3pacTe O3BYUYMBAJ 3TOT K€ MHCTPYMEHT. 3aTeM IIO-
SIBUJIMCh XPOMAaTHYECKUE TApMOHUKH. Yalle mpeanouyTeHue 0T/1aBajoch ee Ka-
3aHCKOM pa3HOBUIHOCTH. OJJTHUM U3 NEPBBIX UCIIOIHUTEIEH HA 3TOM HHCTPY-
MEHTE OBLI CaloXHHUK W3 azepbaitmkanckoro ropoga Ilymra I'yceitn, otery
n3BecTHOro rapmonucra Kep6eman Jlstuda (1876-1944) [67]. Ha Hem cTanu
UTpaTh M KEHIIMHBI HA IEBUYBUX CBAIb0aX B pPUTMUYECKOM COMPOBOKICHUH
yIapHOTO UHCTpyMeHTa raBaia. MI3BecTHo, uTo, B cTapoii uactu baky (Muepu
[exep) B xonue XIX Beka Cenp ['acan mpeBOCXOAHO UTpajl HA TAPMOHUKE U
TOTOBUJI MOJIOJIBIX MY3bIKAaHTOB-UCTIOTHUTENEH [35].

B nepBoii monoBune XX Beka OOJBIIYI0O M3BECTHOCTH MONYy4MI Axan
Anues (1893-1942), unu Kép (Cnemnoit) Axaj, MOCKOJIbKY OH B paHHEM BO3-
pacte ocien. B cuiny ero HezaypsigHOTO TananTta (OH MPEKPacHO UIpall U Ha
case, Tape, TyTeke, (OpTennaHo) ero Takxe Mnpo3Baim “Ycra” (mactep) u
“I'apmonuy (rapmonuct) Axan”. B xonue 20-X roJjoB Mo €ro COBETy U PeKo-
MEH/IaIUsIM TapMOHHUKA CapaTOBCKOTO 00pasiia yCOBEPIICHCTBOBAIACH OaKMH-
CKMM MacTtepoM ApxunoM KapnylmkuHbeIM. ITy BEPCHUIO HHCTPYMEHTA CTaIu
Ha3bIBaTh yXke “azepOailKaHCKOW TapMOHBIO’, TIOTOMY YTO U €€ 3BYKOPS/I,
U TeMOp OTIMYAIUCH OT “TyJIbCKOW”, “‘capaTOBCKOI”, “Ka3aHCKON U APYTUX
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Pa3HOBUAHOCTEN TAPMOHUKH. YMECTHO HAlIOMHUTB, 4TO B IlIMpBaHCcKOM 30HE
Azepbaiijpkana rapMOHH, UCIIOJIb3yEeMbI€ KEHIIIMHAMHU, U3BECTHBI TaKXKe MO
Ha3BaHHWeM “‘Haii”’, a B Kapabaxckoii 30He — “Mu3ran”.

CocraBHbIe YacTH a3epOaiiKaHCKOM rapMOHH — KOPITYC B BUJE YEThIPEX-
YTOJIBHOTO SIIIIKKA, MEX, TOJI0COBBIE YaCTU U KJIAaBULIHBIA MexaHu3M. Kopmyc,
pasmepom 360x268x195 MM, COCTOUT M3 MPaBOW U JIEBOM JIEPEBAHHBIX PaM,
Ha KOTOpbIE KPEMAT U MOHTUPYIOT OCTAJIbHBIE YaCTU HHCTpyMeHTa. Mex (ké-
PVK), COeIMHSIIONINIA pambl, UTPAET POJIb BO3AYILIHOTO pe3epByapa, o0ecreun-
BAIOIIETO MoJavy BO3AyXa MepeMeHHOro oobeMa. OH BbIJENbIBACTCA U3 TOd-
PUPOBAHHOTO KapTOHA, OOKJIEEHHOTO C JIBYX CTOPOH TOHKOM IJIIOTHOM TKaHBIO.
KoH1pl Mexa IpUKIIENBAIOTCS K paMaM KopIryca.

K mpaBoii yactu xopmyca npHuKperieHa miaHka-rpud, rae pacroyiokeHa
kJaBuatypa ¢ 18 ToHOBbIMH OeNbIMH U 12 TOJTYTOHOBBIMU YE€PHBIMU KJIaBH-
mamu (Our). B otnuame ot pyccKoi rapMOHHKH, azepOaiipkaHCcKas TapMOHb
HE UMeeT “‘HaOOpHBIX aKKOPIOB IS JIEBOW PyKH. BMECTO HHUX MOJB3YIOTCS
KHOIIKaMu (Qytime), pacroiIoKEHHBIMU Ha Kopiyce B JBa psija (18 ToHoBbIe —
Oenble ¥ 12 MOMTyTOHOBBIE — YEPHBIE), HAYKaTHEM Ha KOTOpbIE MOIy4YaloT YHU-
COHHBIE 3BYKH, WJTU K€ JIBYX-TPEX3BYUHBIC AKKOPJIBI.

3BYK, U3BJICKAIOIIUNCS PACTATMBAHUEM U C)KATHEM MeXa C IIOMOILBIO JIe-
BOW pyKH, 00pa3yeTcsi B pe3yJbTaTe KojJeOaHUN ynpyrux MpoCKaKUBAIOIIUX
TOHKUX YHPYTIHX SI3bIYKOB (IUIACTUHOK) PA3HOW JJIMHBI U TOJILIMHBI C pac-
IIMPEHHBIM OCHOBAHHMEM U Y3KOW BUOPHUPYIOUIEH 4YacThiO, HAKJIEMAHHBIX C
JIByX CTOPOH Ha MeTaJlIn4eckue IiaHku. KoanmuecTBo MiIaHOK B COBPEMEH-
HOM rapMoHH — MsATh. OHU KPEmsTCsl B ONMPEICICHHOM MOPSAIKE K JepeBsH-
HBIM PE30HATOPaM, B CTEHKaX KOTOPBIX UMEIOTCS OTBEPCTHS ISl IPOXOKIe-
HUS BO3/yXa, IPUKPhIBaeMbIe KilanaHaMu. Kiamansl COeIMHEHBI phlUuaraMu C
KJIaBUIIIaMU HA TpUQe U KHOMIKaMU Ha Kopiryce. i 3ByuaHust Kaxa0i 6enoit
KJIABUILIM UCIIOJIb3YETCS MIECTh S3BIYKOB — JBA JJIsl 3ByYaHUS BHICOKUX U 4e-
ThIpE JUIsl HU3KUX 3BYKOB, @ JUJIsl YEPHBIX — TPU (OAMH ISl 3ByYaHMs BBICO-
KHX, a JIBa I HU3KUX 3BYKOB). BuOparus S36I9K0B OCYIIECTBIIAETCS 3a CUET
Pa3HMIIBI BO3AYIIHBIX JABICHUM, CO3/1aI0IIENCs IO OHY U APYTYIO CTOPOHY
OT sI3bIYKa MPH PACTSHKEHUU WIIU CKAaThHM Mexa. Bo Bpemsi OTKpBITHS U 3a-
KPBITHSI ME€Xa, a TAK)KE IPHUKATUS KIABUIIH, CKAThIM BO3yX IIPOXOIUT Yepes
COOTBETCTBYIOIIYIO TOJIOCOBYIO ITUIAHKY M BHOPUPYET B €€ MPOEeMEe S3bIYOK.
W B 3aBUCUMOCTH OT pa3MepoB BUOPUPYIOLIUX MJIACTUH, U3BIEKAIOTCS 3BYKU
pa3IMYHON BBICOTHI. BO Bpemsi Urphl maiblbl IPaBOM PYKH — yKa3aTelbHbIM,
CpelHUM, Oe3bIMSIHHBIA M MU3HMHEL — UIPAIOT MEIOAUI0 (IIPU UCIIOJIHEHHUH
ramm, aprepkKuo, akKopI0B UCIIONB3YETCsl M OOJBILION Malielr), a TPy WK Yye-
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ThIPE NaJbLbl JEBOM PYKU JEPKaT OpraHHbIA IIyHKT COOTBETCTBYIOUIEH TO-
HaJIBHOCTH.

Jlnama3oH rapMOHM OXBaThIBaeT 3BYKH OT ‘710 MaJloil OKTaBbI 0 “da”
BTOpOi OKTaBbl. OOIMII CTPOIl MHCTPYMEHTA MO CPaBHEHUIO ¢ (HOpTErnuaHo
3BYYMT Ha IOJTOHA HUXKE.

WcnomuuTenpb, cuas Ha CTyje, IEPKUT MPAaBYIO 4acTh KOPITyca Ha KoJie-
HE MPaBOM HOTH, JIEBYIO PYKY INPOJEBAET MO/ KOPOTKUI peMeHb (Taiblll), a
JUIMHHBIA pEMEHb HAJEBAeTCs Ha MpaBoe Iuiedyo. PacTsikeHne Wiu cokaTtue
MeXa OCYLIECTBIISIETCS ABMKEHUEM JIEBOM pyku. Ha MHCTpyMeHTe urparor u
cTosi. B 3TO Bpemst c:kaTvio WM PACTSIKEHUIO MeXa MTOMOTaeT peMeHb, HaJle-
Ba€MbIi Ha JIEBOE IIEYO.

N3-3a kpacuBOrO 3By4aHusi, CBOCOOpa3HON TEMOPOBOM OKPACKH, ITUPOKHUX
TEXHUYECKHX BO3MOXKHOCTEH, a TAKXKe TPaHCIOPTA0eIbHOCTH TAPMOHb OUY€Hb
OBICTPO HaIlLJIa CBOE MIPUMEHEHHE B ObITY azepOaiipkanckoro Hapoaa. He ciry-
YailHO, yYUTHIBAs MOMYJIIPHOCTh U MY3bIKaJIbHO-BBIPA3UTEIbHBIE BO3MOKHO-
CTH 3TOTO MHCTPYMEHTAa, OCHOBaTelb MpodeCcCHOHAIBHOMN a3epOaiiKaHCKOM
My3bIkHd Y3eup ['ajxuOeilniu BKIIOUNI TapMOHb B COCTaB OPraHW30BAaHHOTO
UM HOTHOTO OPKECTpa HAPOJHBIX MHCTPYMEHTOB, TJ€ OHA, TaKXe KaK Tap H
ca3, 3By4ajia Ha MOJITOHA HIDKE HaMCaHHOTO. AXaa AnueB ObUT IpUITIAIICH
JUISl UCTIOJTHEHUSI HA TAPMOHM MeNoAnu TaHUa “TapakiaMd” B 3aKIHOUUTEIBHON
cBazicOHOM crieHe B oneperTe Y3eupa [amkubdeiinu “ApimH Mai anan’.

NHurepecHo ormeTuts, uto B onepax “Illax Mecmann” Mycnuma Maroma-
eBa u “lllaxcanam” Peiinronbna Imuspa, a taxke Oanere “JleBuubst OanrHs’”
(“T'e13 ramacer’”) Adpacuaba baganGeiinu nmpu HanMCaHUK TaHLIEBAJIBHBIX Me-
JI0AUN KOMITO3UTOPBI 0OpaTunuck k rapmonuctam Kepoenau Jlstudy u Axany
AnueBy [67]. 3acnyxuBaeT BHUMaHus co3aanue B 1938 romy Terobom [lamu-
POBBIM aHCaMOJIsi TAPMOHKUCTOB, B COCTaBEe KOTOPOTO 3By4al U MEMOpaHHbBIE
MHCTPYMEHTHI — JIBA TaBajia, Harapa u rolra-Harapa.

Heine, 6nmaronapst pekoMeHIasIM IpOCIaBIeHHbIX TApMOHUCTOB AXaja
Anuesa, Tero0a JlamupoBa 1 Mamenaru AraeBa, yCOBEPIIICHCTBOBaHHAS Tap-
MOHb, OTJINYAOIIASICS OT PA3HOBUHOCTEH, UCIIOJIb30BABIINXCS UX MTPEAILIECT-
BEHHHKaMU, HanOOJIee MOTHO TIepeIaeT Bce 0COOCHHOCTH a3epOaiiiKaHCKOM
My3bIkd. Ee 3ByKkoBasi cucTeMa COOTBETCTBYET |7-TH CTYIIEHHOMY 3BYKOPSLY
azepOailKaHCKOW MY3BIKH.

["apMOHB CONBHBIN 1 aHCAMOJICBBI HMHCTPYMEHT. PaHbIIIe ee conmpoBoXk 1a-
JM UCTIOJTHUTENU Ha YIapHBIX MHCTPYMEHTAaX — rapaje WM Harape, WiH e
Ha Harape M JyXOBbIX MHCTPYMEHTax — KiapHeTe u Oamabane. boumm opra-
HU30BaHbl MHCTPYMEHTAIbHBIE TPYMIIbI, B COCTaBE KOTOPBIX, KPOME TapMOHH,
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3ByYaJId KJIapHeT, OanmabaH, ruTapa, romia-Harapa u (goprenuano. Ho Gomnee
HOMYJISIPHBIMUA M TIO CEHl JIeHb SIBISIOTCS aHCaMOlIM B COCTaBE TapMOHUCTA,
KJIAPHETHUCTA U Harapucra.

["apMOHB OY€HB XOPOIIO 3BYYUT B COJIHHOM MCIOJIHEHHH TAaHILIEBAJIbHBIX
mMenonuit (“Mupseitn”, “Tapakomd”, “Unnadbr”, “Typamxbr”, “I'>umHrun”,
“AzepOaiikanbl’”’, “OH3301” U Ap.), neceH (“Aapima mromao”, “CeBrumum’”,
“Cesen kényn”, “I'ypban anpiaa”, “Epu nam ycra, epu”, “Myrana mxeiipan”
¥ JIp.) ¥ HHCTPYMEHTAJIbHBIX MyTraMoB (0COOEHHO BO BpeMs ucroiHeHus “ba-
arbl-I'apkapa”, “3adyn-Cersaxa”, “Haxaprsixa”, “XymaroHa”).

CnenuanbHO 11 TapMOHU KoMrio3utopamu CyneliMaHoM AJeCKepOBBIM
counHensl “Jlupudueckas mbeca” n “Ckeprio”’, Todukom bakuxaHOBBIM Ist
rapmonu u ¢oprenuano “Tlecus 6e3 cioB” u “Beunoe npwkenue”, AUTIOH
Camenzane — “/larmunckuii Tanen”. 'apmonucT 3akup Mup30€B it rapMOHU
COUYMHMJI KOMIIO3ULMIO “Myram u parc”.

Ecnu npociennTs XpOHOJIOTHIO MOMYJIIPHOCTH UCIIOJHUTENIEH-TAPMOHHU-
cToB B A3ep0Oaifpkane, To koHen XIX — Hauamo XX BEKOB MOXKHO CBSI3aTh C
umeHamu Hcu Ges;, AGwim Gest, KepOeman JIstuda, Memangu A, Xaaumxa
MycaxanoBoi, Adytansiba FOcudona, Anekbepa Hazapnu. B 20-30-e roasl
IPOIIJIOro Beka, HoMuMo Axana Anuesa, Obut momynsapHsl Tewo0 [lemupos,
Ocud KOcudos, darsma Cadapora, Kampabenm ['yceitHoBa u nip. [67].

Ileprogom pacruBera UCHOIHUTEIBLCKOTO UCKYCCTBA HA FapMOHU B A3ep-
Oaifxane MokHO cuntaTh 50-80-¢ To/Ibl TPOIUIOTo BeKa. Toraa OTInYaiuch
cBOMM MacTtepcTBoM Mamenara Arae, AGGac A66acos, I'bi3xanbiM [lanamie-
Ba, KioOpa Abunosa, ['amxubana Jlagames, Cadapanu Besupos, AGyTanbio
Canpiros, Tero6 Terob6ormy, bagan baganos, Carrap ['yceitHoB, ®upy3 DiiBa-
30B, Anunsb ['yceiinoB, Barud Iluxues, Typpa I'yceiinoBa, ['amun Axsepanes
u J1p.

B paiionnsix nentpax PecnyOnuku BeIpocia mies/ia TaJaHTIUBbIX HCTIOJN-
HuTenen-rapmornctoB: chanmusp xomryn, Marnabd Aonymraes (I'iamxka),
P3a [lluxmapos, Adnaryn Araes, Cagpir CanpiroB, Aciian UnbsicoB (Canbs),
Maxwmyn Xamaorny (JIsakspan), Amu ['ynmues, FOcud FOcudos, Exmap 3eiina-
noB (Argam), beiinap Axmenos (dusynu), Mextu Benuxanos (Cabupaban),
Nca Cadapos (MpeBaH) 1 MHOTHE JIpyTHE.

B namm gau Aranaun cpadunos, 3akup Mup3oes, [oBxap P3aeBa, Ks-
muitb Besupos, AuBap Canpiros, [rons6axap [lykropiy, [tons6axap Mame-
3a/le W Jp. BHECJIH CYIIECTBEHHYIO JICNITY B MOIMYJSPU3ALUI0 UHCTPYMEHTA
CpeIu HApOJIHBIX Macc. bosblIoi MOMYIIPHOCTBIO MOJIb3YETCS TAKKE BBIXO-
nen u3 FOxnoro AzepOaiimkana (Mpan) Paxman Acagymnaxu.
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OpnHako, A0Aroe BpeMsi rapMOHb, CUMTAsICh 3aMMCTBOBAHHBIM HHCTpY-
MeHTOM 13 EBporibl, ocTaBanach 0e3 BHUMaHUsI TOCYJaPCTBEHHBIX CTPYKTYP,
HECMOTPs Ha MOMYJISIPHOCTh OTAENIbHBIX HcnioHuTene. Ho cnpaBeimuBoCcTh
BOCTOP>KECTBOBAJIA. 3BAaHUE HAPOJIHOTO apTHCTA PECIyONIMKH Obliia MPUCYK-
neHo Asrannuiny Mcpadunony, Kamumio Besupoy, AuBapy CanbixoBy, a 3a-
CITIY)KEHHOTO apTucTa - 3akupy Mup3oesy, [oBxap P3aeBoii, Itubapy ['aceim-
6eiinn, Capxany AOueBy. YUnThIBasi BAPTYO3HOCTh UTPHI 3akupa Mup3oesa,
W3BECTHBIN TUPUKEP U KOMIIO3UTOp, MadcTpo Huszu Hasan ero “llarannnu
rapMoOHH .

W B Hamm 1HU Urpa HAa TapPMOHU TOJIB3YETCS, KaK M paHbllle, OOJIbIION T0-
NyJSIPHOCTBIO. Yapytolue, spkue 3ByKH FapMOHHM MOKHO CIIBIILIATh HA yBECe-
JIUTENbHBIX MEPOIPUSITHSIX, CBab0aX, MPa3IHUKAX, BO BPEMS BBICTYILJICHUS
XyJI0KECTBEHHO-CAMO/IEATEIbHBIX KOJUIEKTHMBOB, BOKAJIbHO-MHCTPYMEHTAJIb-
HBIX ¥ HHCTPYMEHTAIbHBIX aHCaMOJIel, B COCTaBe BCeX aHcaMOuiel azepoaii -
KAHCKUX HapOJHBIX MY3bIKaJbHBIX MHCTPYMEHTOB. Hepeako oHa BXOIUT B
coctaB amurckux ancamb6neit B Illupsanckoii, ToBy3-Lllemxup-I"azax-I'ene-
Oekckoit 1 bopuanuHckoii 30Hax. ['apMOHb — BeTy M My3bIKQIBHBIN HHCTPY-
MeHT B ['ocynapcTBeHHOM aHcaMOJie IecHU U TaHua uM. Oukpera AMUpOBa.

B ucnonHeHny rapMOHHMCTOB YacTO 3BYYaT W MPOU3BEIACHUS Mpodeccro-
HaJIbHBIX KOMIO3UTOPOB. 3akup Mup3o0eB OnecTsie Chirpajl TPeX4aCTHBIN
“IlepBbIii KOHIIEPT HJs1 CUMGPOHHYECKOTO opKecTpa, “Cersixcasru” u “PoH-
no” Toduxa bakuxanoBa, a Ha KOHIEPTE, MOCBAIIEHHOM OTKPBITHIO OOCTa
VY3eupy ['amxubeiinu B Bene, ucronmaun npoussenenus Boiabdranra Amanes
Momapra u ¥Yzeupa ['amxubeiinu.

Crenyer mOAYepKHYTh, YTO OOJBIIMHCTBO MACTUTBIX TAPMOHHCTOB $IB-
JISIIOTCSL [aBTOPaMHM MHOTOYMCIIEHHBIX TaHIEBAJbHBIX MeJoAuil. JloctaTouHo
BCIIOMHUTD 3allOMUHAIONIYIOCS Menoauto “Has3umns™, coumHeHHy0 ABTaH]U-
aoMm HcpaduiioBbiM, yaadHo HCIONb3yeMyto B ¢uibMme “/leHp poxaenus”.
I'apmonnctka Krobpa A6uimoBa cHsmack B puieMe “Uynak”, a I'yceiin I'a-
canoB — B ¢puibmax “Tlepen 3akpsiToii ABepb0”, “Mysxkckoe cioBo”, “O0py-
YaJbHOE KOJIBIO ™, “3aBOAUII0”.

SApxoe Bnevamienue ocrasisier urpa Aupapa CaapixoBa, BIIEPBBIE UCIIONb-
30BaBIIETO J[)KA30BbIE AIEMEHTHI ITPU HCTIOJIHEHUH Ha TapMOHU a3epOaiipKkaH-
CKHMX MEJIOJIUH.

O nomynsspHOCTH FTaPMOHU MOYKHO CYJIUTh 110 TOMY, YTO IIPU MY3bIKaJIbHBIX
HIKOJIaX M KOJUIEKAaX CYLIECTBYIOT CHEIMAIbHbIE KJIACCHI UTPbl HA TAPMOHHU.
B A3zepbaiimxaHckoM yHUBEPCUTETE KYJIBTYPhl U UCKYyCcCTBA (DYHKIIMOHUPYET
OTJICJICHUE TI0 CIIeNHaNbHOCTH “T"apMOHB”.
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W3nan psaa yuebnbix mocoouit. Ito “Illkoma nms rapmonn’ (aBropsl Harur
Pacynos, Cona Up3arynusa, Xeipynna anames, J[elixyHn ['amapiuackuid,
Amu BaiipamoB u 3akup Mup3oeB), mocoOus ajiss 0Oy4eHHS IO CIEIHAaIb-
HocTH “I"'apmonp” (Dapaxum Caxapiro, Oxrait Pamxabos), “Jlecsats putmu-
yeckux myramoB” (A0mayn ['ammmoB), “HMcnonHeHue MyramoB Ha rapMOHU™
(dapaxum CanpiroB) U mMporpamMmsbl sl KJIACCOB TAPMOHHM B MY3bIKATbHBIX
mrkonax (Cona UpzarynueBa, Xaranu Camenos, Xeipymia [lagames, Payd
Ucmannos), “Ilbecs quist rapmonn u poprenuano” (Harur Pacynos, n1sa c6op-
HUKa), “A3epOaiipkaHckue HapoaHbie TaHIl (3ayp MycTadaes).

OcymecTBieHa HOTHAs 3aMUCh JAECATH TaHIIEBAJIbHBIX MEJIOIUMN B UCIIONI-
HeHun Mamenaru AraeBa u o0padotke komroszutopa Toduka Kynuera, “Ibe-
cel i rapmonu u Qoprenuano” (Hatur Pacynos, nBa cOopHuka), “Aszep-
OaifpkaHcKue HapoaHble TaHbl (3ayp Mycradaes).

B AzepOaiimkane cpopmupoBaniach CBOs IIKOJIa TaApMOHKUCTOB. B ee pas-
BUTHH OOJIBIITYIO POJIb CHITPAIIH MeJaroru-rapMmoHucThl bagan bananos, Xei-
pymna Haname, Anoscar [Iupues, baxmanel Anues, Axcan Paxmannel, 3a-
Kup Mup3oeB u ap.

PabGota mo ycoBeplIEHCTBOBAaHUIO MHCTPYMEHTA IMPOJOIIKACTCS U TIO-
HblHE. ['yceliHOM l'acaHOBBIM CO3/1aHAa TapMOHb, MO3BOJISIONIAs W3BJIEKAaTh
yeTBepTHbIE TOHBI. [0 pexkomennannn AHBapa CaaplxoBa MacTeEpoOM 3axu-
pom JlagamnieBbIM U3rOTOBJIEHA TPEXOKTaBHASI TAPMOHb B TOHAJIBHOCTH “70”.
3akupoM Mup30€BbIM 3aMIaTEHTOBAHA FAPMOHb C JIEBOCTOPOHHEW KJIaBUATY-
pon.

Kak BuIHO, TapMOHB MTPOYHO M OPraHUYHO BHEIPHIACh B azepOaiipkaH-
CKYI0 MY3BIKQJIbHYIO KYJIBTYPY M YK€ CBBILIE CTa JIET, COBEPIIECHCTBYACH, 3a-
HUMAaET B HEU BUJHOE MECTO.

IMACTYIIBbU CBUPEJIN
3BYYAT B OPKECTPAX U AHCAMBJIAX

B Azep0aiimxane n3apHa IIMPOKO PACIIPOCTPAHCHBI TyXOBbIE MY3bIKaJIb-
HBbIC UHCTPYMCHTHI Hell U TyTeK, KOTOPbIC TPEACTABISIIOT COO0H BOCTOUHBIC
Pa3sHOBUAHOCTH (PIIeUTHI B cBUpenrd. OTMETHUM, YTO TIEPBBIE OOpa3Ilbl MPO-
CTBIX (DICUT M cBUpEIel 0e3 UTPOBBIX OTBEPCTUH OBLTH OOHAPYKEHBI apXEO-
JIOTaMU B MaMSITHUKAX AIOXU najieonauta [45]. MHOroCcTBOJIbHbBIE U MOIIEpEY-
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HbIe QIIEHTHI U CBUPETIH, IO MHEHHIO UCCIIE0BATENeH, BOSHUKIN O3IHEE — B
paHHEM U TO3THEM HEOJIHTE.

ITo100HbIE HEeK0 MHCTPYMEHTHI paclpOCTPAHEHBI BO MHOTHUX YTOJIKaxX MUpa
NOJT pa3HbIMM Ha3BaHUAMM. Tak, HA YKpaWHe aHaJOTWYHBII MHCTPYMEHT Ha-
3bIBaeTcs ¢uospa, B Momnnose — duryep, kaBai, AOXa3uu — auaprbid, ApKapuu
— yoban-canamypu, Ocernn — yaabia3, Ajipiree — kambuib, Kabapauno-bain-
kapuu — 6xxamu, KapauaeBo-Uepkecun — cubusra, kaMmbliib, B [ py3un -- yaHo-
cajlaMypH, aBUJIU, KaBUJIU, HAail, HECTBU, APMEHUU — CpUHT, /[arecTane — KCroJ
(y te3run), mstaxph (y JAPTUHIIEB), 36I0BI3THI (Y KYMBIKOB), B UeuHe — nyTpa,
Bamkupuu — kypaii, B Kazaxcrane — cbi0b13rb1, TypKkMeHHCTaHE — KApTbI-TIOM-
mok, Keipreiscrane — capOachaii [25], B apaOckux cTpaHax — Hel, [perun
—T13amapa u T.4. B Erunre, Upane u Typuuu n3BecTHbI MHOTOUHCIIEHHBIE pas3-
HOBH/IHOCTU HEEB, OTIMYAIOIIMXCS JUIMHOM cTBosa. Tak, B Typuuu B 3aBu-
CUMOCTH OT UCHOJHSEMBIX MYraMOB MPUMEHSIOTCS 13 BUIOB Hesl: OojaXxeHr
HUcuiie, 00JaXEHT-CHITIOP/Ie MAOCHHH, CHITFOP/IE, MIOCTAXCEH, HBIIABI3, KbI3,
KbI3-MaHCYp MaOeiiHM, MaHCYp, MaHCyp-IIax MaOeiHu, max, JaByl, daByl-
OonaxeHr MaOeiiHu, OoaxeHr [64].

VYnoMuHaHus O HEE U JPYTHX yXOBBIX HHCTPYMEHTAX IIMPOKO BCTpEUa-
IOTCSI B TIPOM3BEICHUSAX BBIJAIOIINXCA a3epOailKaHCKHUX TO3TOB CPETHEBEKO-
Bbs1. Hanpumep, Huzamu ['iHxeBr B oame “HckeHiepHaMe” paccKa3blBaeT
nputuy o poxaeHun Hesd. CoracHo UManenauny Hacumu, Hell xopomio 3By-
YUT BMECTE C yIapHbIM HHCTpyMeHTOM Aed. B moame “Xadt mxam” (“Cemb
KyOKoB”) Myxammena @u3sysu npeacTapieHa ajieropudeckas oecena Mexry
no3ToM 1 HeeM. [103T Bomporraer o mpuunHe ropectu, KOTOPOU UCTIOIHEH To-
J0C Hesl, ¥ IOTyYaeT OTBET: MPex/ie, KOTa Heil OblJ1 TPOCTHUKOM, OH HE 3HAaJ
neyagy — poc Ha 3emiie, TUTAJICS BOJOW, COTPEBAJICS COJIHILIEM, KOJIBIXAJICS OT
BETpa, JAJWJI C OTHEM, HO 3aT€M BCE OHU OTBEPHYJIUCH OT HErO, U CEPALE €T0
HE BBITEPIIEIIO 3TUX Oef.

B AszepOaifpkane B pa3iuyHble UCTOPUYECKHE MEPUOAbI OBLIM pacIpo-
CTpaHEHbl HECKOJIbKO Pa3HOBUAHOCTEH Hes. Tak, yueHbId U My3bikoBen AO-
nynragup Maparan cooOmIaeT o IByX COBPEMEHHBIX €My Pa3sHOBUIHOCTSX Hesl
— Oenom u yepHoM [53]. M300pakeHre Hest MOKHO BCTPETUTh HA MUHHATIOpax
CpEeIHEBEKOBBIX a3epOalkaHCKUX XynoKHUKOB CyntaHa Myxammena, Mup3sr
Amu Tebpuzu, Mup Cenna Anu u apyrux. B aTux pucynkax Heit uzo0paxkaercs
B BUJI€ JUIMHHOM TpyOKH HEOOIbIIOT0 Auamerpa. [|inHa MHCTpyMeHTa JOCTH-
raia 700-800 mM. Ha Hee urpaim u mactyxu, u npoeccruoHaabHbIe MacTepa.

CrapuHHBIE HEU SKCIIOHHUPYIOTCS B My3esx AsepOaiimxkana. Tpoct-
HUKOBBIM CTBOJI Hesi u3 HarmoHanmpHOro My3esi UCKycCcTB A3sepOaimxaHa
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uMm.Pyctama MycradaeBa ykpaiieH BHITPaBUPOBAaHHBIM Ha HEM OpHAMEHTOM
U B IIECTU MecTax 00MOTaH koxkel. [[nrHa nnctpymenTa cocrapiusieT 453 mw,
HapYXXHBII MaMeTp CTBOJIA Ha MeCTe BIyBaHUsd — 21 MM, BHyTpeHHHI — 16
MM, a Ha MPOTUBOIIOJI0XKHOM KOHIIE — COOTBETCTBEHHO — 16 1 13 MM, T.€. CTBOI
CCyXaeTcsl KHU3y. B HIKHEN JyacTu CTBOJA MIPOCBEPIIEHBI MSTh UIPOBBIX OT-
BEpPCTHUH, a HA ThUIBHOM CTOPOHE, BBIIIE JIMLEBBIX — OAHO. MecTo BAyBaHMS
cierka 3aoctpeno [3].

Heii n3BeCTHOrO MCMONMHUTENS HA TyXOBBIX MHCTpyMEHTax Xacpara [y-
ceiiHOBa M3 Koywieknuu KabuHeTa a3epOaiiykaHCKOW HapoaHOW My3bIKH ba-
KHHCKOW MY3bIKaJIbHOM akajieMuu uM. Y3eupa ['apkubeiinm umeet iy 495
MM, 1raMeTp 16 MM U U3roToBIIEH U3 MeAU. ToMIIMHA CTEHKH CTBOJIA COCTaB-
aser 1.1 mm. KonruecTBo JIMLIEBBIX UTPOBBIX OTBEPCTUN — ceMb. OJTHO ThUIb-
HOE€ OTBEPCTHE PACHOIOKEHO ONMKE K MECTY BIyBaHMUI.

CoBpemMeHHBIN HEH, KaK U MPEeXke, MPEICTABISET COOOH MPSAMYIO IIHINH-
JTPUYECKYIO0 MOy TpyOKy niuHoi# 345-600 MM 1 quamerpom a0 20 MM. B oc-
HOBHOM, U3TOTOBJISIETCS U3 TPOCTHHKA, A0PUKOCOBOTO JiepeBa win meau. s
JYYIIEro U3BJICYEHUSI 3BYKAa BEPXHHUM KOHEL] MHCTPYMEHTA CJIETKa 3a0CTPSIOT.
Ha Hmxneit nuiieBoil CTOpoHe CTBOJIA OOBIYHO TIPOCBEPIIMBAIOT 5-7 UTPOBBIX
OTBEPCTHUI U OJTHO — HA THITLHOM, OJIM)KE K TOJIOBHOM YaCTH MHCTPYMEHTa. Bo
BpEMS UTPhl HHCTPYMEHT JIepKaT KOCO, OIyCTUB KOHEI[ BHU3, a TOJIOBKY OJu-
Ke K jieBomy yriny pra. CTpyio Bo3ayxa HampasIsitoT 00 OCTpBIi Kpail cTBoA.

CrnenyeTr OTMETUTH, YTO MPHU BCEHl MPOCTOTE CTPOEHUS, 1O criocodaM u3-
BJICUCHMUSI 3ByKa HEH SIBIISETCS TOBOJILHO CIIOKHBIM HHCTPYMEHTOM [61].

Hotel Hes nuiyTcs B CKpUIIMYHOM Kitoue. Jlnana3oH MHCTpYMEHTa OT
“ns”” Masoi 10 “da nues” BTropoit okTaBbl. HO MacTUTBIE HCTIOTHUTEHN MOTYT
U3BJIEKaTh U BBICOKHE 3BYKM IyTE€M CHJIBHOTO BIyBaHHUS U ckarus ry0. Ya-
CTUYHO NPUKPBIBASI OTBEPCTUS MAJTBLAMH, ITOJIYYAIOT XPOMATUYECKUE 3BYKH.
B HmxHEeM peructpe TeMOp y Hesl HEXKHBIM, OapXaTHBIN U CJIeTKa IPUITyIIeH-
HBIM, & B BEPXHEM — CUJIbHBIN U CBETJIBIN.

Heii, B OCHOBHOM, COJbHBIM MHCTPYMEHT U PACIPOCTPAHEH MPEUMYIIIE-
CTBEHHO cpeiu nactyxoB. Ha HeM WrparoT npocTsle, MEJIOAUYECKH OIpaHu-
YEHHbIE HHCTPYMEHTAJIbHBIE NIbECHI, & TAKKE CIECIIMAIbHBIE HAUTPHIIIN U Ha-
NIEBBI JINPUIECKOTO CONIEPIKaHUs, TaK Ha3biBaeMble “UoOaH OasThl”, U TaHIIE-
BaJIbHbIE MeNoAMU. YacTo BO BpeMs UIPbl UCIIOIHUTENb CaM U3/1A€T T'0JI0COM
HU3KHE OypIAOHUPYIOIINE 3ByKH, TOCTHrasi ABYXIOJIOCHUS, © MOMEHTAMHU €ro
HU3KUH TOJI0C UMEET ONPEICTICHHbIN METOJUYECKUN PUCYHOK.

Heil ucnonp3yeTcst Takke B OpKecTpax M aHCAMOISIX HApPOAHBIX MHCTPY-
MEHTOB. B mpakTuke azepOaiikaHCKOW CUM(POHUYECKOM MY3BIKH HEH BIIep-
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BbIC OBLT BKJTIOUCH B apTuTypy “Ilaroit cumponun™ Axmmna Anuzane. ITOT
MHCTPYMEHT 3By4as B 3HAMEHHUTHIX KOHILIEPTHBIX 3ajlaX MUpa MPU KCIIOJHE-
HuU npousBeneHuit @panru3 Anmmzane “epsumr” u “Crossing” (“Tlepekpé-
ctok”). 'acan Anuresan-3aze 11t HesE 1 CUMGOHHYECKOTO OPKECTPa HaIucal
nBe “®antazun’’, a Mnbsc Mupzoes — “Konrnepr” un “Muctudeckyro cumdo-
HUIO . B HaIM JHU NpU3HAHHBIM MacTEpOM WIpbl Ha Hee sBiserca Minpxam
Hamxados.

Tyrek usBecren B Poccun nmox HazBaHueM comnenb, [ py3un — canamypu,
AJKapuu — KaBaiu, ApMEHUU — TyTak, TyTyK, 1B, [larectane — kuryn (y
JIe3TUH), IYBIIYB (y KYMBIKOB), IeTaxu (y JapTUHIEB), UIyTUXH (Y JaKIEB),
mByaTpam (y tabacapanieB), TaJykMKuCTaHE — HAWl YYNOHU WJIM TyTaK, Ha
VYkpaune — conuika, benapycu —aynka, DCTOHUM — BUJIenuiuIy, JIarBuu — cra-
oyne, JIutee — mymznsmuc [25].

KaBka3ckne pa3HOBUIHOCTH TyTeKa HUMEIOT ISITh-BOCEMb HUIPOBBIX
OTBEPCTHH, U3 KOTOPBIX OJHO PACIIOJIOKEHO HA ThUIBHOM CTOPOHE.

Cyns mo apXeoJOorH4ecKMM HaxoJKaM, a3zepOaiKaHCKUN TyTEK HMMEEeT
OYEHb JIPEBHIOK HcTopHio [24]. B aTHOrpadguueckom donme HarmonansHoro
My3est UCTOpuH A3epOaiipkana XpaHUTCs TYTeK, U3roToBiieHHbIN B XIX Beke.
HNuctpyment umeet quHy 390 MM, HauOONbIIMKA JUaMETp B CpEAHEN YacTu
30 MM u nuameTp 3ByKoBOro kaHana 20 mMm. Ero BepxHss 4acTh CENaHa U3
TYTOBOIO JIepeBa, a HUKHsAA — U3 Kamblla. CBUCTKOBOE OTBEPCTUE Pa3MEPOM
11.0x3.5 MM pacrnosiokeHo Ha paccTosHUM S0 MM OT BEPXHEro KOHIA CTBO-
na, rae Haxoaurtcs orBepcTHe (11x3 Mm) nist BryBanus. MIrpoBbIX oTBEpCTUi
nuameTpom 7.5—8.0 MM ceMb, U3 HUX OJTHO ThUIbHOE, U PACIIOIO0KEHbI OHU HA
paccrostHuu 25-29 MM JIpyT OT Jpyra.

B 3TOM ke My3ee sKcroHupyeTrcs TyTek, npuHajuiexaBmuil Mupse da-
tamu AxyHnoBy (1812-1878) — 0CHOBOIIOIIOKHUKY a3epOaiiKaHCKON apa-
Marypruu, yueHomy u punocody. THCTpyMeHT, H3rOTOBICHHBIN U3 KaMBIIIIA,
uMeet JuHy 230 MM; BHEITHUN JuaMeTp cTBoia — 17 MM, BHYTpeHHH — 13
MM. Ha BepxHeil uactu cTBona yepes kaxple 18-20 MM pacnosioKeHbI LLIECTh
WUTPOBBIX OTBEPCTHUM TUAMETPOM 7,5 MM. B HIKHEN 4acTH CTBOJIA POCBEPIIE-
HO €III€ OJIHO OTBEPCTHE HECKOJBKO 3a0CTpeHHOU (hopMbl. B BepxHeil yacTu
CTBOJIa PACMOJIOKEHO CBUCTKOBOE OTBEPCTUE pazMepoM 7x5 MM. MecTo Bay-
BaHUs 00pa3yeT MOIyKpPYT, pa3MepoM 9x2 Mm.

B HamumonansHoM My3ee a3epOaiiikaHckoi nuteparypbl M. Huzamu
['tHKEBU NEMOHCTPUPYETCSE KAMBIILIOBBIN TYTEK, IPUHAJIEKABIIUN BbIJAI0-
meMycst azepOaifKaHCKOMY MHCATeNo, JKYPHAIUCTY U OOLIECTBEHHOMY [ie-
aremo [xamuny Mamenkynuzane (1869-1932). Tyrek umeer nnuny 330 MM,
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auaMeTp ctBoia 17 MM, ero toimmHa coctaBiseT 2.5 MMm. CTBON cHaOKeH
CEMBIO JIMIEBBIMU (PACCTOSIHUE MEXy HUMHU 22-24 MM) U OJIHUM ThUIbHBIM
UT'POBBIMH OTBEPCTUAMU. HMKHMI KOHEI] MHCTPYMEHTA 3a0CTPEH.

B Otnene azepOaiipkaHCKMX HApOIHBIX MY3BIKAJIBHBIX WHCTPYMEHTOB
T'ocynapcTBeHHOrO My3esi My3BIKaIbHOW KyIbTyphl A3sepOaiikaHa TeMOH-
CTpUPYETCS TYTEK JUIMHOW 322 MM M AMAMETPOM 3BYKOBOTO KaHana 10 M,
BXOJSIINN B KOJUIEKIIMIO HHCTPYMEHTOB, COOpaHHYIO BHUIHBIM MY3BIKAaHTOM-
ucrosiHuTenieM U rnegarorom Axmenom bakuxanoBeim (1892-1973). Tyrtex
UMEET BOCEMb UI'POBBIX OTBEPCTHH (CEMb Ha JIMLIEBOM CTOPOHE U OJHO Ha
THUTbHOI ). Ha BEpXHIOI0 YacTh CTBOJIA HAJIETO KOJIBIIO.

B xomneknuu l'ocymapcTBeHHOro I'SIHIDKMHCKOTO HMCTOPUKO-KpaeBeque-
ckoro myses uM. Huzamu [iH15K€BH MMeeTces TyTeK IMHOM 352 MM U ¢ na-
METpPOM CTBOJIA 23 MM, CHAaOKEHHBIH BOCEMbIO UTPOBBIMH OTBEPCTUAMHU (OIHO
— Ha TBUILHOM CTOpOHE) nuamerpoM 8-9 MM. Jlnamerp 3BykoBoro kanama 10
MM. PaccTrosinue Mex 1y UTpOBBIMH OTBEPCTUAMH — 23-24 MM.

B AzepOaiimxanckoM rocyaapcTBEHHOM My3ee Tearpa uM. Jxadapa Jxa-
Oapbl IpeCTaBICH MEAHBIN TyTek 00miei niuHoi 380 MM. B HmxHEH moso-
BUHE PACIIOJIOKEHBI BOCEMb UTPOBBIX OTBEPCTHH (OHO THIILHOE) AUAMETPOM
5.5 MM. CBUCTKOBOE OTBEpCTHE UMEET (hOpMy TPEYrojIbHUKA C OCHOBAaHHEM 8§
MM U BbIcOTOU 10 MM.

Tpu TyTeKa, 1EMOHCTPUPYIOIINXCS HA BBICTABKE MY3bIKAJIBHBIX HHCTPY-
meHToB B CankTt-IlerepOypre, nMeroT CTBOJBI pa3iandHoi ¢popmbl. Ha nure-
BOM CTOPOHE CTBOJIOB PACIOJOXKEHBI 6-7 UTPOBBIX OTBEPCTH, HA THUILHON
— oaHo. O1MH U3 HUX CHAOKEH PEeryIupPOBOUYHBIM KJIaranoMm [25].

B KOHCTPYKTMBHOM OTHOIIEHHWU COBPEMEHHBIH TYTE€K HE MMEET CyIllle-
CTBEHHBIX OTJIMYUI OT IpeaIecTBeHHIKOB. Kak u npexie, MHCTpYMEHT Ipe/l-
CTaBJISIET COOOM MWIMHIPUYECKYIO TpYOKy amuHoi 280-350 MM, U3rOTOBIICH-
HYIO U3 TPOCTHHKA WK JApeBEeCHHBbI (a0pUKOC, Opex, TyTOBHUK). B cepanesu-
HE JiepeBa MPOCBEPIMBAIOT 3ByKOBOM KaHaJl (B CTApUHY €ro BBLKHMIaIM pacKa-
JICHHBIM METAJUTMYECKUM cTepskHeM) nuameTpoMm 18-20 mm. Bepxuuii koHely
CTBOJIa UIMEET KOCOW Cpe3, B HEro BCTABIISAETCS MBOBAs BTYNKa (Ou1) JTMHOM
30-35 MM, BEpXHsIsA 4aCTh KOTOPOIl 0OCTPYTUBAETCS; TEM CAMbIM MEK/y CTEH-
KO CTBOJIa M BTYJIKOM OcTaeTcs Iiesb B ¢popme cermeHTa. Ha nuieBoii cTo-
pOHE CTBOJIA, y KOHIIA BTYJKH OTKPBIBAETCS OTBEPCTUE KBAIPATHOU (POPMBI.
Takum 00pa3zom, BTyJIKa U OTBEpCTHE OOPa3ylOT CBOEOOpPAa3HOE CBHUCTKOBOE
ycTpoiictBo. Ha 5MiieBoil cTopoHe CTBOJIa IPOCBEPIUBAKOT CEMb OTBEPCTHU,
Ha TBUIBHOM CTOPOHE — OJHO, B TOYKE, COOTBETCTBYIOIIEH CEpEAMHE OTpPE3-
Ka MEXIy MEPBBIM M BTOPHIM BEPXHUMHU OTBepcTUsMU. Ha BepXHIOIO YacTb
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CTBOJIa HAJIEBAECTCSI METAINIMYECKOE KOJIBLO JJISl PETYIMPOBKH PErucTpa MH-
ctpymeHnTa. Omyckas KOJIbLIO BHU3, U YACTUYHO MPUKPHIBAsi CBUCTKOBOE OT-
BEPCTHE, MOJIy4at0T HU3KUE 3BYKU. 3BYKH PErYIUPYIOTCS TaAKXKE U3MEHEHHEM
JUITMHBI CTBOJIA CAMOTO UHCTPYMEHTA, JJIs 4eTO B OOJIBITMHCTBE CIy4aeB BEPX-
HIOIO YacCTh TyTEKa JEJIal0T ChEMHOM.

Bo Bpemsi urpbl TyTek aep:kaTr mpsMo mepen coOoi ciierka HaKJIOHHO U
BAYBAIOT BO3/lyX B BEPXHUH KOHEIL] MHCTPYMEHTA 4Yepe3 y3KYyIO IIeNb, KOTO-
pasi HampaBJsieT BO3AYIIHYIO CTPYIO Ha IPaHb MOMEPEYHOT0 Cpe3a B CTBOJIC.
[Tpu 5TOM 3HAUMTENBHO 0OJEr4aeTcs N3BJICUCHHE 3BYKa U YMEHBIIIAeTCs pac-
XOJ1 BO3/1yXa, UTO PACIIUPSIET TEXHUYECKUE U BBIPA3UTEIIbHBIE BOZMOKHOCTH
MHCTpyMeHTa. TpH JIMLEBBIE U THUIBHOE OTBEPCTHS 3aKPBIBAIOTCSA U OTKPbI-
BAIOTCS COOTBETCTBEHHO YKa3aTeNbHBIM, CPEIHUM, O€3bIMSIHHBIM U OOJIBIINM
najbliaMH JIEBOW PYKH, @ YEThIpE HUKHUX JIMIEBBIX OTBEPCTUS — yKa3aTelb-
HBIM, CPETHUM, O€3BIMSIHHBIM MAJIbIIAMHA U MU3UHIIEM MTPABOU PYKH.

TemOp TyTeka mpu HOPMaJIHLHOM BIyBaHUU MSTKUN M HEXXHBIH, IPU OYCHb
CUJIBHOM — TPOMKUHM U CBUCTAIIMUA. J[Mana3oH TyTeka oT “‘Cu’” MaJIOl OKTaBbI
10 “no” Tpetbel okTaBbl. C MOMOIIBIO MpUEeMa MepelyBaHus, OCHOBAHHOIO
HAa KCII0JIb30BAHUN OOEPTOHOBBIX PETUCTPOB, MOXKHO M3BJIEKAaTh 3ByKH “‘pe Oe-
MOJIb” U “pe” TpeThel OKTaBBHI.

JlnatoHnuecKuil 3ByKOPsiI TyTeKa JAENTUTCS Ha HU3KHUM (6om), cpenHui
(opma) n BbICOKUU (3un) peructpbl. HUKHUN perucTp — MaToBbIi, XPHUILIO-
BaThIi, U3-3a TPYAHOCTH MHTOHUPOBAHMS HCIIONIB3YETCS PEIKO; CPEIHUM pe-
TUCTp — OapXaTHCTHIN (Mexmepu), COYHBIN U TOCTATOUYHO 3BYYHBIN; BHICOKUI
PETHCTP — OT HEKHOTO, TPO3PAUYHOTO JI0 TPOH3UTENBHO PE3KOTO OTTeHKA. Jliis
TyTeKa yAOOHBI AByXOEMOJbHBIC U JBYXJIME3HbIE TOHANBHOCTU. OUeHb Jer-
KO MOIYYaroTcsl MeJIoAnYecKue Gppasbl, TPEMOJIO, Jieraro. Bo3MoXHBI CKavKH,
0COOCHHO OKTaBHBIE, HO CTAKKATO MOJYYaeTCs C TPYAOM.

TyTex, kak U HEH, UCHOIB3YeTCsd MacTyXaMH, UCTHOIHIIONIMMH Ha HHUX
HAUTPBIIIY TIPH BBITOHE CTaJla Ha macTouIe, Bogonoi u T.A4. [ 14]. Yacts aTux
Haurpbliel (Hampumep, “Yoban GasThICH”), MPUOOPETasi CaMOCTOSATEIbHBIN
XapakTep, UCIOIHIETCS. U BHE CBSA3U C TPyOM. B mponuiom urpoii Ha TyTeke
COIMPOBOXKAAJIMCH TAKWE 3PENINIIA, KaK 3aKIMHAHUE 3MEH, Ha4allo [UPKOBBIX
NpEeACTaBICHNUH, BHICTYIUIEHUS! aKpoOaToB, KaHATOXO/IEB. TyTeK TakKe BXO-
JIAIT B YUCIIO UHCTPYMEHTOB, MO/ UTPY KOTOPOTO BBICTYIIATIHU MPO(ECCHOHAIB-
HbIE€ TAaHLIOBIIMIIBI.

B HexoTopbix paiionax AzepbaiikaHa TyTEK U3BECTEH TAKXKE O] Ha3Ba-
HUSIMU “0yoyk”, “ctomcio”, “onyn”, aB Opaydanckom paiioHe HaxdapiBaHCKOM
AP — “wiro63”.
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B Jxxabpannbsckom, @usynuackoMm, ToBy3ckom u [1laxOy3ckom paiioHax
AzepbaiipkaHa pacpoCTpaHeH JyXOBOW MHCTPYMEHT SIH-TyTeK (sH — OOK,
ctopoHa). OH U3roTOBISIETCS U3 A0PUKOCOBOTO UM OPEXOBOTO JEpeBa, UMEET
mHy 540-600 MM u HapyxHbI quamerp 20-22 mMm. Berpedarorcs Takxke
MEIHBIN U JIATYHHBIHN SH-TyTeK. Ha murieBoii ctopone, Ommke K HKHEH 4acTH
PacIoIOKEHbI CEMb UTPOBBIX OTBEPCTHI U OTHO Ha ThUJIbHOM. B HMXkHeEl vac-
TH CTBOJIa ¢ OOKOBBIX CTOPOH Ha paccTossHuM 40-50 MM ApyT OT Apyra BeIpe3a-
HbI JIBa JONOJHUTEIBHBIX OTBEPCTHS, IPEAHA3HAYEHHBIX I YIOPSI0UECHUS
3ByKa. Ha cTBosie HHCTpyMEHTa OOBIYHO BBHITAYMBAIOTCS KOJIBLIEBbIE KAaHABKU
(13 KOTOPBIX J1BE OoJiee MHUPOKUE), PA3ACTSIONIUE KOPITYC HA TPU IPUMEPHO
PaBHBIX IO JJIMHE KojleHa. Ha BepXHEM M HMKHEM KOHIE CTBOJIA JEJIAI0TCs
KaHaBKH VIS IIIHYpa, HA KOTOPOM MHCTPYMEHT HOCST Ha IJIEYeE.

Bo BpeMmst Urpbl MHCTPYMEHT JIepKaT B MONEPEYHOM IOJIOKEHUH, BCTAB-
JIsis OTBEPCTHE B MPABBIN Yoy pra, clierka npukacasich K Hemy ryoamu. Ha-
IPABJISAIOT CTPYIO BO3yXa Ha OCTPBIM Kpail CTBOJIA M M3BJIEKAIOT B HU)KHEM
perucTpe MaTroBble, IITyXHe, B CPEIHEM PETUCTPE — TeIlible, “OapxaTHbie”, a B
BBICOKOM — I'POMKHE, CBUCTAILME, HO HEPE3KUE 3BYKH. BbIcOTa MHTOHUPOBA-
HUSI KOPPEKTUPYETCS MPUKPHITUEM MAJIbLIAMU TPEX YE€TBEPTEH MITH MTOJIOBUHBI
UT'POBBIX OTBEPCTHUI U HAIIPSHKEHUEM T'Y0.

SH-TyTeK Takke cyry0o nacTyunii MHCTpyMEHT. Menouu, UCTIOIHsIeMbIe
Ha HEM, COCTOSIT U3 MACTYLIbUX CUTHAJIOB U Haurpbliei (‘I owon-xaneu” nam
“I'oton oswapuicer”, “l'as bawwl”’, “Hoban dbasmvicol”’, U T.]11.), CBI3aHHBIX C
BBINTACOM OBEIl, OTABIXOM MAacTyXa, OKJIMKOM COOaK-BOJIKOJABOB U JJISl CO3bIBA
JIOJIE NIPY HAMaJeHUU XUITHUKOB Ha cTajio [14].

Cpenu HBIHEITHUX MacTEPOB UI'PhI HAa TyTeKe 0c000 u3BecTHHI ['acan Ma-
reppamoB (baky), I'eiimap Mamenos (Canbsin), [llepber Axmenor (I1lamaxsr),
baitpam Mamenos (I'inmka).

Ha TyTeke, 4acTo B CONPOBOXKICHUN HEOOIBIINX HHCTPYMEHTAIbHBIX aH-
camOI1eid, UCTIOTHSIOTCS JTUPUUECKHIE MoK (OOBIYHO B BEPXHEM PETHCTPE)
— MyTraMmbl, p3HI'Y, HAPOAHBIE IIECHU, TAHLIbI M1 HAUTPBIINA. OH TaKkKe BXOIMT B
COCTaB OPKECTPOB U aHCaMOJIell HApPOIHBIX HHCTPYMEHTOB.

B opkectpax azepOailkaHCKUX HAPOAHBIX MHCTPYMEHTOB TAK)KE MCIIONbB3Y-
€TCsl pa3HOBUTHOCTh TyTeKa — MaJIbIN (Kuuux mymex, TUKKOJIO) TyTeK. OH OT/IH-
YaeTcst OT 0OBIYHOT'O HECKOJILKO MEHBIINM Pa3MepoM (JITHA 10 265 MM, IMaMeTp
crBosia— 18 mm). [Ipu oTCyTCTBHM PEryAMPOBOYHOIO KOJIbLIA HA JIULIEBOI CTOPOHE
CTBOJIA [TPOCBEPIIMBAIOT JOMOJIHUTENBHO €I1le 0HO orBepcTure. [lo anmmukarype
Y TIPHEMY UTPbI MaJIblii TYTeK aHAJIOTUYEH OOBIYHOMY TYTEKY, HO 3BYUHUT Ha KBap-
Ty BbIIIE. /lMana3oH HHCTPYMEHTA - OT ‘MU’ TIEpBOM 110 “a’” TpeTbeil OKTaBBI.
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B opkectpe Heil u TyTek, B TOM YHCIIe €r0 Majias pa3HOBHIHOCTb, BbI-
CTYIalOT B OCHOBHOM B KQU€CTBE COJUPYIOLIUX NHCTPYMEHTOB U COCTABIISIFOT
€IMHYIO TPYMILY C APYTUM JYXOBBIM HHCTPYMEHTOM — 3yPHOIA.

AzepOaiipkaHCKHEe KOMIIO3UTOPBI HTMPOKO UCIIONIb30BAIU TEXHUYECKUE U
XyHI0>K€CTBEHHO-BBIPa3UTEIbHbIE BOZMOXXHOCTU TyTeka. OUeHb SpPKO MPOsB-
nsiercst (0coOeHHO B HI0aHce (popTe) cBoeoOpa3Hoe 3ByyaHHE TyTeKa B “boii-
rapckoii croute” Cynrana ["'amxundekoBa, “Erunerckux xkaprunax’ J[xanrupa
Jxanruposa, “Becennnx HaneBax” CyneilmaHa AneckepoBa, “TaHueBalib-
Hoil cromte” Xammna [[xadaposa, “Cumdonuerte” ['amku XaHmamenosa,
“ITactyxe I'apa” ArabGamxu P3aeBoil. CABOCHHBIN ¢ APYTUMH HHCTPYMEHTA-
MU TyTEK C03/1aeT O0raTeiiyto 3ByKOBYIO MaJIUTPY.

Kak BusiHO, HE# U TyTEK MOJIb3YIOTCS MOMYISPHOCTHIO HE TOJIBKO y HApO/I-
HBIX MY3bIKAHTOB, HO U TIPO(ECCHOHAIIOB.

oA PUTMbI HATAPBI,
I'ABAJIA U I'OILIHA-HAT'APBI

CormacHO TUCHMEHHBIM HMCTOYHUKAM, HW3JlaBHA DPACIPOCTPAHCHHBIC B
AzepbaiikaHe MepernoHOYHbIe YIapHble My3bIKaJbHbIE HHCTPYMEHTHI (B Ha-
YYHOU JIUTEpaType - MEMOPaHO(POHBI) pa3INdaIuCh M0 KOHCTPYKIHH, hopMe,
pasMmepam, Matepuany U3rotosjieHus U 3By4danuto [3,10]. Onu ObUTH OgHO- H
JIBYyCTOPOHHHMH, T.€. 3Bydallas MepernoHKa HaTSTHBAIACh C OIHON MU JIBYX
OTKPBITBIX CTOPOH KOPITyCa, a TAK)KE OMHAPHBIMU — COCTOSIIIIUMHE U3 JIBYX KOP-
nmycoB. Ha HUX ¢ TOMOIIIBIO TTAIOYeK, KOJIOTYIICK, JTaI0HEH WIIN MaJbIEB PYK
U3BJICKAINCh HU3KUE, BEICOKHE, TITyXUE WM TPECKYUUE 3BYKH.

Ywrcio 0qHOCTOPOHHUX YAAPHBIX HHCTPYMEHTOB JOCTUTAJIO OMMHHAIIATH
(raBau, roma-Harapa, naupa, ned, reoun, gymoek, reobun-6as, kéc, KU T-KéC,
Masxap, HarapasaH), a JIByXCTOPOHHHUX — 5 (Harapa, HaByj, AyXyJ, AyMOYI,
tabupe). VX ucronp30Balid B Ka4eCTBE CUTHAIBHBIX HHCTPYMEHTOB B Cpake-
HUSX, Ul TIOMHATHS 0OEBOTO JyXa BOMHOB, BO BPEMsI IPOBEICHUS HAPOIHBIX
NPEACTABICHUN U MPA3IHUKOB, UCTIOTHEHUS MeiiXaHbl (HAPOJHOE MY3bIKaIIh-
HOE TBOPYECTBO — CBOCOOPa3HbIC PEUMTATHBHBIC UMITPOBH3AINH ), PEITUTHO3-
HBIX 00PSI0B, IPH COMPOBOXKICHUH TPayPHBIX POIIECCHH, IECTBUH, CBaIeO,
TaHIIEB, CIOPTUBHBIX UTP. Ha HUX Urpanu coyo u B aHcamOJIe ¢ IPYyTHMH MY-
3BIKAJIBHBIMHA WHCTPYMEHTaMH. JTa TPAIUIIHS COXPAHSICTCS U B HAIIU JTHU.
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Cpenu MeMOpaHHBIX MHCTPYMEHTOB Yy a3zepOaiikaHIleB HauboJee pac-
poCTpaHeHa Harapa (0T apaOCKOTO CIIOBO “Hakp’’ — MOCTYKUBAHUE) — pa3-
HOBHJIHOCTH Oapabana.

Kopnyc (cacanae, 206yn) narapel umeet GopMmy HWIWHIPA U U3TOTAB-
JUBaETCs U3 aOPUKOCOBOTO, OPEXOBOTO, TYTOBOTO, JIUTIOBOTO JepeBbeB. J[is
3TOTO 00PYOOK JepeBa BBIIAIOIMBAIOT U3HYTPHU JO TOJIIUHBI 5-6 MM WU
xe OepyT ¢aHepy TONMIIMHONW 4-5 MM, KOTOPYIO 3aMayuBalOT U 3aT€M THYT.
[Tonepex kopmyca nocpeauHe 06s3aTeNIbHO MPOCBEPIUBAIOT 1-3 pe3oHaTop-
HBIX OTBEpCTHS (0ro2) nuamerpoMm 10 MM — B IMPOTUBHOM Ciydae KOpIyC,
HE BBIJIEPKaB HArpy3Ky, MOXKET TPEeCHYTh. MIHOTIa ¢ BHYTpEHHEH CTOPOHBI
KOpITyCa M0 BEPTUKAJHU 3aKPEIUIsIeTCs MIaHKa, 00eCTIeunBaroIIast )KeCTKOCTh
obeyaiiku.

Jyiss MeMOpaHsI (y3) KHCTPYMEHTA UCTIOb3YETCS B OCHOBHOM KO3bsI ITKYPA.
Panbiie npumeHsnuce mKypol Jxeipana iy onens. Llkypy HemMHOro cmauu-
BAIOT U, HATSIHYB BOPCOM KBEPXY (B 3TOM CITy4ae MHCTPYMEHT XOPOIIIO 3BYYHT),
MPUKPEIUISIOT JIBOWHBIM CTEKKOBBIM IIIBOM Ha CTAIBHOU 0007I0K (uenbepe),
umeron il 6-12 BOCbMHOOpa3HBIX MEIHBIX HATSKHBIX TETENb (eapmae, y3yK,
Xxanea), pa3MEIICHHBIX Ha OJMHAKOBOM paccTossHuu. O00IKH ¢ MeMOpaHOit
3aKPEIUISIOT Ha OTKPBITHIC CTOPOHBI KOPITyCa C TIOMOIIBIO TUIETEHBIX BEPEBOK
(kaHOup, Odicutie), MPOXOIANTUX YEPE3 METIU U 3aKPYIMBAEMBIX JCPEBIHHBIMHU
KOJIBIIITKAMU (nasocue), U TUIOTHO HATSTHBAIOT Ha KOPITYC HHCTpyMeHTa. [Tpu
3TOM METIN OJHOTO 00O0JKA JOJKHBI HAXOIUTHCS HA OCH CUMMETPHH MEXITY
NETJISIMUA TTPOTUBOTIONOKHOTO 000/1Ka. Takol crmoco0 3akperieHus: Memopa-
HBI TIO3BOJISIET PETYIUPOBATh HATSXKEHUE MEMOpPAHBI, a CIeI0BaTeIbHO, U OT-
HOCHUTEIIbHYIO BBICOTY. JJisT yioOCTBa JBVIKEHUS MCTIOTHUTEINS, HHCTPYMEHT
CHA0XKAETCS MPUBS3BIO C PEMEIITKOM.

Koprryc Harapbl ObiBaeT pa3HOro AuaMerpa. B 3aBUCUMOCTH OT 3TOTO pa3-
HOBUJTHOCTH MHCTPYMEHTA HA3bIBAIOTCS TO-pa3sHOMY: Ooubiiue — xéc (Kyc),
oymoyn (B lllabpanckom u ['yOMHCKOM paiioHax), CpelmHUEC - Opma, 20Nmye
(momMmbItieuHas ), 21 (py4yHast) Haeapa Ay IpocTo Haeapa, moti (B HaxapiBaH-
ckoii AP), a MeHbIIIHE — Odrcype, KUUUK U bana Hazapa. B KOHCTPYKTUBHOM
OTHOIIICHUU BCE PA3HOBUIHOCTU HArapbl OIMHAKOBBIE.

JlnameTp u BbICOTa 0OeUYaiiky OOJBIIION Harapbl — KECa COCTABIISIOT COOT-
BeTcTBeHHO 400-450 u 500-550 mMm. Ha xopmyce BbIpe3aeTcss pe30HaTOPHOE
OTBEPCTHE B BHJIC KBaJpaTa, WM MPOCBEPIMBAIOTCS HEOOIbIINE KPYKKH. Tak
KaK Ha MHCTPYMEHTE UTPAIOT CTOSI, OH CHaO)KEeH peMHEM Jutst HomeHust. O3By-
YUBACTCS JBYMS KOJIOTYIIKAMU (YUIUK, YUIUHE), 3aTHYTHIMU B BUJE KPIOYKa
C MIAPOBHUJIHBIMHU KOHIIAMH U PEMEHHBIMU METISIMU JJIUHOW COOTBETCTBEH-
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HO 395-405 u 280-285 mm u quamerpom 13-15 u 9-10 mm. bonbiias narapa
0OBIYHO COMPOBOXKIAETCS HArapOl MEHBIIIETO pa3Mepa, KOPIyC KOTOPOil uMe-
et Bbicoty 340-360 mMm u quamerp 300-320 MM. DTOT napHbId UHCTPYMEHT
Ha3bIBACTCS Kéc-Hazapa. bonbllias Harapa UMEHYeTCsl aHa Kéc, a MaJIeHbKasl
— bana kéc.

Cpennue Harapsl umeror nuametp kopryca 330-360 u Beicoty 260-310
MM. B 3aBucuMocTH OT pa3mepa OHM HasblBalOTCS: kuyux (Manas, 330x260
MM), opma (cpennsis, 340x290 mm) u upu (6onwsmast, 350-360x300-310 mm)
Harapa. OTU Pa3HOBUIHOCTH Harapbl OOBIYHO O3BYYHBAIOTCA yAapaMu 000uX
PYK WIH K€ ABYMS NAJIOYKaMH (TOJICTOM U TOHKOM) C MPSAMBIMU WJIH KPIOYKO-
00pa3Ho 3arHyTHIMHU KOHIIaMU. B mocneinem ciiyyae MHCTPYMEHT UMEHYETCSI
yunux (vunune, 4yoyk) Harapa. Toncrast manouka umeeT qmHy 350-360 mwm,
a ToHkas — 230-235 mM. B BepxHel yacTu majodyek OTKpPhIBAETCS OTBEPCTHUE,
yepe3 KOTOPOE MPOITyCKAIOT y3KU peMeHb U3 KOXKH KPYITHOTO POraTroro CKo-
Ta, KOHI[bl KOTOPOTO 3aIIMBAIOT. Bo BpeMs Urpbl peMEHHas NEeTIIs NaJI0YeK Ha-
JIEBACTCSl Ha yKa3aTeJbHbIC NaJbIbl 00EUX PYK, CAMU MAJIOYKHU YIIHUPAIOTCS B
OosblIHe Majbllbl, OCTAIbHBIE e MajbIbl CBOOOAHO JiexkaT Ha HUX. bonpmias
Harapa M3roTOBJISIETCS IO CIIEUATBLHOMY 3aKa3y.

Heb6onwmrast Harapa (0orcype, kuuuk, 6ana) iMeeT quameTp Kopmyca 240-
300 MM u BbicOoTy 235-295 MmM. O3ByunBaeTcst OHa IByMs KOJIOTYLIKAaMHM JIJTU-
Hoit 270 m 295 mm u auametrpom 11-13 MM 1 Bcerna BMecTe ¢ OONBIION Ha-
rapomu.

Kak npaBuiio, Ha Harape u3-3a €€ rpOMKOr0 3By4aHUsl UIPAIOT HA OTKPBI-
TOM BO3/yXe, CTOsI WK cuis. [Ipu urpe crost MHCTPYMEHT JeprKaT MOIMBIIII-
KOW M 00XBaTBIBAIOT KOPITYC IJIEYOM, ITPUAEPKUBAs IPEAIIEYbEM JIEBOU PYKH.
VYuutbiBasi Takoe MOJOKEHWE MHCTPYMEHTA, €r0 OOBIYHO HA3BIBAIOT 207M)e
Hazapa. VIrpast cuns, Harapy OOBIYHO CTaBAT Ha JIEBOE KOJICHO U MPHJIEPIKU-
BAETCS JICBOU PYKOM 3a MPUBSI3b, PEMEIIOK KOTOPOTO MPUKPEIUIIETCS K TOsACY
VCIIOJTHUTEIIS.

Urparot Ha Harape pykamu 1 ajgoukamu. B mepBom ciryyae o Heil Ob10T (ha-
JIaHTaMU yKa3aTeJIbHOT0, CPEIHET0, 0€3bIMSIHHOIO AJIBLIEB U MU3HHIIEM C YTIO-
POM Ha MX KOHIIBI ¥ JIAZIOHBIO 000MX PYK UJIH LIEITYKOM U CKOJIbKEHUEM IMaJIbIEB
10 0OJHOM MeMOpaHe, a TaK)Ke pa3TUYHbIM COYETaHUEM MaJIbIEB U X KOMOWHA-
1uii. Tem caMbIM OTy4aroT pUTMUYECKHE PUCYHKHU Pa3HOOOpA3HOM TMHAMUKH
¥ TeMOPOBBIX OTTEHKOB. IHCTpYMEHT /1aeT YnCTHIi, 3BOHKUHN, CUITLHBINA U PE3-
KHUH 3BYK.

B HaxubiBanckoit AP npu ucnosneHuu Tanua “Sisl’” Harapuct (Ha3bIBa-
€MBIil TaM mouy)), y4aCTBYIOIINUNA B COCTAaBE aHCAMOJIsl 3ypHaue, NIEPEKNHYB
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pPEMEIIOK HHCTPYMEHTA Yepes LIC0, yaapseT NaJlouyKkaMu (TOJICTasi Ha3bIBaeT-
csi “wanban’”) MO BEpXHEU U HIDKHENW MeMOpaHe.

Bo BpeMst urpbl YMIIMK Harapa BUCUT Ha PeMHE, IEPEKUHYTOM Yepes3 IIIeHo,
WM K€ HAXOJUTCS MOAMBIIIKON MCIIOTHUTEIS, 0OXBATHIBAIOIIETO KOPITYC Jie-
BOi1 pykoii. [TamoukaMu ymapsiroT 1o OJHOW, MHOT/IA TI0 IByM MeMOpaHam. [Tpu
UIrpe Ha YWJIMK Harape pUuTMUYECKas OCHOBA aKKOMIIAHEMEHTa BBIOMBAETCS
yAapamH TOJCTOM MaJOuKH, YIep>KUBAEMON B HIXKHEM IOJIOKEHUH, CO criuba-
HUEM 3aIsICThsl IPaBOW PyKH, TEM CaMbIM aKLUEHTUPYS CUIIbHBIC JI0JIA TaKTa.
[Ipu 3TOM ynapamMu TOHKOW MaJOYKH, YACPKHUBAEMOIl B BEPXHEM MOJIOKESHUU
C OCEBBIM BpAIIICHUEM KHCTH JIEBOM PyKH, OTOMBAETCsl O0ee MEIKUiA, BUPTY-
03HO BapbUPYEMBIi PUTM.

Br16op cnioco6a urpel Ha Harape — pyKaMy UiId NaJ04YKaMH — 3aBUCUT OT
KOJIMYECTBA UCIIOMHUTENCH B aHCaMOJIsIX U MECTa BBICTYIUICHUS — B IIOMeEIIIe-
HUU WM HA OTKPBITOM Bo3ayxe. B ancam6msix ammros, 6ana0aHUCTOB, B Op-
KECTpax HapOJHBIX HHCTPYMEHTOB UTPAIOT pyKaMH, B aHCaMOMIsAX 1aMOypuc-
TOB, 3ypHa4Yeil U TyJTyMUCTOB — MAJIOYKAMH.

bunapHbIil ”HCTpYMEHT Kéc-Harapa Jiepkar rnepej co0oii 1 MOABEIINBAIOT
Ha PEeMHE Yepe3 IJICU0. 3ByUYUT UHCTPYMEHT MOCPEICTBOM YIapOB OJHOM (Ha
aHa-k€ce) WU IBYX KOJIOTYIIeK (Ha Oana-kéce), HaleThIX ¢ TIOMOIIBIO TIETeNb
Ha KHUCTHU PyK, 00 ofiHy min o0e (pexxe Ha 6ana kéce) MeMOpaHbl HHCTPYMEH-
Ta. Ha ana-k€ce BRIOMBAIOTCS CUIIbHBIC JIOJH TaKTa, a Ha Oana-kéce moa4epKu-
BACTCSl PUTMUYECKASI OCHOBA MEJIOJIUH.

Bonbiiast Harapa nmpuMeHseTcst TOJIBKO B aHcaMOJie 3ypHaueil. B Hem yuac-
TBYET U UCIIOJIHUTEIb Ha Oana-kéce. PuTmMamu kéc-Harapbl COMPOBOXKTAFOTCS
HayaJio CBaJcOHOTO TOPKECTBA, OOPSAbI MPUOBITHS KEHUXA U MIPOBOJOB He-
BECTHI, PAa3JIMYHbIC TAHIIbI, CHOPTUBHBIEC COCTSI3aHUS U UTPHI.

Harapa cpeanero pazmepa — ronTyr-Harapa MCHOJb3YETCSl B OpKecTpax
U aHCaMOJISIX HAPOJHBIX MHCTPYMEHTOB M TaKXKE BO BPEMsI COJILHOTO HCITOJI-
HEeHHs Ha dcTpage. OHa BXOAUT B COCTaB ca3aHJe U HEOONbIINX aHcaMOeit
0as1abaHNCTOB U 3ypHAUCH.

Mauible pa3HOBHIHOCTH Harapsl - JKype Wid Oana Harapa B OCHOBHOM
3By4ar B aHCamOJsiX 0ana0aHHCTOB W TaPMOHUCTOB M MPU COMPOBOXKICHUU
KJIapHETHCTA.

CymiecTByIOT aHCaMOJIM HarapucToB, B COCTaBE KOTOPBHIX Y4aCTBYIOT J10
30-40 ucnonauTenei. 3apaHnee HACTPOUB Harapy Ha pazJIMyHbIe TOHA, OHU OT-
JICIbHBIMU TPYIIIIaMUA CHHXPOHHO BBHIOMBAIOT PUTMBI 10 3apaHee MPOIyMaH-
HOW METpOpUTMHUECKOW cxeme. Hepenko Harapbl 3BydyarT B pyKaxX TpYIIIBI
TaHIIOPOB.
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B nonynspuzanun 3Toro HHCTPyMEHTA ChIrPaJIo poJib MacTEPCTBO Aracy-
nerimana MmanoBa, berokaru Mypanosa, M33ar Mamenosoii, Uunruza Mex-
THueBa, 3oxpaba Mawmenosa, Canuma KynueBa, Anmmaca Mamenosa, Adrana
JlxadapoBa, Azepa Anuesa, Papuka MoOparumority u ap. OHM BHECII MHOTO
HOBILIECTB B UCIIOJIHUTEIbHYIO TEXHUKY.

Yunruzom MextuessiM (1932-1992) 6b11 opranuzoBan ancamOis “Putmbr”
U3 HarapuCTOB-IIKOJIBHUKOB. 3aCTy)KUBAaeT BHUMAHHS TOT (aKT, YTO B COCTaB
aHcamOI1st ObLITM BKIJIFOYEHBI TaKOKe KEC, raBal, rola-Harapa, TyMOeK ¥ CUHTK.

B Hamm gHEM OONBINION MOMYJISPHOCTHIO TOJB3yeTCs aHcaMOnb “‘Purm-
rpynma Harur”, co3nansblii 3acityxeHHbIM aptuctoM Harurom [IupuHOBBIM.

Todurom KynueBpiM criennaibHO A Harapbl U HApPOIHBIX MHCTPYMEH-
TOB ObUIM COYMHEHBI “A3epOailjKaHCKHE TaHIeBaJbHbIE PUTMBI . UTOOBI
OKMBUTH ClieHy npasaHuka “HoBpy3” Mamen KynueB BKIIIOUMI B HApTUTYPY
orepnl “O0ManyThie 3BE3BI” 3ypHY U Harapy. B Ganere-nantomume “Koc-
Koca” Paxunu 'acaHoBOl MOMHMO JIByX MUMOB M XOpa y4acTBYIOT BOCEMb
UCIIOJTHUTEINIEH Ha Harape W OJUH Ha roma-Harape. Pamuzom MycradaeBbim
JUIs Harapbl ¢ OPKECTPOM COYHMHEHBI “A3zepOaiipkaHCKHUE HApOAHBIE PUT-
MbI”, “TanneBanpHas ctouta”. Canman ['amGapoB Hamucan ciouty “BocTtox
u 3aman” it rosioca, Haraphl U poprenuano, Bacud Annaxsepaues — “My-
ramcasrbl” Ui KBapTeTa JIEPEBSIHHBIX JYXOBbIX MHCTPYMEHTOB M Harapsl, a
Jlxeitxyn AnnaxsepaueB — “IlepenoxeHuss MyraMoB U HapOJHOW MY3BIKK™
JUISL Tapa, KSIMaH4H, 3ypHbI, OarabHa, Harapsl U COJMUCTA (XaHEHIE).

Apean pacnpocTpaHeHMs] B BOCTOUHBIX CTPaHax JAPYroro HOIyJspHOTO
UHTPYMEHTA — raBaJia, cxoxero ¢ OyoHoM, mmpe, yem Harapbl. OTHOCHTENb-
HO 3HAu€HMs CJI0Ba “TaBayl’ CyIIECTBYET HECKOJIBKO BEpCUi, Haubosee mpu-
emyieMasi U3 KOTOPhIX — OT M3BECTHOIO OPHAMEHTAINCTA, OOJBIIOTO 3HATOKA
BocTOUHOU My3bIkH Jlatuda Kepumona (1906-1991). Tlo ero 3akimtodeHuro
— “easan” unu “2assan’” —3TO NEBEN, UCIOTHAIONUN “TOyN” — PUTMUYECKOE
MYy3bIKaJIbHOE MPOU3BEICHHIE Ha apaOCKUE TEKCTHI B COMPOBOKICHUN YIapHO-
ro MHCTpyMeHTa Jie(pa, HIMPOKO PacIpOCTPAaHEHHOTO B CpeHUE Beka Ha Boc-
Toke, [47].

["aBan, u3BeCTHBIN BO MHOTHX pailoHax AzepOaiikaHa Takxke 1MoJ Ha3Ba-
HUEM Oe¢ (B I'yOmHCKOM paiione — daghm, B 'azaxckoM — damowipa), Ipe-
CTaBJIsIeT COOOM Y3KYIO THYTYIO 00euaiiky (caeanae) nuamerpom 310-320 mm,
Ha OJJHY CTOPOHY KOTOpOW HATSATHUBAETCS PHIObs (OceTpoBas MM OEIyXbsl)
koxa. Berpewarorest raBasibl ¢ MeMOpaHoii U3 Ko3bel 1mKyphl. Kak mpasuio,
oOedaiika U3TOTAaBIMBACTCS U3 TOHKOM (paHepbl niuHoN 1400 MM U3 TyTOBOTO
WM OpEeXOBOro jJepeBa. Ha He€ HAHOCAT CTONSIPHBIN KJIEW U TpU pasa 3ak-
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pY4YHMBaIOT B BUJE IWIMHIpPA. [loBepxHOCTh 00€4aliku ¢ Hapy>KHOI CTOPOHBI
IajKasi, a ¢ BHyTpeHHEeH — HeMHoro Bbinmykiiad. [lo mepumerpy obeuaiiku ¢
€€ BHYTpPEHHEW CTOPOHBI Ha paccTossHUM 18-20 MM mpH MOMOIIM CTEpKHEH
MIPUBEIIMBAIOTCS KOJbIA-MOrpeMyiku (cBoiie 60) u3 Meaun wiu narynu. Ha-
pyXHas CTOpoHa o0eyaiiku 4acTo ykpamaercs nepiaMmyTpoM. beiBaioT raBa-
JIbl pa3JIMYHBIX pa3MepoB - ¢ 1uameTpoM 340-450 u mmpunoi 40-60 Mm.

[lepen urpoit MmemOpaHy raBaja HarpeBalOT Ha COJHIE, HaJl OTHEM WU
EKTPUUYECKOM J1aMITOM. XOPOILIO HATAHYTAasl U pa3orperas Koxa JaeT YUCThIM,
3BOHKHMI M CHUJIBHBIN 3BYK. ['aBan neprkar AByMs pyKamH, IOBEPHYB €ro BHY-
TpeHHEN CTOpOoHO K cede. B 3T0 Bpems kpait oOeuaiiku onupaercs Ha 00JIb-
IIKe TaabIbl PyK. 3BYKH W3BJIEKAIOT MATKUMU yIapaMu JIaZJoHEH 000X pyK U
nasblieB (yKa3arelabHbIN, CpeTHUH, OE3bIMSIHHBIN 1 MU3UHEI) 10 KPako WM IO
LEHTPY MEMOpaHBI, a TAK)KE BCTPSIXUBaHUEM MHCTpyMeHTa. MrpatoT Ha raBasie
0OBIYHO B 3aKPBITHIX MOMeIIeHusX. [Ipu 3ToM monp3yroTcst pa3HO0Opa3HBIMU
crocodamu: yaapoM OTKPBITOM J1aIOHH U MaJIbLAMU OTHOM WM JBYMS pyKaMH
10 KParo ¥ B HAPABJICHUH K CEpPeIMHE MEMOpaHbI; yIapOM KOHYMKAMH MaJlb-
IIEB PYKHU IO KPAI0 M CepeIMHE MEMOpaHBI;, yIapoM 00 Kpail MeMOpaHbI To-
CPEICTBOM 3aBEPIIAIOIIETOCS HIETYKOM CKOJIBKEHUS MU3HHIIA C OE3BIMSHHOTO
najiblia; BCTPAXUBAHUEM WMHCTPYMEHTA JIByMs pyKaMH; BpallleHUEM HHCTpY-
MEHTa I0CJIe OAUHOYHBIX yAapoB. Kpome TOro, mpu HCIOIHEHUU OPKECTPOM
HApOJHBIX MHCTPYMEHTOB T€X WJIM UHBIX IPOU3BEICHUN UCTIONHUTEND YAAPSET
10 LIEHTPY MEMOpPAaHBI, MPHKaB 000/I0K TaBaja K KOJICHSIM U TPYIH.

["aBanm — MHCTPYMEHT, IIMPOKO UCHOJIb3yEMbIN IPU MOKA3€ CLIEH, CBA3AH-
HBIX C OBITOM, OOBIYasIMH U 00OpsiiaMu azepoaiikanckoro Hapona. OH 3ByYUT
B Pa3JINYHBIX MY3bIKaJIbHBIX KaHPAaX M BO BpPeMs HapOJIHBIX UTp (HampHUMep,
“Hocym easan”) u npenctaBieHuil. [IpumeHseTcsi B COJIBHOM HCIIOJTHECHUH
JUISL PUTMHYECKOTO COIPOBOXKIECHUS TAHIIEB, IEHUS, ISl AaKKOMIIAaHUPOBAHUS
CTPYHHBIM U JTyXOBBIM MHCTpyMEHTaM. B ancambie ca3aHze raBai 3By4YuT B
pyKax xaHeH i€ (I1€B1a), CONPOBOXKAAIOIIET0 UTPOM HA HEM PUTMUYECKHE ITH-
307161 MyTaMOB-JIECTISIXOB U 3epOH (yaapHbIX) MyramoB. B aTom ciyuae raBan
UrpaeT Kak Obl CaMOCTOATENbHYIO posib. Bo Bpemst meHus1, B 3aBUCUMOCTH OT
MEJIOAMYECKON JTMHUN MyTaMa, XaHEH/I€ YICPKUBACT HHCTPYMEHT B pa3jiny-
HBIX TOJIOKEHUAX, CTAPasACh C €r0 MOMOIIbI0 MEHATH HalpaBlieHHe U TeMOp
3ByKa. B KyJlIbMHUHAalIMOHHBIX MOMEHTAX Myrama XaHEHJe JNEp>KUT raBaj Ha
YPOBHE pTa C JIEBOI CTOPOHBI JInIa, OrKe K yXy. B 3T0 Bpemst HHCTpyMeHT
CIIy’)KHT CBO€OOpa3HbIM pe3oHaropoM. [lpu ucnonnennn tecHupoB U HAPOI-
HBIX NIECEH HCIIOJIHUTENb COIPOBOXK/IAET HA raBajie TOJIBKO BCTYIHUTEIbHYIO
YacTh U OTHITPHIIIIH.
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Mmuorue xanenne — J[xa66ap [apsrner orny, Cenn Llymunackui, 3ynbhu
Anpirézanos, AOynbhar AnreB U Apyrue mpocIaBUINCh TaKkKe KaKk BUPTYO3-
HbIE HCTIOJTHUTENH Ha raBaje. A3uzara Hamxad3aae ¢ 601bI1M MacTepcTBOM
COMPOBOXKAAJl HA raBaje aHcamOnb MecHU U TaHua Asrocmiapmonun. B
HAIlIM JIHU UCKYCHBIMHU HUCIIOJIHUTEIISIMU Ha raBaje sBISIOTCA XaHeHAe AJUM
l'aceimoB, a Takxe Maxmyn Canax.

Wrpa Ha 3TOM UHCTPYMEHTE HOCUT UMIIPOBU3ALIMOHHBIN Xxapakrep. ['aBai
UCIIOJIB3YETCS U B COCTaBE OPKECTPOB HAPOAHBIX MHCTPYMEHTOB, U, KaK aTpu-
OyT, TAaHIIOBIIUIIAMHU.

Pydar PamazanoB nanucan nbecy “J{upuHru’ aisi KAMEPHOTO OPKECTpa,
¢IIeliThl, BHOJIOHYENIN U TaBasia, MUHUATIOpY ‘“Tep3u-myram™ mjis KiapHeTa,
CKPHUIIKU U TaBaja.

Tl'oma-narapa (T.e. mapHas Harapa), U3BECTHBIM TakKe 10/ Ha3BaHUEM
0ymby, oymbenex, COCTOUT U3 IBYX KOPIYCOB (2€3) OIMHAKOBOM BBHICOTHI, HO
Pa3IUYHBIX Pa3MEpPOB - OJUH U3 HUX MEHbIIE JPYroro No4TH HarmosoBuny. C
BUy OHM HAallOMUHAIOT Yally Wik KyOok. BeicoTa MHCTpyMeHTa JOCTUTAeT
300 MM, MakCHUMaJIbHBIN quameTp OoibiIoro kopiyca cocrapiser 200-280
MM, MaJjioro — 110-180 mm.

Kopmyca ¢ 60KOBBIX CTOPOH CBEPXY U CHU3Y CKPEIUISIOTCS MEXAy COO00M
PEMHSIMHU WJIM K€ 3aKPEIUIIIOTCS METaUIMUeCKOW TpyOKoW Ha olriem aepe-
BSHHOM OCHOBaHMHM. B cTapuHy MeX1y HUMHU Ha CIIEUaIbHONW HOXKE yCTa-
HABJIMBAJICA KOJIOKOJBYMK (YUHeupae) WU TOABEIIMBAJIACH METaJUITMYeCKast
IUTACTUHKA.

O06a kopryca U3roTOBJISIOTCS U3 OPEXOBOT0, TYTOBOT'O JIEPEBHEB, METAIA,
B IPOIILIOM - U3 O00XOKEHHOM MIHHBL. YTOOBI MHCTPYMEHT HE 3ByYal IIIyXO, B
HIDKHEN 9acTy KOPITYCOB OTKPBIBAIOTCS HEOObIKME 0TBepCTUs. Ha OTKpBITHIE
CTOPOHBI KOPITYCOB IIPH MTOMOIIM MEPETIETAIOIIMXCS Y3KMX PEMELIKOB (KéLLd)
WJIH K€ CTICIIUAIbHOTO BUHTOBOTO MeXaHU3Ma (KakK y JIUTaBp) HATATUBAETCS KO-
3bs1, OBIYUBSI, BEPOIIOXKbS HITH K€ JIOIAAnHAas (M3 TOHKOW TPyAHOM 4acTH) KoXKa.

JUJ1s UTpBI UCTIONB3YIOTCS JIBE ACPEBSAHHBIEC (KU3MIOBbIE) TOHKHE, KPYIJIbIe
B pa3zpe3e najouku (uyoye, acay) puHou 280-335 MM, quaMeTp ceueHus Ko-
TOPBIX COCTaBJSAET 12 MM B IOJIOBHOM U 7 MM B HUKHEW YaCTH.

B nocnennee Bpems mon Ha3BaHUWEM “‘yu Harapa’ (Tpu Haraphbl) MpuMe-
HSIETCSI MHCTPYMEHT, COCTOSIIUI U3 TPEX KOPIYCOB — OOJIBIIOTO, CPEAHETO U
MaJoro.

UroObl W3BIEKaTh YHCTHIE U 3BOHKHUE 3BYKHM, MEMOpaHy HHCTPYMEHTa
nepe] Urpo ClIerka HarpeBaroT HaJ OorHeM. lomia-Harapy CTaBsAT Ha CIIELU-
ANBbHYIO JIEPEBSIHHYIO MOJCTAaBKY (OOJBIION KOPITyC, KaK MPaBHIIO, HAXOIUT-
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Csl CIipaBa OT UCIIOJHUTES), HEMHOTO HAKJIOHUB €€ K MCIIONHUTENIO, WIN XKe
YACPKUBAIOT TOAMBIIIKON BO BpEMsI COTIPOBOXKACHUSI 00psia MpUBOJIa HEBEC-
ThI WM CIIOPTUBHBIX UTp (30pXaHa, KaHATOXOAIB! U Ap.). [Ipexae ona craBu-
Jach HA 3eMJIIO UJTU TOABEIINBANIACH HA IICI0 UCIIOTHUTEIS.

BBuny pasnuuus AuaMeTpoB OKpPYXKHOCTEH BEPXHHX YacTeil KOpITycOB
romra-Harapbl, OIMH U3 KOPITYCOB 110 OTHOIICHHUIO K IPYTrOMY 3BYYUT MPUOIIHU-
3UTEBHO Ha KBapTy BbIIIE. 3BYyK MHCTPYMEHTAa HEMHOIO CyXOW, 3BOHKUN U
o0aiaeT cBOe0Opa3HON OKPACKOM.

Bo BpeMst CHOHEHUS TOTy4aloTCsl Pa3INuHbIe 3ByKH TIOCPEICTBOM Y/ia-
POB MaJOYKaMH OTJIEIBHO MO JABYyM MeMOpaHaM, o MemOpaHe (B LEHTp WIH
Kpaif), Apyr 00 apyra WK ke o KOpIlycaM M JIaJjoHbIo 1o MemOpane. Hepenxo
yAapbl IPOU3BOAATCS YTOJIICHHBIMH KOHIIAMHU TAJIOYEK WM O0CHMH pyKaMu
o MemOpane. Takke UrparoT MyTeM CKOJIbKEHUS MaJoyeKk Mo MeMOpaHe, Ha-
KaTveM OJHOM M3 MaJloueKk Ha MeMOpaHy OOJBIIOro Kopiryca, JTubo ke Mpu-
MEHSIOTCS. KOMOMHAIIMK BbINIETIEPEYNCICHHBIX MprUeMoB urpel. Kak BuaHO,
UCTIOJNB3YIOTCS PA3IMYHbIE MPUEMBI YIapOB M B 3aBUCUMOCTH OT 3TOTO TOTY-
YaloTCs CIOKHBIE pUTMUYecKHe 3ByKH. OOBIYHO CHIIbHBIE TOJH PUTMa BHIOU-
BAIOTCS ylapaMHu 1o MeMOpaHe, a pUTMUYECKHE (QUTYPALIUU — MTATOUYKAMH.

Hrpa My3bIKaHTOB-IPO(ECCHOHANOB Ha ToOIlla-Harape XapakTepusyercs
00JBIIUM Pa3HOOOpa3MeM MPHEMOB M OOTraTCTBOM PUTMHUKH. MacTepcTBOM
urpsl ominyancs Axmenara u3 lllexkn. Mexay koprmycamu ero roia-Hara-
PBI HAXOAMJICS KOJIOKOJIBYMK 0€3 si3bruka. OH urpa, pacxaxuBasi, U MOJOKUB
HIDKHIOIO YacTh MHCTPYMEHTA O]l peMeHb Ha Tosice. Bo BpeMs urpsl Bpeme-
HaMU KUJaJl BBEPX HHCTPYMEHT U YIapsil 1O KOJIOKOJIBYHUKY.

l'oma-Harapa, Kak COJbHBIN MHCTPYMEHT, HCIIONb3yeTcsl pesiko. BriepBrie
B COJIbHOM HMCTOJHEHHH HA 3TOM MHCTPYMEHTE BBICTYIMI HAPOAHBIA apTUCT
Azepbaitkanckoit Peciyonuku Cagpir 3epOanueB. CBoeil urpoii Ha roiia-
Harape Bblaensercsa u ['acanara CanpixoB u3 CanbsiHCKOro paiiona. OH oqHON
NaJIOYKON Ha)KUMaeT MeMOpaHy OOJIBIIIOT0 KOpIyca, a IPyroil HAaHOCHUT yAap.
Mensisi HA)KUM Ha MeMOpaHy, UCIOTHUTENb TOOUBAETCA MOJTYUYEHHUS 3BYKOB
BBICOTOI KBapThI-KBUHTHI U NCIIOJIHEHUSI MEJIOINYHBIX (ppa3 B ITUX MHTEpBa-
nax.

l'omra-Harapa BXOIUT B COCTaB OPKECTPOB M aHCAMOIel HApOIHBIX UHCTPY-
MEHTOB, a Takke amurckux ancamosneit (B [llupBanckoii 30ue). OHa MIUPOKO
HCIIOJIb3YETCsl BO BpeMs [T0Ka3a HAPOAHBIX UT'P U NipeAcTaBieHult (“zopxana’,
“mun”, “cuno’’), 3By4dT TaK:K€ B COCTABE KEHCKOTO MHCTPYMEHTAIBHOIO aH-
camOIIs1, COCTOSIILIETO M3 TAPMOHH, raBajia ¥ roma-Harapsl. O4eHpb HOMyJIsIPHO
TPHO B COCTaBe JByX 0anabaHHUCTOB U OTHOTO rolIa-Harapavm.
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Bbrlie Mbl OXapakTepHU30Bald TPU CaMBIX MOIMYJSPHBIX MEPEIOHOYHBIX
MY3bIKaJIbHBIX HHCTpYMEHTA. B AzepbaiikaHe TakkKe MIMPOKO HUCIIONb3YIOT-
cs1 fyMOeK ¢ O0KaJIOBHIHBIM KOPITyCOM (4aile AepeBsiHHbIM) JutiHOM 350-400
MM U 1uameTpoM 250-260 MM, Ha KOTOPBIM HATATMBAETCS KO3bs IIKypa. O3-
BYUYMBAETCS yAapaMi MajblEB U JaJ0HBIO 00EHUX PYK IO LEHTPY WIH Kparo
MeMOpaHbI.

NHCTPYMEHTAJIBHOE UCITOJIHEHHE
MYI'AMOB B KOHTEKCTE
MNPEEMCTBEHHOCTH TPAJIUIIN

Tpaauumu HHCTPYMEHTAIBHOTO UCIIOIHUTENHCTBA a3€pOaiiIKaHCKUX MY-
ramMoB MMEIT MHOTOBEKOBYIO MCTOpHIO. [lepBOHauanbHO Myrambl MCIOJIHS-
JIMCh TOJIOCOM, 3aT€M B BOKAJIbHO-MHCTPYMEHTAILHOM M MHCTPYMEHTAIBHOM
conpoBoxaeHu [7,8,27,40,44,70,84].

ApXeonornyecKrue Hax0AK1 M CTUXOTBOPHBIE CTPO(bI KITACCHKOB a3epOaiij-
YKAHCKOU TI033UM CBUJIETENBCTBYIOT 00 UX IpeBHUX McTOKax. Kak ObL10 oT™Me-
4YeHO, B Topo/ie J>KUramsiiil, pacriojI0KEHHOM B FOTO-BOCTOYHOM YaCTH 00J1acTH
AxbOaran-Xamasan, HaliileHa KepaMU4yecKas Mmocyza, Ha KOTOpoil n3o0pakeH
neser| (xaHeHnae). B mos3un ynoMuHarioTCs Ha3BaHUS CTPYHHBIX, TYXOBBIX H
MEMOpPaHHBIX MY3bIKaJIbHBIX HHCTPYMEHTOB, OATBEPKIAIOIINE CYIIECTBOBA-
HUE pa3IMYHbIX THCTPYMEHTAJIBHBIX aHcamOeit. Takux cTtpod B mponsBeneHu-
X CPEeTHEBEKOBBIX KJIACCUKOB a3epOaiipkanckoi tutepatypsl Iarpana Tepu-
3u, Xaranu, Huzamu, Hacumu, [laxa Mcmaunna Xaran, @usynu u ap. HEMano.
SApKuM IpUMepOM CITy’KUT IT03Ma BEJIMKOTO a3epOaiiikanckoro nosta Huzamu
I'soxeBu “Xocpos M [LIupuH”, B KOTOPOI ONUCHIBAETCA UCIIOJIHEHUE MYTaMOB
B CONPOBOXAECHUM OapOeTa M yaHra neBLUAaMU U My3blkaHTamu bapOana u
Hexkwucel, koTopbie ObLTM HE JIETEHIAPHBIMHU, @ PEATbHBIMH UCTOPHYECKUMU
JMYHOCTSIMHU.

Haunbonee 10cTOBEpHBIMU UCTOYHUKAMU SIBIISTIOTCSI 00pa3iibl MUHUATIOP-
HOM KUBOMMCH CPEIHEBEKOBBIX a3epOal/pPKaHCKUX XyHdoxkHHKOB CynraHa
Myxammena, Mup Cenna Anu, My3saddapa Anu u ap., B KOTOPBIX 3aredar-
JIEHBI CLIEHbI MUPIIECTBA U YBECEJIEHUH, CONPOBOKAAEMbIE MYy3bIKAHTAMH C
yIOM, YaHTOM, OapOaTom, KIMaH4YOl, KaHyHOM, TaHOypoM, pyOabom, miemniTa-
poM, Mycurapom, Heiiem, nedom u nampoii [46]. Kak BUIHO U3 MHUHHATIOP, B
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cocTaBe aHcamOieil B OCHOBHOM 3ByYaJld J[Ba WJIU K€ TP MHCTPYMEHTA.

Cyns mo MUHHATIOpaMm, B TO BpeMmsi B AzepOaiipkaHe Myrambl, IECHU U
TaHIIbl UCTIOJHSJINCH B COMPOBOXKICHUH aHCAaMOJIe, T1e JOMUHUPOBAIU: U3
CTPYHHO-UIUIKOBBIX HHCTPYMEHTOB — YJI, YaHT, KAHYH, CMBIYKOBBIX — KSIMaH-
4a, TyXOBBIX — HEH, MEMOpaHHBIX — Ae.

ComnnacHo nucbMeHHbIM UcTouHMKaM [ 1,44,70], nauunas ¢ XVIII B ropo-
nax AsepOaiikaHa MOCTENIEHHO CO3/1aBajlCh aHCAMONIM ca3aHJie, B COCTaBe
KOTOPBIX BBICTYNAJIM MEBEI-XaHEH/IE, IepPKaIlui Ha pyKax TraBall, a He Jed, u
UHCTPYMEHTAINUCTHI, UTPAIOIIKE HA Tape U KIMaHYe.

B nepBoit nonosune XIX Beka nms nesBua-xanenae Carrapa HE CXOIUIIO
U3 ycr mozaei, npoxuBatronux Ha Kaskaze [82]. OHM Tak ke BOCXUINAIUCH
Urpoit Ha Tape Aneckepa. B 3To Bpems cyliecTBoBaiu U aHcaMOJIi, B COCTaBe
KOTOPBIX, KpOME Tapa U KIMaHuH, 3Bydain OanabaH u roma-Harapa. Bo Bpems
nay3bl B BOKaJIbHOW MapTUX aKTUBHYIO pOJib Urpai OanabaH, Wiu ke, ycTynast
Tapy ¥ KsMaHde, n3aasaji OypIoHHBIE 3ByKH. 13 MeMOpaHHBIX HHCTPYMEHTOB
HaunboJee MOIXOAAMICH B 3aKPhITOM IOMEIICHUU ObliIa TolIa-Harapa, KoTopas
COBMECTHO C raBajiOM CO3/1aBaJjia IPUSATHOE PUTMUYECKOE CONpoBOXkieHue. [1o-
CJIETHUH TOBITPHIBAI XaHEH 1e-TaBaIuH (TIEBILY C raBajoOM B PyKax), [IOBTOPSIS
ero putMbl. lHOr1a XaHeH /1€ BBICTYTIAJ JIMIIb B COITPOBOKAEHUM KsiMaH4uu. Ho
BCE ke, HarboJiee NMoIMyJIIpHBIME ObLTH aHcamMOmIu ca3aHje. HaunHas ¢ cepenu-
Hbl XIX BEKa, OHM CTAJIM BEYILIUM HHCTPYMEHTAIBHBIM COCTaBOM, COITPOBOK-
JAIOIMM XaHEeH/e. JTO ObUIO CBA3aHO C TEM, YTO Tap ObLT PEKOHCTPYHUPOBAH
U3BECTHBIM TapuCcTOM-HOBaropoM Mup3a Cazabirom Acaj oniy.

Kak Obu10 0TMEYEHO, OH YBETUYMII KOJTMYECTBO CTPYH, OOJIETYHIT BEC UH-
CTPYMEHTA, YTO MIO3BOJIMIIO JEPKATh €I0 Ha IPYAH, TEM CaMbIM PE3KO ITOBBICHB
TEeXHUKY MCIIOJIHEHUA. B pe3ynbraTte HHCTPYMEHT CTall CaMbIM MOIYJISIPHBIM,
HanOoJsee MoJHO MEePEaroIIuM BCe TOHKOCTH Menoanu MyraMoB. Ksamanua, k
KOTOpOi1 ObuTa T0OaBiIeHa YeTBEepTasi CTPyHA, CIIOCOOCTBOBABINAS paCIIMpe-
HUIO TEXHUYECKUX BO3MOXXHOCTEH MHCTPYMEHTA, CBOMM IE€BYYMM M KaHTHU-
JICHHBIM 3BY4YaHHEM YIa4HO JOTIOJIHSJIA MYy3bIKaJIbHbIE (Dpa3bl, HCTIOTHEHHbBIE
TapucToM. /lepka raBas B pykax, eBel] OTOMBAJI COOTBETCTBYIOIINE PUTMBI.

CrnenyeT NOAYEPKHYTh, UTO TEXHUYECKHUE U XyI0KECTBEHHBIE BOZMOKHOC-
TH azepOaliPKaHCKUX HApOJHBIX MHCTPYMEHTOB Hanbosee MoJHO PacKphiBa-
JUCh TPU WCIIOJHEHUU WHCTPYMEHTAJIBHBIX MYTamoOB, B KOTOPBIX PIHTU U
TECHU(BI OTCYTCTBYIOT, 1 Myram npuoOperaeT GopMy HENPEPHIBHOTO MY3bI-
KaJbHOTO PAa3BUTHUS — UMIPOBU3AIMH. B MHCTpyMEHTAIbHOM COIPOBOX/IE-
HHUH 3epOU-MyTraMoB, T.€. pPUTMUYECKUX MYT'aMOB, CYIIIECTBEHHYIO POJIb UTPa
raBaj.
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Bo Bropoii nonoBune XIX — nepBoii monoBuHe XX BEKa BBIPOCIO LIETOE
MIOKOJIEHUE XaHEHE U CONIPOBOXKAAIOIIUX €TI0 TAPUCTOB U KIMaHYMCTOB, IPOC-
JaBUBILUXCS HE TOJIBKO B A3epOaiikane, HO ¥ TaJIeKO 3a €ro MpeieiaMHu.

B stoT mepuon cymiecTBoBaiM M aHCAMOIHM C PACUIMPEHHBIM COCTABOM.
Tak, B yactHocTH, Mup3a Caneir opranusosan B lllyiie ancam6ib, B cocTaBe
KOTOpOTO ObLIN Tap, KsiMaHua, OanabaH, Hel U roma-Harapa [82].

Bonb110ii oMy pHOCTHIO MOTB30BATTUCH aHcaMOmu cazane ['amku ['ycn,
Memagu Ucu, A6aynbaru 3ynanosa (brons6ronsmpkan), Mup3st Marommera-
cana, /[)xa06apa ['apsirmer orny, Kewaun ormy Mawmena, [lexkunm Aneckepa
(Aneckep AbaymiaeB), Memaau Mamena ®@ap3anuena, 3a0yn ['aceima (I"ackim
AobnynnaeB), Memxkuaa bexoynosa, Cersx Mcnama (Mcnam A6aymnaes), Cenna
[ymuHcKoro, 3tombhu Aapirezanosa, Xana HIymuHCKOTO U Jp., KOTOPBIX CO-
IIPOBOKAAJIN U3BECTHBIE TapucThl — Mup3a Canpir, Memanu 3eiinan Axsepau-
eB, Mupza ®Papamk P3aes, Memanu [xamuns AmupoB, Mansibeiinu ['amun,
I'yp6an IMupumon, Mancyp Mancypos, [llupua AxyHmoB u ap. OTIHYUTENb-
Hasi 0COOEHHOCTbh ATOTO TMIeproJIa — UCTIOJIHEHNE MYTaMOB B BUJIE JIECTIAXA.

B 3T0T nepuo cy1ecTBoBao OKOJIO CTa aHcamMOIIel cazaHie, U OH 110 Ipa-
BY CUMTAETCS MEPUOOM PaCIlBETa MyraMHOTO HCKYCCTBa B A3epOaiimkaHe.

CrnenyeT OTMETUTB, YTO Pa3BUTHE MYTaMOB IOCIIY>KHUJIO MPEANIOCHUIKOMN K
coznanuto B 1908 roxy Yzeupom ['ampxubeiinu “Jleiinu u MemkayH” — nepBoit
MYTaMHO#1 onepsl Ha BOCTOKe. JlanbHeliee pa3BUTHE MyTaMHOI'O HCKYCCTBa
B XX Beke Obu10, 0€3yCIOBHO, CBSI3aHO C UMEHEM 3TOTO BBIIAIOIIETOCS KOM-
MO3UTOPA, MY3bIKOBEZA M OOIIECTBEHHOTO JAEATENS, KOTOPBIA YETKO BBIICINI
BU/IbI a3epOailPKaHCKUX MyTaMOB, OITPEIEINII UX JaJ0BYI0 OCHOBY [27].

Ecmn B XIX Beke Myramy y4uiauch, K IpUMEPY, Y TAKUX MY3bIKAHTOB, KaK
Xapar ['ymy, Kop Xanud, Monna U6parum, Ha opraan3zoBanHbix umu B Lllyme
Kypcax WIN NOCTUraJId 3TO UCKYCCTBO Ha MY3bIKaJIbHBIX Memkiaucax B lla-
maxe, baky, ['samke, lllyme, Opnybane, JIsHksipane u Apyrux ropomax, TO
Tenepb YzeupoMm [ amkubeitnin oOydeHrne MyramMaMm, Urpe Ha Tape U KIMaH4de
OBLIO BBEJIEHO B yUE€OHYIO ITPOTrpaMMy KOHCEPBATOPHH.

OpranuzoBaHHbIi Y3eupoM ['apknbeitsiu opkecTp HapOJHBIX MY3bIKaJIb-
HBIX HHCTPYMEHTOB 00€CTeums UX MIHPOKOe pacnpocTpaHenue. “Bocrounbie
KOHLIEPTHI’, MpoBoAUMbIE B baky B Hagasie XX Beka, CMEHUJIUCH BBICTYILIE-
HUSIMU BEIyIIUX XaHEH/I€ 1 MHCTPYMEHTAIMCTOB HA CIIEHAaX JIOMOB KYJBTYPBI,
(GuIapMOHUM U KOHIIEPTHBIX 3aJI0B.

B stot nepuos oueHb MOMYJISIPHBIMU ObUTH aHCAMOJIM HAPOJHBIX MY3bI-
KaJbHBIX MHCTPYMEHTOB, pyKOBOAMMbIE AxmenoMm bakuxaHoBbIM, AXcCaHOM
HNanamesbiv, bada CanaxoBbiM u Ap. Bo Bpems ux BbICTyIUIeHU# OO0JbIIOE
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BHUMAaHHE YJEJNAJI0Ch HCIIONHEHUIO COCTABHBIX YacTel Myrama — TecHudam,
peHraMm u JiepamesiaM, TBOPYECKOMY IMOAXOAY B Mepeiadye BCEX TEXHUYECKHUX
0COOCHHOCTEW MHCTPYMEHTOB, UX TeMOPOB, PETHCTPOB, a TAKXKE IITPUXOB U
IPUEMOB UTPHI.

B opkecTpax u aHcamOIsIx, B penepTyap KOTOPhIX BKIIOYAIUCh U MyTaMbl,
U3 CTPYHHBIX MHCTPYMEHTOB HCIIOJIb30BAJIUCH Tap, KIMaH4a, ca3, y/, KaHyH,
TyXOBBIX — OanabaH, TyTeK, 3ypHa, Heil, MeMOpaHHBIX — Harapa, romla-Harapa,
raBaJi, CaMO3BYyUaliX — [ax-11ax.

Myramspl cTaiau 3By4yaTb B COJIBHOM HCIIOJIHEHHWH HE TOJIBKO Ha Tape U
KSIMaH4e, HO TaKXe Ha yie, KaHyHe, OanabaHe, Hee, TyTeKe, OTINYAIOIIUXCS
CHJIBHBIM 3By4aHUEM 3ypHE, TapMOHH, KJIapHeTe, T000€e U Jjake TUTape.

B 1984 rogy nmo nnunmatuBe A3zepOaliKaHCKON TOCY1apCTBEHHON KOH-
CepBaToOpUU MPOBOJIWICS KOHKYpPC MO “BOCTOYHBIM My3BIKaJIbHBIM HHCTpY-
MEHTaM .

B baky ¢ 1988 1. Hauan neiictBoBarh [ 0OcynapcTBeHHbIN TeaTp myrama (py-
KOBOJIUTEIIb — 3aCTYKEHHBIH AeaTens ucKkyccTB Apud Kaszues), rae Obuin npen-
CTaBJICHBI TeaTpaan3oBaHHbIe UcnoHeHuss MmyraMoB “lyp”, “Cersx”, “badrbl
[MIupaz”, “Maxyp-Xunan’” u koMno3uius “CeMb MyraMoB — CEMb 1IBETOB .

[To muaun FOHECKO 06bu1 BhiNyleH ClielUaIbHbIA TUCK U3 cepur “My-
3bIKQJIBHBINA aTyIac” ¢ 3alHUCSIMU JAECATH MYTaMOB B MCIOJHEHUH W3BECTHOIO
tapucta baxpama MaHncyposga.

[Inesma TanaHTIMBBIX MEBIOB-MYraMaTHCTOB, TAPUCTOB, KIMAaHYUCTOB,
6anabaHnCTOB, TAPMOHKUCTOB OOEcIeunsia MPeeMCTBEHHOCTh MY3BIKaJIbHBIX
TpaauLui U 00y4eHHE UM MOJIOIOTO ITOKOJIECHUSI.

Havano noBoro XXI Bexka 03HaMEHOBAJIIOCH Pa3BUTHUEM W HEOBIBAION
HOMYJIIPHOCTHIO MYTaMHOTO MCKYCCTBA. DTOMY CIIOCOOCTBOBAJIO M3/IaHUE B
2005 1. anpboma “Kapabax xaHeHzaenepu” Ha ISITH s3bIKax (a3epOaiimkaH-
CKOM, PYCCKOM, aHIJIMICKOM, (paHiry3ckoM U Hemerkom) DongoM “/Ipy3bs
KyJbTYpbl A3epOaiimkana’” u )KypHasioM “Mycuru aysscer” (“Mup My3bIKu”)
B paMKax InpoekTa ‘“AszepOaiiKaHCKHUE MyraMbl”, KOTOPbIN BKIO4YaeT (HOHO
u (potomarepuansl 24 N3BECTHBIX MCIOTHUTEICH MyraMoB U MX TBOPYECKHE
OPTPEThl. ABTOPOM IpOEKTa sBisieTcs nepBast jgenu AzepOaiimkana, [locon
nobpoii Boym FOHECKO u MCECKO, Ilpesunent ®@onna leiimapa Anue-
Ba, pykoBoautens DoHma npyseit KynbTypbl AsepOaiimxkaHna, aemyrar Mu-
a1 Memxknuca Mexpuban xanyMm AnmeBa. B manpneiimem @onmom [eiinapa
AnreBa oCylIeCTBISUIUCH MPOEKThI — “Myram-Hacnenue”, “Myram-aectrsix”,
“Myram-s3Huuknonenus’, “Myram-UuTtepner”, “Myram-antonorus’”. “Mup
myrama” u “LlenTp myrama’.
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®onnom lelinapa AnueBa, MUHHUCTEPCTBOM KYIBTYpbl U Typusma, Coro-
30M KOMIO3UTOpOB 1 HarmonaneHo#t Akagemueit Hayk AzepOaiimkana, Hauu-
Has ¢ 2009 roga, KaxkJple J1Ba To/1a IPOBOASATCSA MEXKIAYHAPOJIHbIE MyTraMHbIE
(decTuBaIM U HaAy4YHbIE CUMITO3UYMBI — “Mup Myrama”, B KOTOPbIX y4aCTBYIOT
U TPEJCTaBUTEIN MHOTHX 3apyOeKHBIX cTpaH. MHTepecHO, uTo (pecTrBaIb
B 2011 rony coBman ¢ VII MexayHapoJHbIM CUMIIO3MYMOM Hay4YHO-HCCIIE-
noBaresibckor rpymnmbl “Makam™ npu CoBeTe MO TPaJUIIMOHHON MY3bIKE
IOHECKO, npoBoaumsbiM B baky.

B noknanax, npo3BydaBIIMX HA CUMIIO3UYMAaX, PACCMAaTPUBAJIMCh aKTyallb-
HbI€ BOIPOCHI Myrama. Hapsy ¢ 3TuM, NpoBOOMIMCH MEXTyHAPOIHbIE KOH-
KypCbl MOJIOJIBIX MCTIOJHHUTEIIEH, BEUep 3THO-/KA30BOM My3bIkH “‘J[Ba mupa”,
KoHIIepTHI ““Tap, kaMaH4a, cTpyHa...”, “OT 3epOu MyramoB K rnecHsm”, “Myram
u aBaHrapn’, “Myram-Jlaturoc”, “Jlpy3bs azepOaiikaHcKol My3bIki”, “Caphbl
rsuiH”, OBUTH MIPOJAEMOHCTPUPOBAHBI MyTraMHbIe orepsl “Jleinn u MemxHyH,
“Amur I'apu6”, “Acnu u Kepum”, “Illax Mcmaun”. Bee 310 mo3Bonuiio yvact-
HUKaM OJIMKE O3HAKOMUTRCS C HAPOTHOM U KJIACCHUECKON MY3bIKOM A3epOaii-
’KaHa, a TAK)KE COBPEMEHHBIMU ITPOU3BEICHUSIMU MyTaMHOM OpUEHTALHH.

Ha azepOaiimxaHCKOM, aHIJIMHCKOM M PYCCKOM SI3bIKaxX M3/1aBaJIUCh JKYp-
Ha “MyraM”, THTepaKTUBHBIE ayJMOBH3YyaJbHbIC CUCTEMBI “A3epOaiiKaHc-
KUl Myram”, HacTeHHBIN KajeHaaps 2005 rona moj HazBaHueM “AszepOaiif-
xaHckue xaHeHnae”. [locTpoeHO yHUKaabHOE, HallOMUHAIOIIEE CBOEH apXu-
TEKTYpOU COCTaBHBIE YAaCTH Tapa 371aHue MexXayHapOIHOIO0 MyraMHOIO LIEH-
Tpa, IJ1€ IPOBOJATCS, B OCHOBHOM, MEPOIPUATHS, CBA3aHHBIE C MyT'aMOM.

[IpoBoaunuce TeneBU3nOHHBIE KOHKYPCHI “Myram-20057, “Myram-20077,
“Myram-2011" u “Myram-2015", Mexaynapoansiii ¢pectuBaib (2009) “Mup
Myrama’ Mof I€BU30M “baky — CTOIMIA UCIAMCKOUN KyIbTYypbl™ .

[To ununmarue @oupa l'elinapa Anuesa, npu noaaepxke MunucrtepcTsa
KyJIBTYpBI U TypusMa AzepOaiikanckoil PeciyOnuku kaxkioe J1eTo, HaUMHast
¢ 2009 1. B azepbaiimxanckom ropojae ['abana nmpoBogutcs MexTyHapOIHbIH
MY3bIKaJIbHBIN (ECTUBAIb, B TEMATUKY KOTOPOTO BKIIFOUECH U MYyTaM.

Bonpmoit pe3oHaHc momyunin My3bIKalnbHBI (ecTrBanb “lllenkoBbiii
nyTh”, mpoBoauMbIi exeroaHo ¢ 2010 r. Coro3oM KoMIO3UTOPOB A3epOaii-
’KaHa MoJ] pyKOBOACTBOM €ro MpeceaaTeis HapoIHOTO apTUCTa, Tpodeccopa
@®panru3 Anuzazne, B IporpaMMy KOTOPOTO OBLTH BKJIIOUEHBI BBICTYIUICHHS
MYTaMHOT'O TPUO U ITOKa3 MyTaMHBIX OIEp.

Myram npocnaBuiIcs BO BCeM Mupe Oiarojaps ayaHo3arucsimM, racTpoIib-
HBbIM BBICTYIUIEHMSIM XaHEHJI€ M HCIIOJIHUTEIEH-BUPTYO30B B 3apyOeKHBIX
cTpaHax. bonplioil mHTEpec BbI3BaJl CUHTE3 MYTaMHOI'O MCKYCCTBA C JIKa-
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30M U MY3BIKOH 3apyOexHbIX cTpaH. Tak, HApOAHBIM apTUCTOM, IPOdeccCopoM
CusiBymom Kepumu ObutH OCYIIECTBIICHBI MEXYHAPOIHbBIE TPOEKTHI “A3ep-
OaifKaHO-HOPBEKCKask BoKaibHast My3bika” (2001), “Camam xomna” (2002) ¢
ydacTueM a3zepOailKaHCKUX U F0)KHOAMEPUKAHCKUX MY3bIKaHTOB.

OcHOBY KOHIIEPTHOTO TIpoekTa “Avazi xos ulu mugam” (“IIpusiTHbie 3BY-
K1 apeBHero myrama”’, aBropsl CusiBym Kepumu u Slmasin Apire3anoB) coc-
TaBsu cuMponndeckuid myram “Pact” Husi3um u OJHOMMEHHBIN NECTTSIX.
Brictynnenus xanenne Mancyma MOparumona, Taitsipa baiipamosa, beiinm-
xaHbIM Mup30€Boii, TapucTa DiaparHa ['almmmMoBa 1 ksiMaHuKucTa DibHypa AX-
ME/I0Ba COCTABIISUIN €IMHOE 11€7I0€ CO 3ByYaHHeM CUM(POHUYECKOTO OPKECTpa.

MuHUCTEPCTBOM KYJBTYpPHI U TypU3Ma, MeXayHapOOHON OpraHu3aluen
TIopKCcKoit KysTypsl TFOPKCOM u TocynapcTBEHHBIM My3eeM My3bIKallb-
HOU KynbTypbl AzepOaiikaHa (IUPEKTOp - 3aCiy>KeHHbII PaOOTHUK KYIbTY-
po1 AzepOaiimxanckoit Pecryonuku Amna baiipamosa) B 2010 1. mpoBoamiics
MEX1yHapOJHbBIN CUMIIO3UYM “‘My3bIKaJIbHBIE MHCTPYMEHTBI TIOPKCKHUX HapoO-
JIOB”, C y4aCTUEM YYEHBIX U UHCTPYMEHTAJIUCTOB U3 EBpornbl, A3un u AMepu-
ku. OCHOBHOM 1IeNTbI0 CUMITO3UyMa OBLIO BBISIBICHUE OOLIHOCTH U Pa3IAYHS
UHCTPYMEHTapUs TIOPKCKOTO MHpPa, 00CYKI€HHE BOIIPOCOB HOBOTO TIOAX0/1a K
TPaIUIIMOHHBIM HHCTPYMEHTAaM U POOIEeMbI HCIIOTHUTEIHCTBA.

Co3nanbl BeO-caiiThl “A3epOaiimkanckas auckorpadus’”, “YKusble ronoca
azepOaiiPKaHCKON UCTOPHUH , AIEKTPOHHBIE BepcHU “Mup My3bIku”, “IHITUK-
noneaus myrama”, “OcHOBBI azepOailKaHCKON HApOIHOU MY3BIKH (PYKOBO-
JIUTENb IIPOEKTOB - TOKTOP UCKyCCTBOBEACHUS, Tpodeccop Tapuains Mamenos).

Coro3oM KOMIIO3UTOPOB A3zepOaiimkana u QoHaoM “JIpy3bsi KyabTypbl
Azep0aiipkaHa” OCyIIECTBISIOTCS KOHIIEPTHBIE TTporpamMmel “Beuepa myra-
Ma”, “MyramHble JAaCTISIXU ', B KOTOPBIX BEYIIIEE MECTO 3aHUMAIOT U UHCTPY-
MEHTaJIbHbIE MYTaMBl.

[Ipu3HaHHBIi BO BceM MHUpE XaHEH/IE, 00agareab My3bIKaJIbHON MpeMun
IOHECKO Anum ['acbIMOB BBICTYNUJI B COCTaBE aHcamoOIs, COCTOSIILIETO U3
MY3bIKAaHTOB Pa3HbIX CTPaH, B npoeKTe M3BECTHOTO BHONOHYeHcTa Mo-Ho
Ma “bosnbL1oii HIEIKOBBIA My Th .

Kaxxnpiii rox, 26 aBrycra B . Huarapa (Kanana) ormeuaercs “MexayHa-
POIHBIN IeHb a3epOaiipkaHCKOro Myrama’. boJbIoi HHTepec K MyraMHOMY
MCKYCCTBY MPOSIBUIIN U CIYILIATENU U3 3apyOeKHBIX CTPaH, KOTOPbIE UCIIOIHS-
JIM MyTrambl WIH K€ UTPaJIM Ha Tape, KIMaHue, ca3e u yJe.

bnaronapst 0onpIIOMy BHUMAaHHIO CO CTOPOHBI TOCYAApCTBA B HAILMU JTHU
BbIpOCJA IUIES1a TATAHTIMBBIX MOJIOJIBIX NEBLOB M UCIOJIHUTENEH — Tapu-
CTOB, KsiMaH4YMCTOB. [lo-mpexxHeMy momynsipHbl MyramHbie Tpuo. M Hapsmy
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c aHcaM0OJieM ca3zaHjie, UCIIOJIHEHHEe MyTaMOB COIPOBOXIAETCS MYTaMHBIMH
KBapTeTaMH U KBUHTETaMH, B COCTaBE KOTOPBIX 3ByuaT TakxKe yi, KaHyH, Oa-
nabaH W Harapa.

HeBo3MoxHO mpencTaBUTh pa3BUTHE a3epOaliHKAHCKOTO MY3bIKaJIbHO-
ro UCKyccTBa 06e3 Myrama, Tapa, casa, KaMaH4H, OanabaHa, raBaja U Harapbl.
NMeHHO yepe3 HUX BeCh MHUP y3HaJ CYIIHOCTh U CHEIU(UKY a3epOaiiikaH-
CKOM HapOJHOU MY3bIKH.

Havano XXI cronerust mo npaBy MOKEM CUMTATh NEPUOJOM pEHECCAHCa
MYTaMHOTO HUCKYCCTBa B He3aBUCUMOM A3zepOaiikane.

MY3bIKAJIBHBIE HHCTPYMEHTBI U
ITHOKVYJIBTYPHBIE CBA3U HAPOJAOB

B cuity nucroprudeckoro pa3BUTHs OTAEIBHBIX PETHOHOB, B TOM YHUCIIE CTPAH
[lepenneit, bimxneit u LlenTpanbHOl A31H, HACEIEHHBIX, B OCHOBHOM, TIOPKO-
S3bIYHBIMH HAPOAAMU, MY3bIKaJIbHbIE HHCTPYMEHTHI HE OBbLIA OrpaHU4eHbI Ipa-
HUIIAMHU TEX WM UHBIX TOCYIAPCTB, BXOSIIMX B 3TH PETUOHBL. DTUM OObSCHS-
IOTCS TOpa3o 0osee MIMPOKUE apeallbl pacCIpOCTPaHEHHsI OHOTUITHBIX CTPYH-
HBIX, JIyXOBBIX, YIapHBIX M CaMO3ByYallldX HMHCTPYMEHTOB. MHOrma cxoxue
Ha3BaHMsl YKa3bIBAIOT HA X €IUHOE MPOUCXOXKIECHUE, XOTS, HAIPOTUB, €CTh U
HEMaJIO IPUMEPOB, KOTIa OUH U TOT K€ HHCTPYMEHT MO-Pa3HOMY HAa3bIBAECTCA B
pa3HbIX cTpaHax. OTTOro ONpeaeauTh X POAUHY IIOYTH HEBO3MOXKHO. [ToaTomMy
YTBEpXK/I€HHE 00 apMsSHCKOM IPOUCXOKICHUH OaabaHa, OCHOBaHHOE JIMIIb Ha
JIATHHCKOM Ha3BaHUM aOpUKOCOBOTO JIepeBa, MpecTaBiseTcs HenenbiM. Kera-
TH, 3TOT TOMYJISIPHBIA HAPOIAHBIN MUHCTPYMEHT IOJ] pa3IMYHbIMU HAa3BAHUSIMU:
“mynyk”, “Oanmaban”, “Oamaman”, “0amaboH”, “Meil” paclpoCTpaHEeH Ha TeppH-
topuu oT Typuuu 1o LlentpansHOl A3un. A caMo Ha3BaHUE “NyayK’ BIEPBBIC
YIIOMHHAETCS B TEPOMIECKOM 3TI0CEe TIOPKOB-0ry30B “Kuradu-/lene [opryn”, B
KOTOPOM HallUTH OTpakeHue )KU3Hb 1 ObIT ory30B VI-VII u 6onee paHHUX BEKOB.

Tak e Heneno BBINIAIAT YTBEPKIACHHUS O TOM, YTO POJUHON JyXOBOI'O
WHCTPYMEHTa CPUHT (IIPOTOTHUI HEs), CTPYHHOTO Tapa (Camoro MOIyJIsIpHOTO
UHCTpyMeHTa B A3epOaifkaHe M HEepa3phIBHO CBSI3aHHOTO C MYT'aMHBIM HC-
KyCCTBOM) M KaHOHA (B apabCKOM M TIOPKCKOM MHpPE M3BECTHOTO KaK KaHyH)
apnsieTcst Bocrounast wnu 3anaanas ApMenusi. BceMy cka3aHHOMY HET Hayuy-
HOI'0 000CHOBaHMUSL.
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[TosiBnenue arosia (M3BECTHBIM B IPYrUX CTpaHax Kak “Harapa’, “monu”,
“raBan’”, “mangam’, “Oapaban’, “ksnmac”, “mayma’ U T.11.) CBA3BIBAETCSA C KYJIb-
TOM TMOKJIOHeHUs ApeBHer 6oruae AHaxut (300-200 rT. 10 H.3.). [ToguepkuBa-
eTcs, 4TO 3ypHa BrepBbie ynomuHaeTcs B [X Beke B anoce “/laBun CacyHckuii”,
a ApMSIHCKOE Haropbe — CUNTaeTCst pOAUHON cMbuka (cM.: CO. mar-110B. Bro-
poro Mexn. My3bikoBenueckoro cumnosuyma, Camapkang, 7-12 okr. 1983
r. Mockga, 1987, c. 187). B 370l cBsi3u HanpalrMBarOTCs BOMPOCHI: M0 KAKOH
IPUYMHE HAa3BAHUS MY3BIKaJbHBIX WHCTPYMEHTOB, SIKOOBI 3apOAMBIIMXCS Ha
3TOM TEPPUTOPHUH, UMEIOT MEPCHUJICKOE, apaOCKOe UITH TIOPKCKOE, a HEe apMsIH-
ckoe npoucxoxaeHue? [loueMy HplHE B ApMEHUH paCIIPOCTPAHEH JIMIIb OAUH
BUJ yJla U KaHyHa, a MO JAaHHBIM 3alaJHOEBPONEUCKUX MY3bIKOBENOB [27]
B apaOCKUX CTpaHaxX U3BECTHO 32 pa3sHOBUIHOCTH yaa u 12 kanyHa? C apyroit
CTOPOHBI, MOAPOOHOE OMHMCAHUE, PACKPHITHE aKyCTHUECKUX OCOOCHHOCTEH U
MHTEPBAJBHBIX COOTHOIIIEHUHN 3BYKOPSIOB MHCTPYMEHTOB, CUATAIOIINXCS ap-
MSHCKMMHM, HaXOJUM, B OCHOBHOM, B TpyJaX TaKHUX BBIJAIOLIUXCS YUEHBIX U
MmbIicnuTenel, kak Aoy Hacp an-®apadu, AGy Anmu 6H Cunbl (ABHlIEHHA),
Caduammuna Ypmasu, AOxynraaupa Maparau, [lapsumia Anu Yauru np., B
npou3sBeieHusAX kopudees BocTouHo moazun: A0y A6a-Amnaxa Pynaku, AGy
an-Xacana @upnoycu, ['arpana TeOpusu, Xaranu [lupBanu, Huzamu ['sH-
mxeBu, Amupa Xocposa Jlexnesu, Umanennuna Hacumu, Anumepa Hasou,
Myxammena ®Ouzynu u ap.

B nucbMEHHBIX MCTOYHUKAX M HAPOJHOM MaMITH COXPAHWIMCh MMEHa
n3zo0peraresieil My3bIKaJIbHBIX HHCTPYMEHTOB U T€X, KTO UX COBEPIIEHCTBO-
Bai: [lnaron, ®apadbu, Mo6u Cuna, Caduagaun Ypmasu, AOaynraaup Mapa-
ran, Aaronno CrpanuBapu, Cedbectber Ipap, Teobansn bém, Amonsd Cakc,
Mup3za Cagpir Acaj ority u ap.

Crnenyer otmetuTh, uto AOy Hacp anb-@apabu B cBoe BpeMs OMHCHIBAI
XOpacaHCKHUH u Oargajckuid, a Aomynraaup Maparau — IMpBaHCKUHN U Typell-
KU BUIBI TaHOypa. Taxoke U3BECTHBI €ro MOTOJIbCKas, adranckas, MpaHCcKast
Y UHJUICKAsl pa3HOBUIHOCTH.

Tap, pexonctpyupoBanuslii Mup3sa Cazapirom Acaja oriy, ObICTPO pac-
npoctpanwics B Upane, Bocrounoit Anaronuu (Typuust), [py3uu, Apmenun,
Harectane, Typkmenun, Y30ekucrtane u Tajpkukuctane. Pa3nuynbie o KOH-
CTpPYKLIMU py0aObl B HalIM JHMU BCTpedaroTcs B TaJpKukucTane, Y30ekucra-
He, CeBepo-3anannom Kutae (o6macte Cunbizssb), Upane (Cucranckas o0-
nactb), [lakucrane, Muauu (turarer Jxammy u Kammvup) u Adranucrane. U,
B 3aBUCHUMOCTH OT MECTa pacIpOCTPAHEHUs, OHU HA3bIBAIOTCS COOTBETCTBEH-
HO a(raHCKHUM, KalllTapCKUM, JyJIaHCKUM, TAMUPCKUM, UTyTHAHCKUM U TPOY.
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Py6abamu [25]. B wactHOCTH, B cpemHeBekoBOM A3sepOaikaHe ObITOBal
Kamrapckui pyoao [3].

BBuay mupokoro pacnpocTpaHeHHs alllMICKOro UCKYCCTBA B TFOPKOSI3bIU-
HOM cpenie (0ocoOeHHO, B a3epOaiipKaHCKOM), ca3 SIBJISIETCS OJHUM U3 HEMHO-
TMX WHCTPYMEHTOB, M3BECTHBIX Ha oOmMpHON Tepputopuu. [lon BiusHuEeM
alIUIoB, STOT BUJ MCKYCCTBa IOJY4YMJ CBOE pa3BUTHE B ApMeHuH, [py3un,
Jarectane u Apkapui (31€Ch UX Ha3bIBAIOT allIUPAMM).

N3BecTHbl 16 ammrckux cpel, OCHOBAHHBIX a3epOallPKaHCKUMH alllk-
ramu: I'sinmxabacapckas, bopuanunckas, 'eiiunnckas, [epeneszckas, Hpe-
BaHcKasi, Usuinbipckasi, [lIupBanckas, JlepOenrckas, Kapabaxckas, Haxubi-
BaHCKas, [apamar-TeOpusckas, Ypmwuiickas, 3eHKaHCKas, XopacaHCKas,
lNamratickasi, a Taxke Case [29]. V3 HuUX HbIHE (PYHKIIMOHUPYIOT TPUHAATD.
HpeBanckas, [ eitunHckas v, 4aCTUYHO, UbLIIBIpCKAs y’K€ HE CyLIECTBYIOT B
CBSI3M C STHUYECKMMHU BBITECHEHUSAMHU a3epOaiikaHieB apMmsHamu B 1905-
1918, 1948-1950, 1987-1988 romax ¢ HCKOHHO a3epOalKaHCKUX 3eMelb. B
Halle BpeMs Cca3bl THOPKCKUX HAPOJOB B KOHCTPYKTUBHOM OTHOIIEHUH HUYEM
MEXIy CO00M He OTIMYaroTcs. PazHuna Jmims B UX MaHepe MCTOoIHeHHs. B
npoBuHLuax MUpana, rpannvamux ¢ TypKMEHHUCTAHOM U B OJIHM3JIEKAIINX pai-
OHax, a3zepOaiiKaHIbl UTPAIOT HA HEM MaJIblIaMH KaK Ha AyTape, a B IpyTux
pEruoHax UCIOJIb3Y€eTCs INIEKTP — TI33H). JIByCTOPOHHMIA yTap ¢ TpyLIEBUA-
HBIM KOPIIyCOM, IIOXOKHUI Ha Ca3, SIBJIAETCS OJHUM U3 CaMbIX MOMYJISIPHBIX U
JHOOMMBIX MHCTPYMEHTOB TYPKMEHOB U HEM3MEHHBIM CITyTHHUKOM HAapOIHBIX
ckaszureneit — Oaxmmu. J[yTap Takxke MIMPOKO PACIIPOCTPAHEH B Y30EKHCTaHE
u Tamxukucrane. IToT (HaKT CIAYKUT BaXKHBIM apTyMEHTOM IPU IPOBEIACHUH
napajuiesieil BO B3aUMOCBA3SIX MY3bIKaJIbHBIX KYJIBTYp HapOAOB, IIPOXKHUBAIO-
IIMX B 3TOM PETUOHE.

Ha nam B3mmsiz, Ob1TO OBI 1IETIeCO00pa3Hee HAIIPABUTh BCE YCWIIHS HE Ha
MOMCKH POJIMHBI MY3bIKaJIbHBIX HHCTPYMEHTOB, @ Ha U3yYEHUE HX MPOUCXOXK-
JI€HUS, Pa3BUTHSL, PACIIPOCTPAHEHMS U ONPEJECIICHUE ITyTeH MUTPALIUH.

B 3a7maum HOBBIX MOKOJEHHI OPTraHOJIOrOB (MCCIEN0BAaTEIe My3bIKaIb-
HBIX HHCTPYMEHTOB) BXOJHUT COXpAaHEHHE M BOCCTAHOBJICHUE 3a0bITHIX HAPOI-
HBIX MY3bIKaJIbHBIX HHCTPYMEHTOB, CO3JIaHHBIX UX MPEAKamMu, OoJiee TIaTelb-
HOE M OOBEKTHBHOE M3YUYECHHE Pa3IMYHBIX acCleKTOB MHCTpyMeHTapus. Ec-
TECTBEHHO, HY’KHO COJEHCTBOBATh CTPEMIIEHUIO MACTEPOB-U3TOTOBUTEINEH U
MY3bIKaHTOB Hapsiy ¢ BOCCTAHOBJIEHUEM CTAPUHHBIX MY3bIKAJIbHBIX HHCTPY-
MEHTOB CO3/1aBaThb U HOBBIE, [IOMOTaTh UM B MOMCKAaX IyTEH MO YIyYILIEHUIO
KauecTBa 3BYKa U B HAXOX/ICHUU HOBBIX TEMOPOB /Ui MepeJayyl CIylaTesisiv
BCEW MAJIUTPBI HIOAHCOB PA3JIMYHBIX KAaHPOB Oorarenieii HapoHOU MY3bIKH.
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